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2MNOYAH ZTO OEMATOAOI KO
NEPIEXOMENO THZ EKQEZEQZ

MPOAOIOZ

Nouifw 6Tt dév kdvw AdBog, dv nmpolinobéow otic ypauuéc altéc,
ont 1d evbiagépov Told Kotvol nod Ba émokegBel ThHv Exbeon Sfv Bd orpa-
@el povo npoc v KaAMTEYVIKT napoudia TnNe dAAd kai npde 16 ioTopikd
Kai moAITIOTIKG NG nemexouevo. M° altd 1 yopen kai 16 8éua tne dro-
TEivETal OUYXpova OTOUC EmokenTes THG TéYVNe Kal oToUC LEAETNTEC.
Of neprogdrepot vouilw OTt B4 orafodv unpoord ord éxBéuara pé npa-
yuatikd Evbragépov kai ué trv kadonpoaipeTn npoondbeia va EABouv of
ed Yuyikn kal Stavenukn Emkovwvia pali rous. M alrodg i "E8vikn Miva-
xkofnkn £roiuace pud ioropikn dvadpoun pé Stagdveiee mold B4 Touc
Bon@noet va aioBavBodv mé dueoa ta npobAfuara nou yévvnoe i Téxvn
Ti¢ Enox ¢ nou dvninpoownete:, kal va dnopUyouv HEPIKEG X POVOAOYIKES
JUYXUgELC,

Mpoonadrjoaue OToVv MPOYpauUATIoONd THC Mapoustdoswe adThc
The éxBecews Tic lotopikég guoyxetioeic vd tic napouoidoouus pé Eva
Tpono  Oxi npoBoAng kai Oneprovioued dptotoupynudtwv, dAAd
dnuioupywvrag opadeg dnd nivaxkee Lwypagikic, papudpiva yAu-
mra, xaAkiva kal xapaktikd @orte 1§ kafe dvanruEn Touc va npoogEpel
pa Sidaktikn eikova kai 16 Eva Epyo pé 16 dAAo va alAniodiagpwrilovral.
"Eron Gxi pove dnoglyaus yid tév Emoxéntn thv napovoiacn wac oei-
pag and oupoidpopda avrikeipeva dAAd kai éAnifouue nwe Kavaue THV
Exbeon mo évdiagépovoa.

Ta npoavayevvnolakd kai dvayevvnotakd Epya téxvne dnoredodv
TO OpYaviKe otoixeio ol alyxpovou nolimiouold Kal Sefyvouv Thv dKkTive-
BoAia xai émboAn Tol dpyaiou EAAnvikoo nveduarog. Eivar tonoBeTnuéva
otV dpxn The £xBéoews kal dnorsdolvial dnd yapakrnplotikG Epya
TEXVIG mou Sraberer 16 MntponoAitind Mouogio oxetikd Bé6ma pé 1 Pe-
pankn éxdoyn thc éxBéoews. Mé v dudda altr, nod kaAUNTEl XpovoAo-
yika v nepiodo and 16 1300 G¢ kai 16 1400 kai and 16 1400 de 16 1520
nepinou, dvrinpoownevovrar duo nepiodor ThHe ‘lotoplac The Téxvnc.
Ztiv npwrn 1300-1400/1420 naparnpeirar othiv elpwnaikl Téxvn pEyE-
An avanruEn kai E€£Mln TRG yorBikilc dpxITEKTOVIKAC ME KaivoUpia
Bfuara yia émropbia yAunmkn, EuAdyAumra kai dvabBnuanikéc elkévec
Swuwv. Of torxoypagies kal 1a Buitpw Snwe émione kal f eikovoypdpion
TWv EkkAnoiaotik@y B18Aiwv Exouv Td 181a TEXVOTPOMIKG Y QPAKTNPIOTIKG.



2T Bopewa 'lradia pé Tic tolxoypagisc rtol Toiotro (1266-1337)
npootwvideTar 1 peAdovrikn £EEMEN ThAC Téxvng. "Eniong oté TéAoC TOU
14ou alwva, yvworod we Trecento éugaviZovrar otiv IraAia oThv nAaotikr
kai ot {wypapikl} pealoTikés popgéc kai otoixeia, 16 onola we TOTE
noav reAsiwe dyvwora. Mpwronopiakd pdAoe athv varoupaloTikn danédoon
e @uong kai tov dvukewévwv Enafav ol kallTéxvee T@v Kdrtw
Xwpav kal thc Boupyouvdiac,

Z1d Qualtrocento, (150¢ alwvacg), kai ord npare térapro rod Cin-
quecento (16o¢ alwvag) dnuioupyeital ot QAwpevria — oTiv APXITERTO-
Vikn mpata — n 'Avayévvnon. Oi épeBiouol npoépxovral and v dp-
xaoTnra kai lox bouv éniong yid 1 yAumrikn kai Zwypapisn, éva 1 émBoAr
Tol dpxaiou EAAnviko kAaoikod npoTunou mou Exel we dpxr Tou T ISe@dec
rod fBoug «kaAdg kdyabBoc: dmodeikvierar dnd tov dproud «Bellezas
nou &émédAder Tiv TExvOTpOmIKY popgoroinon kal éEiSavikevon
r dnola darotedel v Unodoun THS SuTikoEUpwWIAIKAS TEx VL.

Mipw otd 1415 dvakaAUnreral 1) «EMoTnUOVIKT RPOONTLKs . Ol uoppéc
TG mpunpne Awpevrivite "Avayevviioewe EanAwvovrar dand thv Tookdvn
g 6An v 'ltadia xai oric 8dpera tov "AAnswv xwpec kai emoxialouv
TNV UOTEQOYOTEIKT TEXVN OAOKANPwTIKG. X1 ®AwpevTia naM xai dpydre-
pa ot} Pwun kard 16 1éAog 100 alwva dnuioupyeitar «1 "Axun Thic "Ava-
YEVVROEWS= nou dAoxAnpaver v Onodowi kai Thv émkpdnon thc dp-
xaiag £AANVIKAC Kal pwualkic Téxvic.

Tiv "Avayévvnon not diapkei e kai 1 devtepn dekacria o0 160U
aiwva diadexerar 0 Mawiepioude kai 16 Mnapdx. ‘'O Mawviepioude nod
ETupoAOYikaG mpoépxetal amd thv irakikn AéEn maniera, dmwe 1 "Ava-
yévvnon ané thv irakkn rinascita, eivar i popgn THC BSuTIKOEUPW-
raiknG TExvNG ano 16 téAog TG "AvayevviiOsws &¢ THv doxn ot Mnapok
(1530-1560/80). Xapaktnpiletar and v dnoudkpuvon and 16 KAQoiko
ibewdeg wde dndAura loopponnuévne dpuoviac kai T areopn npog
£va 1exvnTo ovotnua, dnou ol Bacikoi vouot Spyavikav ASIToupyiov Exouv
Xaoel v anuaocia Toug, m.y. 16 pépov uélog Sév pépet kai 16 PePOUEVE
dév Exel Bdpog. MuBoAoyikés kal BpnokeuTikée oKknvEC Kuplapyolv oTr
Cwypagikn &va xapakmmpiotikog eivar ¢ abEnuévoc dpiBudc TaV Ko-
Oukwv napactdoswy. Thv [dia énoxn oté BéAyio drudler N napaywyr)
TWV TOXOTANNTWY LE OKNVEC And TV « TAtadas , « OS0ooeias xai <Aiveiadas .

'And Tig TeAeutaiss Sekacties Tod 16ou Ewe kai Babid otév 180 aiwva
otiv Edpwnn kuplapxei (1580-1760) wd popgn téxvie nov té dvoud
NG NpogpxeTal and thv noproyaiikf AéEn barocco, nog xpnowonotsitat
a1d épyaoctnpia TG xpuooxoias kal TopeuTikic Kai mou onuaiver wid
otpoyyuAnn «néplas. Eriv dpxtrextowikl) doo  kai ot {wypa-
Pk kai yAunmikn 16 Mnapdx éugaviderar othv 'ftadia kai ané kel Sia-
didetal o€ DAeg tic xdpec ThHC Elpwnne. Ith Maldia dnd ta uéoa ol



17ou alwva (1640/50) malpvel wa Sikn tou uopgn mou Kuplapyel Of
dAn v Eupwnn. 'H xaixkoypagia othiv 'OAdavdia yvwpiler wd Eeyw-
pwarny deuny, Eva i Evdoypagia oxedov sEagaviderar. 'H MaAiia Exer v
npwrn Béon orda émrtoixia xalid, Evew yEVIKG ot {wypagikn EmKkparoov
ol koouikéc kai puBoloyikéc oknvéc. 'Enionc naparnpeitar dvBion Thic
npogwnoypadiac kai &mBoAn told noprpalrou moMTikGv avdpov kKai
Emipavy MPOCwMKOTATWY. XapakTtnmotikd napadeiypara gival n npo-
gwroypagia rod AodoBikou XIV and tov Piykw (1659-1743) kal apydrepa
Td nopreaira o0 AovdoBikou XV kai Tic auAnc rou dand 16 Narrié | 1685-
1766 dp. kat. 54).

‘H dvriBetn kivnon nmou Bd karaAvos 1o Mnapdk kai v TeEAsuTaia
ToU @daon 16 Pokokd (1720-1760)° (& xaparktnpioudc npoépxeTal ané
vaAAtki] AéEn rocaille mol onuaiver koyxvAl xai eival 16 dyannrétepo
diakoountikd poriBo tol Poxokd) civar 6 KAaoikioudg i NeokAaoikog
puBudc nou dnuoupyhBnke ot Faddia. "Av kai 6 KAaoikioudce eival 1o
yvooustepo naili THC "Avayevvioews, EvTOoUToIlC ME TOV KAaoikKiouod
kai Tov ‘loropiopd dpyilel xai i didAvon thc eikdvac TG TéXVNC MoU
Snuovpynoe n "Avayévvnon. Ol didgopec ¢doeic TAc EEEAifEwe mou
droAouBolyv eival KAaoikigudc, Popavrticudc, Pealioudc, 'lunpeciovi-
ouog, Neotunpeoioviopog, TupBolioudg, 'ESnpeotoviouds kai 1d Kiviua-
Ta TAC MovTEpVac TExvng.

Zthv Exbeon adrh 0 KAaoikioude avrninpoowneverar pé noAda Epya
CUYPAQQIKNG, YAURTIKAG, XApaktTikfe kal diakoountikne nou divouv Ttnv
gikdva authc the émoxhic. "H Exppaocn KAaoikiouse yapaktnpllel yevikd
kadbe oxnua kai popgn mou Buuifet Ta KAaoikd dpxaia npdtuma. ITnv
Evpwnn kal othiv "Aueptkn) nuioupyobvral apiotoupyfjuara nod Evoapkuw-
vouv Ti¢C apxec Thc dpyaiag texvne ué povadikny duiAda oriv dndédoon
The popghnc kal tol ueyadesiov Tol nemexousvou. Ol énavainyels duweg
kai 1 peyadn &ddoon dnd pmuntéc EEWTEpIK@Y udve yvwploudrwy on-
mioupyoUv TRV aioBnTkn KOMwon, mou Ex el we dviorabuioua trv éugdvnon
To0 {unpecioviouod. "Aufowg perd thv ExBeon adrn, n 'E6wvikn Miva-
KoBAK B84 napouoiaogl ma ExkBeon uE dvninpoowneuTikd Epya TOV
YVWOTOTEPWY [unpedioviaT@y ano 1) MaAdia oty Ida avth alfouoa.

‘Ané ra Epya th¢ éxkBéoews ToU MnTponoAiTikoU Mouoeiou xapaktn-
pionikd Selyuara tic peraBodfc orhiv vewrtepn téxvn eivar «'H yévvnon
TO0 EAANVIKOO ayyeious To0 Povrév, (dp. xar. 108) 16 «Mdov Zdv Bik-
Toudps tou Eedav, (ap. xar. 102), kai «'H yuvaika pyé ta donpas 100
Mrkacoo (ap. kar. 114). 'H nAaouxn danédoon, n ctatodnoia tHc {w-
yeapikne, 1 daxpibeta thc Souvdeidc kal 16 dnoAutpwrikdé ouvaiobnua
e alyoupids xapaxktnpile: kdbe Epyo Thc éxbéoswc alThig.



rig v npaypdrwon tig éxbéoews alTc émbuud vd elyxapiothow
10 AwevBuvtht Tod Mntponohimikod Mouoeiou ®din vré Movreumédo,
rov dvanAnpwrth AtevBuvth Tlénuc Midyxkpiy, Tov Omedbuvo EiSixEv
Npoypappdrwy KdpA Karg. Thv éuada épyaciac to0 Mntponolitikod
Movoeiou Tlénus Nténbivr Nrtpénnep, Tlbav P. Mépteve xai 'Alaiv
IeéAvrpax elxapiot@ yid v Erowacia xai v napouvciaon e
éxbtocws. Tov TE. Nr. Nrpénnep xal tv T{éav Mépteve eUxapiotd
xal yid 1) ouyypagh v dyyAikdv xewpévwy tod karadyou xabac xal
yia v Bonjfeid roug orrjv mpocToiuacia Tou.

Tév ‘Yrmoupyé MoAmiouold xai "Emornuav Kabnynt Anuntpio
Niavia, tév BaoiAn oudavdph, uédoc To0 AlotknTikol ZupBouliou ThHe
'‘E@wvikfc MivaxkoBrikne, 16 Niko Malodpn, Fevikd 'EmbBewpnrh 'Apxaio-
rrwv Tod ‘Ynoupyeiou Mokimiouod xai 'Emornudv, 1év Madio Xarln-
Bwpd, ‘Avaninpwrh levikd AwcvBuvth) Nolmonxf Avanri€ewe xai
rév Mewpyio Mapaykidn, AtevBuvtr) Moppwrikdy X Xxtoewv 1ol "Yrmoup-
yeiou MoMiriouod xai "Emotnudv elxapiora iSiaitepa yid v noAdriun
ouunapdorach Toug.

4 Arav duws napdlewn vé ufv dvapépw 5@ eUxapioTwvTac Touc
ouvabéAgous ThHG ‘EBvikfic MivaxoBikne NEAAR MioipAn, "Ayyéla
TauBdxn, Kwora 'Avayvworénoudo xai dwdua touc ouvepydree pou
BaciAn Wnpouixn xai Itého MnepyeAé yid 1) duépiorn Bonbeid rouc
Xwpic v énoia 1y ExBeon alth &év 84 Arav Suvard vd napouoiaotei.

“OAot ol napandvw xal dxéua ol énwvupot kal dvivupor Texvitec,
tpydreg xai dndAAnAot mou Bonénoav 6 xaBévac ué Tév Tpéno Tou Kai v
eibixevon) Tou yid TAv npayudtwon TG éxfécewc auTic moTElw mwe
ouverbnrd npoondénoav va npoopépouv otév Emoxéntn md ExBeon mod
ravévag bév Ba eixe pavraorel vd v npoetoiudoe: dv ol “EAAnvee kaAli-
réxves xal nvevpanikoi dvBpwnot dnd 16 Sedtepo wod Tod Sou aivva
nX. 8év eixav épauaniobei xai dvayvwpioer v dndotaon, thv Adugn
Kal 16 nepiexopeveo TAG Téxvng nod 16 npoikioud e Sév frav 1 dxtivo-
BoAia dAAa iy aldrovouia the.



‘And Toug coBapdtepous OUyxpovouc peAsTntTéc tol MaAdou «<kAa-
otkous fwypdgou NikoAd Moucoév (1594-1665), & Mepuavée kadnynric
g ‘lotopias the Téxvng ord MNavemorthuoe tol Movotep, MRESpPyK
Kaougpuav, pag diver o1d Bi6Aio Tou “Poussin Studien” ( MeAéteg yid tov
Nouooév, 1960), dpretd Bacikg onueia otnpiewe wac oulnThoewe yid
v dvixvevon kai Staniotwon twv pgowv ué Td dnoia Siaowlnke kai
Statnpnénke 1o nvedua TG dpxaiag EAANVIKAS Téxvng OTIC &ikaoTikéc
TEXVIG Ao TRV "Avayévvnon @¢ onfuepa, nou eivai kai 16 B4ua ThAC Ex-
Beoewg TNV onoia napovoialer n "EBvikn MivakobBnkn kai Mouogio "Ads-
Eavdpou Zourdou oé ouvepyaoia ué 16 MntponoAitiké Mouoeio thic Néag
'Yopkng kai mol Baoilerar ot popgwtikh Slakpankn cuubaon dvral-
Aaywy - ExkBégewy TV U0 Ywpwv.

Agv unopd vd nw &t f ExBeon adtn eivar elkoAn kai drdua 8a npénei
va SucAoynow Ont 1 Babid éEeidikeupévn pwopdn kai Beuarodoyia Tod
MEPLEXOUEVOU TNG, Yid va SwWoel mid TéAeia eikdva, 84 Enpene (owe va nepié-
XEl a ErAoyn Epywv TG vewTEPNS TéXVNG — SnAadn dnd 16 1400 ¢ Tév
aiwva pag — ané 6Aa T Movoeia Tav ‘Hvwuévwy MoMlTetav Thc "Aue-
piefe, oltwe wore vd nepldauBavovrav kai dAda Epya dné tic onuavri-
KEG ouAdoyég Tou MnTponoAimikod Mouoeiou kaBue kai dAda dptoToupyri-
para mou undpyouv ora Mouoeia ThHe xwpag autic.

"Erot n duokoAla mod napouvciGlerar otév Emokémrn tod Mou-
gelou ytd T Snuoupyia TAS mpwtng énagic ué 16 Epyo téxvne kai v
avanruln tic «aiofnTikngs Tou dpdoewc eivar oThv eidikny aurn Exbeon,
ueyadurepn, 8d unopogoe Buws, Adyw 100 aufnuévou évSiapépovroc
nou napouvoiade va Eenepaotei pé md mé pakpdypovn napapovi Tod
PIAdTEXVOU UEOa OTS x@po NG, Kai wd évrankr npoondfsia dvaAuoews
Twv Epywv mou éxtiBevrar. Tic SuokoAiec altéc i drdua xal Tév nmpoBAan-
uvatiopd To0 fmokéntn énauEdver N évEexoudvwe xwpic urroBonénon
npoondbeld Tou yid dvadvoerg, maparnpriosic kai napaAAnAiouolc, KAari
nou npolnoféret eidikég yvwoeig, tic dmoiec dév unopei, on nponaibea
otig téxves kal dv Exel; vd Swabérer dxi péve 6 anAde Gearhc-nepina-
TG TG EkBEoEwWS, AAAG Kal O mid PiAdTEY VoG EmOKEmTNC.

Ma 16 Adyo adrd 16 émotnuovikd npoowmkd Thc 'E Bvikic Mivako-
EnKkng, né EmkegaAne  Apa NEAAn MioipAn kai thv "Ayyéda TauBdxn
kal ug ) Bonfeta rol épyaoctnprakod guwroypdpou-ueAeTnTi ToG Mou-
oeiou pag BaoiAn Wnpoukn, éroiuace ma eipeia EmAoyn Siagavelov
nou napovoidfovral pé Eva oUyxpovoe oUOTNUG OMTIKOGKOUOTIKNC évi-
HEpWOEWS TO Onoio BonBdest Tov Emokémtn oriv alrofevaynon Tou
HECQ OTO XWPO THNG EKBECEWCT.
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Aegv ondpxel augiBoldia dmt oriv Texvikn alth naideutikn OroBor-
énon onoudaio poAo yid triv énagn pé 16 nveupaniké kai EiKAoTIKG NEDLE-
XOMEVO TIG EXBECEWS auThG, naifel ma npwrn Yuxikn npostowwacia nod
morevw Ot £xer O kabe "EAAnvas émokéntng thc 'EBvikAc Mvakobriknc.
Eivat wmd nnyaia npolnéBeon yvwpuiac Epyou kaf Emokentn, THC
oneiag vouifw 6m T4 yapaktnploTikG Elval neploodtepo EAAaSIKG,
oteva ouvdedeuéva pé tév Tpdno, 16 nepiBdArov, Th pila, napd pé ThHv
natdeia kai nveypatniky kaAliépyeta o0 avBpwnou. ' aitd motelw nwe
n ouykivnon nou 8a aicBavBel & "EAAnvac émokéntne thc éxkBEoEwe
autile, Eivar  peyalutepn avrikpufovrag Thv  CAkpénoAn  lwypadgi-
gugvn ano ‘Apepikave {wypdgo, (dp. kar. 96), nmapd 16 Mewpyro OUA-
QyKTwv pE Evbuua apyaiou pritopa. (dp. kat. 76) .

Maovo pg 1o népacua told xpovou, ué ™ ueyaddrepn Suvarn dnoBon-
énon, ) peAérn kai v dvdnreln thc iotopiag TAC TéxVvRC OTOV KUKAD
e nawdeiag, Ha Eenepacbolv ol dndoi nnyaiot épebiopoi kai 84 uera-
8AnbGodv o naparnenon ué ovumEpdopara. AUutéc mAfov & véoc Emi-
OKEMTNG TWv pouoeiwv 84 punopei va Eexwpioer 11 yéveon wdc cikdvac,
84 karaAdBer Ty yeveowoupyikiy dovaun tic dpxaiag EAANVIKAC TéXVNG
kai 8a Eexwpioet 16 dnuoupyd. "And Touc mivakee kai td Epya mou na-
pouvaialovrat otrv ExkBeon autn Eva peydAo pépoc Exel xpnoiuonoliost
dueca ta dpyaia EAAnvikd npdéruma, éve Eva dAdo eivar énnpeaocuévo
ano 1o fauuacuo Tol kaAMTéxvn npdc 16 dpyalo EAANvIKG nvedua.

Ao thv dpyxn ol 150u aiwva ol nepiypagéc TAV REPINYNTOV yid
v ‘EAAdGSa dpxifouv va Exouv éneEnynuanikd yapaktipa kai va Sei-
Xvouv T xpnon kanoiwv TEXVOIOTOMKEY KpiThpiwy yid Td kaAMTEYvIKA
Epya. ' altd édnyodv ol véee naparnproelc navw otfv téxvn not Eexi-
vouv ané tiv Iradia rod 14ou kai 150v alwva. Ztiy @Awpevria kai ot Zié-
va dpxilet va diagaiverar i ueraboldnn kai i énidpaon o0 dpyaiou EAAnvt-
koU nveuuarog. £1d oovéra rod @pavrocoko Nerpdpxn { 1304-1374) npodc 16
@iAo Tou Zipove Maprtivi §eonder ¢ Bavpaoudc tou yid v dpxaiétnTa.
‘O PAwpevTivoe Kptotogopo MrovovreAudvrt and 1o 1406 @¢ 16 1420
npayuaronoiel Eva kaAd npoypaupanouéve takibt ord vnoid tol < Ap-
xineAdyougs (Ailyaiou), Ta onola meptypdger yAagupd, dnwe paprupodv
Ol XEIPOYPAPES ONUEIWTEIG TOU NOU QpuAdyovTal ONuEpa oTH AQupevTiavi
BiBAoGnkn tic ®Awpevriag. Ol npdtol duwe AdTpelc Tol dpyaiou EAAN-
VIKOO mveuuarog, mou émumoupynoav npoUnobiosic npayuanknc dva-
YeEvvNoews Tou sivat & Kuptakds dnd triv "Aykava (1391-1452) 6 dnoioc
UE npaypatnikd kaAlrexvikd xai émornuovikg évdiagépovra EmoKEnTe-
Tat v "EAAGDa kal doxodsitae pué Trv dpxatoAoyia, ) oxediaon kai Thv
nepiypagn dpxaiwv vawv kai pvnueiwv The "EAAGSog, kai & Ppavioéoko
Zrouvaprowove (1394-1474) Lwypdgpoc otiv MNddoua kai oty Beveria, moy,
ouugwva ug ypantéc uaprtupies kai mAnpogopiec, UnApEe & np@Toc
dackadog tou "Avrpéa Mavréwia (1431-1506), ordv dmoio ESwoe ThV
eokaipia va peAetnoer kai va oxedidogr dpxaia EAAnvikd émroubia pvn-
HEla kai Emypages ano yuynva Exkuayeia nou Egepe pali Tou dnd Thv
‘EAAGSQ, katd Tic EmOKEWPES TOU TO 1436, 1443 kai 1444, {ap. kar. 10).



Alve npiv dnd 16 téAoc 1ol 150u aluva & npwronpeoBirepoc ThHe
Mnrponddews 1hH¢ Mayevriac oty Mepupavia Mrépvapvr ¢ov Mnpéuv-
revunay (neBave 1o 1497) cuvodeudusvoe dnd 1o yapdktn "Epxapvr
PéouBiy and v OUTpéxTn, nepinyeital and 16 1483 ¢ 16 1484 v Kép-
Kupa, Medonovvnoo, Kphnmn kal Podo kal anortunwvel of oyédia kai Sulo-
YOQpIEC AMOWEIC MOAEWY KAl apxalwy pviuEiwv.

TS 160 alwva MNaAdot Adyiol, KAAATEXVES Kal REpINYNTEC EMIOKENTOV-
Tar ThHv ‘EAAGOa kai perapépouv kabapd KaAMTeEXVIKES EVTUMWOEIS OTOV
TOMO TOUS Aavaueod touc, 16 1542, & Nopuavdde elyevne Kal allwpuatikéc
ol yaAdikod orddou Ad Mnpovtepl perarpénet 16 Bauuaoud tou kal v
dyann rou yid v ‘EAAGSa o€ otiyoug mou Eyivav dyannuévo avdyvwoua
e Enoxnc tou. "0 yiarpde Miép MneAdv (1517-1564) kal & oTpatiwTiKGG
nandg Zepou Mopdav 16 1544 oyefialovv Swpikoug vaous kai  Epeima
wai neptypagouy NBn kai EGiua e dpyaiag "EAAGGoc. "Av kail 8a nepipeve
Kavele moe 1o Aovdoudioua ¢ TAvayevvijoews otiv 'Itadia 84 Eunvodoe
thv émbBuuia émokéPews Tav Italwv Aoyiwv kal kaAATexvay atn ywpa
rawv Bewv ToU 'OAvunou Kkai Told dyannuévou toug Bouvod, Tol MNapvao-
oou, (ap. kar. 25) évrouroig Oxt povo yi' aUToug dAAG kai yid Toug (mo-
Aotnouc Evpwnaiouc 1y Tookavn, 1 Pwun kai i ZikeAla napauévouv tyd
GAo Td 170 kai 180 alwva ol ayannuéves nepioyéc T@v Adyiwy kal Kal-
AITEX V@V,

Xapaktnptotikd thc véae énoxnc, mou Exe dpxioer ué v "Avayév-
vion, eivar fy onoxwpnon 1ol BPNOKEUTIKOD NVEOUATOC OTHV dPXITEKTO-
vikn, wypagikny kal yAunmikrh., "Apxaia EAANVIKG dpxITEKTOVIKG LEAN
dné rolc vaole thc Notiac ‘ftadiac xal ZikeAiac kal dpxITEKTOVIKG OTOI-
yela and pwpaikd iepd xai énavielg ouvundpyouv, dnuoupywvrac Tov
TUmo THC dvayevvnolakne dpyITEKTOVIKAC yid ékkAnoisc kai naidria, mol
nporog o @ilinme MnpouveAAgor (1377-1446) napouvciace oty QAWPEV-
tia. MapdAAnAa i and 10 150 alwva kal nponyoupévwe dnuoupyia Siw-
TIK@V CUAAoY@V apxaiwyv EAANVIKGY Kal puwpalkay yAURTOV TV EUYE-
viov Kai kgAdtexvov, Onwe ot Mdvroua tod Mavrévia, dnuiolpynoe
ric anapaitnrec npoldnoféoecie yid tic dradikacies peAérne rod yuuvod,
Tic dvaroulac Told dvBpwmvow gwuaros kai TR AsiToupyiac TV uuviov.
Tautdyxpova ol avackagis oTic yeyaAutepec néAelg the Itadiag kai fy ava-
kdAuyn onmoubalwv kai yvworwy dnd thv dpxaiotnra dyaAudrwv xai
oupnAeyudrwy Edwoe td EpeBiouara yid v mAaoikn dvriAnyn rav pop-
pav, THY wpardtnta, thv apuovia, thv Exgpaon kal té peaiioud. Ol uu-
BoAoyikec oxknvée kal ol napaordaoec and ™ {wn, Td Epya Kal Tic EpwTIKEC
MEQINETEIEC TV dpyalwy Bedv kal T@v 'EAANvwy Npwwy anadgyololdoav
Kai gpedidav tn gavracia tav {wypdgwv kal touc odnyodoav, dv Oyt
oThRv anoudkpuvon dnd tr Bpnokeutikl) {wypagikn kal yAurTikn, dnwo-
dnimote ornv napdAAnAn dvanruln the xooutkic xkai loToptkic cuvBEéoews
Kai axoua Tod noprpaitou.

‘H kivnon to0 Aaunuplouarog autod Tig¢ dpxalag EAAnvikic Téxvng
dpyioe ot @Awpevria dand 16 uéoo tou 1d4ou alwva, Kal NMPWTAPXIKG
kivintpo OnfpEe & dpxaioc EAANVIKGS Adyoc kai dxt ol elKQOTIKEG TEXVES.
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'O Nerpdpync, dv kai d&v yvwpdle LAANVIKG cuykévTpwoe dpyala £AAn-
vikd xeipdypaga. "And 1o péoo thc téraprng dexkaeriac ol 150u qiwva
Kai perd, eive pé v agién, 1o 1438, tol avtoxkpdropa o0 Bulavriou
lwavvn H ™ NalaioAdyou (1425-1448) elre pé oulntnoelc tav copov
e dkoAoudiac tou — MeEwpyiou Zyoddpiou (1400-1472), Mdpkou tou
Edvyevikol (1408,-1447) kal 1ol peydiou piAdoogou MeEwpyiou FEoTol
fi NAnBwva (1359;-1452) —n éniSpaon tol dpxaiou EAANViKOD NvEUUATOS
kai ibiaitepa 1ol veonmdatwvikol unnpfe dxépaia xal EvBouoiaoTik.
Zuveyxlotnke kal éngkralnke of Bapog BeBata TRC unogTacswe Tod Bulav-
Tiveld kpdrouc, dgold perd v "AAwon tic KwvoraviivoundAews { 1453)
ol peyaAurepol Adytor EAAnvioTES kal gogol Thg Bufavniviie autokparo-
plac, kararpeyuévol and toug Tolpkouc, Bphikav ¢eAckevia Kupiwe orn
Bopeia “lradia, énouv dutowg Eyivav dextol kal didakav dapyxaia EAAnvikn
gidodoyia, (noinon kal ¢gtdocogia) ord Mavemormyua the nepoxnc kai
OF MPLYKIMIKES aQUAEC.

Aév Omdpyer dugiBolia, kal aurd elval yvword, dni wmid oeipd dnd
‘Itadodc Adyrouc Kai oUupaviotéc mou eilyav KEvTpo touc TV PAwpevtia
Kal avaueoa o' autoug & Moo Mrparaiodivi, 6 énovoualduevoc Mordiouc
SAwpevrivouc, O Mkouapivo vra Bepdva (1370-1460) i & Asovapvrio
Mnpouvt (1369-1444) Edwoav pg thv nveupanikn xkal obuavioTikn Touc
npoagopd ThHv Npwtn eikdva TRC dxktivoeBoldiac TRAC dpxardTnTac. ZuyKIviT-
kR dAAd kai GEta Baupaocuod eival 1y npoondbeia expabnocws TAg dpxaiag
EAANVIKAC dnd O MnparoioAive, ¢ dnoioc énetdn Gév elxe 1d oikovouika pé-
oa yid va napakodoubrioet tic napaddoeic tol nepignuou Bulavrivod Ad-
yiou MavounA XpuooAwpd ( 1350;-1415) — nod yud tpia xpévia { 1396-99)
didake orn QAwpevtia ta EAAnvikG ypduuara kal 16 Siaokaieio Tou
YEWCE and gpiAouabeic pabnrés — dvaykaolnke va usAetnoet kai vd pdle
povoe Tou EAAnvikd. ‘O Mnpolve dnd 1o "Apéroo npénet va Bewpndel
Evac ano toug moé Emueleic padnréc tou XpuooAwpd. "Afionoinoe tic
favudoieg onovdEg Tou kovrd oTé cogd “EAAnva ddoxkaldo perappdlovrag
MAdrwva kai "ApiototéAn, MAoutapxo, Anuoofévn kai Aloxivn.

Mg TtoUc mpwTouc auTous oUuawvioTEé: Adyloug, QiAdoopous, META-
ppactég, GiBAiopiAoug kal ExBdtec TV MpwrTwy dpxaiwy ‘EAAfvwv
guyypagewv, ol omolol ouviéAegav otnv énidpaon th¢ dpyaiac EAANVIKIC
TEXVNC oThnv Téxvn TRAC £noxhc, 84 nmpénmer va ouvBeBodv kal Svo dnd
TOUG MEM@NUOTEPOUC KAAMTEXVES THC "Avayevvioewe, O dpxiTéKTOVaC
kai yAuntng MrpouveAA£ok mou, ExkTdg Tod OTt npénet va Bewpnbel Evac
ang Touc nmpwroug dvaokageic TAC Puung, xwpou idiaitepa ocBaotol
yid Ti¢ dpxalotnreg, eivar eniong O Mp@TOC YAUNTHSG mod otd diaywvioud
yid ™ dtakoounaon TG xAAKiviG noprag Tod Banmotnpiou Ti¢ @Awpevriac
YUPVAEl miow O0f dpxaia npotuna, Kai o ®Awpevrivoe yAunmnc xai ¢iloc
Tou NrovatéAdo (1386-1466). Kai oi duo S&v foav udvo Sauuaotéc Tic
doxarétnrag aAdd épeuvnréc kai pedernrée the aAnbivite akiac kal Tav
nporepnudrwy TNC. 'O dpxitéktovac MnpouveAlAéokt Sév Savelotnke
EEWTEDING AMOKALIOTIKG pEpOVWUEVES GOpuEs, dAAG npoonddnoe vd kara-
vonae: Thv L0wTeptkr) Soun Tav dpxaiwy ApXITEXTOVRIUATWY.



"ETal TOMOBETWVTAC KAVEIC ToUC QAwpevTivoug KaAMTEXVEC ava-
HECQ OTOUC MPWTOoUS dvackageic, ucAeTnTtéc Kal yeragopeic Tol doyaiou
EAAnvikoD nveouaroc otnv téyvn, 8év Ba npénel va napaleiyer 16 Badu
gcBacud touc dAAd kai ™ Suvardtnra napaBoAnc xal npooapuoyng
TOV dpxaiwv, KUpiwe, dpXITERTOVIKOY HeA@v oThv épyaoia touc. Md v
ikavétntd touc adth, nou Seiyuard tnc Undpyxouv oTd kriopyara kai Td
yAuntd nol pdc mapédwoav, O peAetntng dvriAel mAnpogopies kupiwg
and tic paprupiec tod "Avrdvio vrl Tootoro Maveérti. "Avayépouus, ndai
£8@, Ta ovéuara Tou Kpwotdgopo MnovovreAudvr kal o0 Kupiakold ano
rAv "Aykwva, yiati dv kai 8év pdc napédwoav ouoTNUATIKES MANPOgoO-
piec kai oxédia ané ra rakidia rouc orfv "EAAGSa — Eotw kai dv ol pubo-
Aoyikéc Toue mapatnpenoele eival orevd ocuvdedeuévee LE Tic HECQIWVIKES
éxppdoceie, dnwe nepinov Tic cuvavrd kaveic orov TlioB8dvvi BOKKAKIO
{1313-1375). kai napéxouv EIKOGVEC QUOIKGOV Kal AAANYODIKWV OXETEWY —
EVTOUTOIG TO KEPSOG TOU ONUELIVOU MEAETNTR YivETal dKOUA UEYAAUTEDO
grav SEIOOU0El OTO NVEGUA TOoU Adyou TRC NEPIypadpnc kal Tov OxEe-
Siwv mov puae dpnoav ol duo avtol Adyiot.

Amé v énoxn adrh, dnAadn and Tiv Mpwroavayevvnon told Té-
Aouc Tod 14ou alwva kai trv "Avayévvnon @¢ 1a uod tou 150u aiwva, N
ExBeon pac Baler oth Béon wdac npokarapkTikic ouvouAiac ué Epya nou
napovotalouv i} mou Exouv 16 KaAMrexvikd dnobeuanikd wdc oulnrtn-
gewe ué oUuavioTikd dvayevvnoiakd oroiyela Siaddyou. (dp. kar. 2, 3, 4,)
Mé Thv dpxn tod dedrepouv wood Tod 150u aiwva, n dtadoon tod Tunw-
pfvou BiBAiou kai twv oxediwv mou elyav oxéon ué 16 dpyxaio EAANVIKO
nvedua kai v téxvn napovolaler Eva dmAwpa kai pid eUepyeETIKN
yid v dvanAaon thg téxvne Bondewa. *H xkAaoikn poppwon kepsilet mAgov
LE TO BiBAio 010 xEpt Thv nalnTt@v kai T Sidaokaldia Tav "EAAfvav cogav,
dvaueca orouc omolouc Lexwpiler ¢ 'lTwavvne 'Apyupdmovioc (1415;-
1487 ), onuavnikoue EAANVIOTES Kai Aarniviotéc otic Bopeia Ta@v “AAMEwy
xwpee., 'O Noyavvee PouxAv (1455-1522) padnthic tou "Apyupdnoudou
glvai ¢ «idputng Twv KAaoik@v gnoudav otn Mepuavias. Mg tmotoAn
Tou Anuntpiou XaAkoxkovduAn (1424-1511) ypaupuévn ord EAAnvikd, dné
T PAwpevTIa. ToV Cuyxaipel yid v dydnn Tou yid trv £AAnNvIKN yAwooa
Kal TAv apyaia £AAnvikn téxvn, kal akéua £va dAAo ypauua and Eva na-
TplwTh Tou, O dmoloc onotdale kovrd ordv "Apyupdnouldo ot @Awpevria
kal apydrepa ord XaAkokovduAn, pac nAnpogopel yid th AUnn Tou nou Sév
unopece va npounBeuvbei wa 'TAdda, yiari doa EAAnvikd keiueva xai
Exdooeg onfpxav 16 1491, 1d aydpace dAa & Aaupévriog v Medikwv
& Mevalonpennc ( 1449-1492) .

Triv énoxn aurny dpyxilet orny Mepuavia fy didaokadia tov dpyxaiwv
EAANVIKGY OTG mMp@Ta mavemoriua, ué wd ospd daokdAwy otevd ouv-
Sedeueviv pé TNV avayevvnolakn oxoAn ol veonAarwwviouod oty PAw-
pevria. "0 veavikde évBouciaoude tol ®uAin E6daproepvr (1497-1560),
¢ onoiog Enmovoualdrav Meddyxfwv, &8paiwoe thv EEdniwon Twv &A-
Anvikav ypapudrwy. ‘0O [&tog eikoot 800 érav kaBnynthc Eypage wad EA-
Anvikn ypaupatikn, nod yud noAdéc dexacrieg ypnowwonomfnke ang Toug
£AAnvoddrpeg Bopetosupwnaious,.

15



16

“Av Ouwe adtd dAa dvriperwrifovral onuepa pé md pouavtikg —
kardAoimo Tod 19ocu alhva — Bewpnon, évrodtowg 8d npénet vd duolo-
ynBei, 6t olte ol Adytor, dAAG olite kai ol KAAMTEXVES KATA T6 NPWTO OO
o0 160u alwva — SnAadn otnv neplodo THC Axung ¢ "Avayevvioews —
delyvouv Thv elaiaBnoia kai tév évBovoraoud drévavrt ord dpyaio &A-
Anvikd nvedua mod Edegyvav ol Adytor kal ol kaAMTEXVES THAC MPWTNG
nepodou.

Ol kaddtéxvee ToU Quattrocento usAétnoav pé noAd peyaAotepn
{eéon v dpxaiotnta, cupnemedaBav dpxaio OMkG OTIC dAneikovioeg
Toue kal napoudiaoav otd Epya toud dpyxaia oikodounuara, dvayiuga
kal dAda Epya TEXVNC MOAU MEpIOOOTEPD dné Touc kaAlréxvee tod Cin-
quecento, kal peAétnoav ué peydaio CRAC Toug dpyaiouc "EAANVES ouy-
yoageic., v &gnbikn nAkia TAC drufc TR "Avayevvioswe Badicav
oi kaAMTéyvee pé Tic yvwosig nov danéktnoav gAsvbepa kai pé 16 Sikd
Toue TEomo ikavol va peranAdBouv kal va évepyolv Téroee dAdayég,
dvranoxkpivéueves of yevikdrepee &Ecliktinés nopeieg, ol dmoleg uno-
podv va naparnenfodv mavrod.

g 16 PagadAdo Zdavroio (1483-1520) tév md Aaunpd dvrimpéowno
TG drpfc g TAvayevviigews, 6 Noéyav BéAgyravyk ¢dv Mkaite (1749-
1832), oxenika " aUTd 1O onueio, kavel THv noAl xapaxkTnploTikng napa-
ipnon: «<Aév EAAnvonotel timores kal ouveyilet «<oxkégrerar, Evepyel,
aioBdveral mépa yid népa odv “EAAnvacs. 'Extdée dnd 16 Pagaddio,
o dAAoc onoudaioc ExkMpdownod THC drkufc ThHe "Avayevviioews, & dnoloc
KepBilel Tov TitAo TOU UnmooTtnmkth kal Biaocwtn Told dpyaiou EAANVIKOD
nveluares kal e téxvne, elvar & Ndamag Agwv |7 (1513-1521) &Seu-
1epdToRoe yide tol Aaupévriou tav Medinwv. Elval yvworth dnd toug
pEAETNTEG 1) Mpoogopd Tou OTic kAaoikéc onmoudéc, vouilw Suwe éri 84
npenet 50 va dvageplel i idpuon dné alrév orn Poun évéc Tunmoypa-
peiou Brnou kard Td £t 1517 wal 1518 Tunwbnxayv oxéAta yid tév “Ounpo
kai tic tpaywdies tod ZogokAn. "AxpbBag dmwe O NepikAnc avébeoe ord
Seidia hv EnonmTeia Twv Epyaoi@v ordv MapBevava, Erol kal & MNanac
Aéwv |7 avaBétel pé «nowuavromkn émoroAn= the 27nc Alyougrou 1515
otd Pagand thv EmiBAswn yid v dvaotiAwon kai ouykEévTpwon Tav
dpyaiwv pvnueiwv ot Poun kal iStaitepa dowv elxav Emypapéc. 'O
KaAMTéExvne, ERTEAUVTAS TRV évroAn Tol Mana, moAd ypriyopa 1ol napé-
Swoe Eva Aenrouepeard oxédio, Syt pove yid td dpxaia pvnueia the
nédews, dAAd kal yid thv katdotaon kai dvaotiAwon Tav dpxaiwv
kInpiwv. Mé 16 ox£810 Tou alTd Kal TIC ONUEIWOEIS TOW OXETIRG LE Tov
TROMo guVTNPERACEWS Kal dvaoTnAwodsws TWv dpyaiwv pvnusiwv, ¢ Pa-
daéAdo kal ¢ Gwadoyxoc padntie tou Mippo Atyképio tomoBerolvral
atijv Kopugl) TAC GUyxpovne CuvINENosws pviueiwy ué naparnpiosig
kai EkTEAEOEIC MOU ONuEpa drdpa BewpolvTal MPWTONoOpIaKes. ThHv énoxi)
althy dpxifel kai i npwrn dvuypagly dpxaiwy’ EAAnvikav Epywv kai f
SudBeon orhv dyopd Weldnkwy Epywv dpxalag EAAnvikAc kal pwuaikic
Téxvng. T olumieyua tol <Agokdovras dviiypdoTnke ué napayyedia
rod Mana Agovra |7 and 16 Mnmarowe MmavrivédAr (1493-1560) ywid va



dobel oro Baothid @paykioko A " Th¢ FaAdiac (1515-1547) ot 8éon Tod
npwToTUnoy 16 Onoio eixe karakupwBel pé ouuBdiato. Tpia Epya Thc
éxBéoewg deixvouv kaBapd T peydAn évrunwon mol mpoxkaAeos n dva-
KaAugn ToU CuunAéyuarog otolc KaAMTéxves TAC émoxiic. (dp. kar.
20, 21, 22). Tnv i&wa énoxn Eva veavikd Epyo tou MixarnA “Ayyeiou
Mrovovappdtt (1475-1564) ¢ «MeBuouévoc Bdxyoc» mouAnfnke oth
DAwpevTia we YvRoLo dpyalo EAARVIKG. ;

"Eror évib otd Quattrocento tad dpyaia Etuxav pdc EmiueAnpévne
wai goBaphc HEAETNG, I Onoia HEPIKES POPEC ANEBR yid Oplouévouc KaA-
Attéxvng i Adyroug unoBonBntikd Béua thc téxvne touc fi the tafibiw-
ki toug éuncipiag (Kuptakée 6 "Aykwvitne), otiv "Avayévvnon tod
npwrou ool ol 16ou aitwva ndpa noAdol kaAltréxvee dviypdgpouv ué
évBouotaoud 14 dpyxaia kai mpoopépouv wdv dnioteuta peydAn mapa-
Ywyrn. "Ané th IxoAn to0 Mapkavrévio Paiudvr ( 1480-1527) tunw@nkav
nepignua oxédia T dpxmdérnrac (dap. kar. 25, 26, 27) MEPIPRUOTEDPO
Ouwe napaupéver 16 yapaktiké tod Mdapko Nrévre (néBave 16 1527)
nmou napoudidel 16 ouunAeypa Tod «Aaokdovras (dp. kar. 20) duéowc
HETG TRV avakdAvyn tou (1506) kai 16 dnoio udc Seixver tic popdéc
XWPRIC TN METAYEVESTELT CUUMTANPWON TWY XEQLDY MOU NoTé dév Bpédnkav.

ARG Tic BOpElosUupwnaikes XWPEC UEYdAne onuaciac oxediaorhc,
Oxt yid TV TéXVN TOU AAAG MEpLOTOTERD Yid TO 6T paC Napédwoe dxpLbn,
xwpig inepBodéc dvayAuga kai Emiypagéc, and 1a apyaia pyvnueia, elvat
o 'OAdavide lwypdgoc kai yapdrrtne Maptév Xéuokepk (1498-1574).
Kara thy Sidpkeia 1A napapovie Tou ot Poun (1532-36) {wypdgioe kai
dgnoe noAAd oxédia dvapeoa otd dnola dndpxouv andyers Tic dpxaiac
Pwuneg, kabwe kai Emypagéc kal dydAuara, dnwe elvar 1 <Awida
ro0 OpidubBou tou Titous pé Bia npdc 16 Qépoup kai & «Kopudcs 1ol
MneABevrepe oto Bankave. NapdlAnda oth FaAdia v idia énoxn
O Mkuylau Mnuvté (1468-1540) énovopaldéusvoe Mnuvraiouc pé 16 6i-
BAlo tou «Commentarii Linguae Greacae» yiverar 6 iSputhc t@v £AAD-
vik@v onoudwy oth xwpea tou, v N ¢iun kai 16 Epyo tou yivovrat ypn-
Yopa yvword kai o€ dAAec Gdpeles neploxéc T Evpwnne. Kovrd tou
& "Epaouog (1466-1536) éxmpoownsi thv ££4nAwon tod oluaviouol
kai ¢ kAaowkfs nawdeias oric Bopeia T@v "AAnEwv x@peg. Mevvnuévoe
oro Potrepvray the 'OAAavdiac onoudace ord Mapiot kai dibake noAAd
xpovia @eodoyia kai 'EAAnvika oé Mavemoriua thc Mepuaviac, 'Itadiac,
‘EABeriag kai Bedyiou. MNéBave oty Baoideia. Mia Eudoypagia tol
nepignuou repuavod kaAlitéxvn Xdve XoAunaiv Tod Newrepou (1497 /8-
1543), nmou neprAauBaverar oriiv ExkBeon, anewwoviler T HOpdN TOU
peyadou avBpwmorh) Aoyiou (dp. kar. 40) . Mé 16 Bdvard tou BaBeTal padi
GX1 pévo 6 xpLoTIaviKes oULaviouos dAAG kal & KaAMTEXVIKGS oUuavioude
TOU Adoyou, TG Teéxvng Kal TV ypauudtwy nod unnpérnoe. Té BueAd@dec
kivua the Merappubuioews (1517-1555) kai 'Avriuetrappubuioswe
(1545-1563) Todkioe KUPLOAEKTIKG TO AErTd pioxo altod Tod AouAoudiod.
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‘0 Mawviepropde ESiwEe dloxAnpwrikd THv malid abAn tov dpxaiwv
yoauudtwy kal The téxvine dnd thv 'lradla. Mid véa oxodn pedémneg kai
onodoxnc Tod dpyaiou EAAnvikol nveduarog yevwviétal Thv wpa mou o
Mnuvté kai & "Epaocuoc neBaivouv. Elvar i véa yewia tov MaAdwvy
«Aaoik@ve> SaokdAwv mod Exet dpxnyo e ot Téxvn 16 NikoAd Mouooév.

‘0 nparoc Suwe & dnoioc doxoAnfnke pé Ttolc MaAdoug Adyious Kai
kaAdiTéxvee mou Siarfpnoav otiv EUpwnn T Aduyn To0 dpxaiou EAAN-
vikod nveduarog, eivar & Modotoug Alfnoug (1547-1606) kovrd otov
dnoio O nepipnuoc ®Aauavdiéc fwypdagpog MhTtep Nacud Podurevg
{1577-1640) padfireve yid &va mkpd Sdotnua. AlThc The émoxnAg
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A STUDY OF THE EXHIBITION'S SUBJECT MATTER

FOREWORD

I believe | am right in assuming that the visitor to this exhibition will
be interested in its historical and cultural content, as well as in its artistic
presentation. Hence its form and theme should appeal to laymen and
scholars alike. | think that the majority will stand in front of the exhibits
with a genuine interest, and will attempt to communicate with them both
emotionally and intellectually. For the benefit of those visitors, the National
Pinakothiki and Alexander Soutzos Museum has prepared a historical sur-
vey consisting of slides, which will help them grasp the problems involved
in the art of the periods represented in a more immediate way, it will also
help them avoid chronological confusions.

In presenting this exhibition we have endeavoured to stress its histori-
cal connections not simply by making the most of masterpieces, but
by arranging small groups of paintings, marble sculptures, bronzes and
drawings; this will help people learn something about the development of
themes, and each work may throw some light on the others. In this
manner, we have not only avoided the presentation of a series of similar
objects, but we hope that we have made the exhibition more interesting
fo the visitor.

Pre-Renaissance and Renaissance works of art are an essential ele-
ment of our modern civilization, and demonstrate the brilliancy and over-
whelming importance of the ancient Greek spirit, carried forward. The
earlier works in the beginning of this exhibition illustrate the development
of its theme. The objects centered around the periods 1300-1400 and
1400-ca. 1520 belong to different phases in the history of arl. The first
(1300-1400/1420) is represented by one object only, an eloguent reminder
of the secular element in Gothic art {cal. no. 2). This arl is marked by
a notable growth and development of architecture, new forms in tomb
sculpture and painted allarpieces. Frescoes and slained glass panels
as well as illustrated religious books continue traditional stylistic features,
but in Northern ltaly the frescoes by Giotlo (1266-1337) presage future
developments in monumental art.

The end of the fourteenth century — the “Trecento” — is marked
by the appearance of previously unknown elements of realism in sculpture
and painting alike. The artists of the Low Countries and Burgundy played
a leading role in the development of a new tendency towards naturalistic
rendering of nalure. .

The flowering of the Renaissance in Florence is dated between the
second quarter of the fifteenth century — the Quattrocento — and the
first quarter of the sixteenth century — the Cinquecento. The knowledge
of antiquily gave new stimuli lo painting and sculpture, while the preemin-
ence of the classical Greek model centered upon beauty and virtue —
concepls embodied in the word “bellezza" (kaAdg kayabdc) caused the
development of a style based on idealised modelling, the substructure of
western European art as it was to develop.
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Scientific perspective was discovered around 1415. The forms and
inventions of the early Florenting Renaissance spread from Tuscany
throughout Italy and to the countries north of the Alps, and eventually
overshadowed Late Gothic art. The culmination of the Renaissance in
Florence, and later in Rome, completed the acceptance and triumph of
ancient Greek and Roman art around the end of the century.

The Renaissance, which lasted to the second decade of the sixteenth
century, was succeeded by Mannerism and the Barogue. The elymology
of the word Mannerism derives from the ltalian word “maniera”, just as
the word renaissance derives from the Italian word “rinascita”. Mannerism
is the form of western European art which flourished between the end of
the Renaissance and the beginning of the Baroque (1530-1560/80). This
period is marked by the abandonment of the classical ideal of completely
balanced harmony, and by a tendency towards the formation of an artificial
system, where the basic laws governing the functions of the elements lost
their importance; in this art of Mannerism, the supporting part no longer
seems to carry anything, and the supported part is in fact weightless. The
favorite subjects of the painters are mythological and religious scenes;
a typical feature of the Mannerist period is the number of profane represen-
tations, often with moralistic overtones. In Flanders there was a thriving
production of tapestries ultimately derived from the lliad, the Odyssey and
the Aeneid.

A form of artistic expression, whose name derives from the Portu-
guese word “barocco” predominated in Europe during the final decades
of the sixteenth century, and continued well into the eighteenth century.
The name “barocco” was first applied to the shape of a round “pearl”.
Baroque siyle appeared in architecture, painting and sculpture first in
italy, and spread from there to all European countries. In France, toward
the middle of the seventeenth century (1640/50), it acquired an individual
lyric classicism, which influenced all of Europe. The art of engraving
flourished in Holland, while that of the woodcut gradually diminished.
France now took a leading role in the production of tapesiries, while
secular and mythological scenes frequently appeared in paintings. A
thriving production of portraits, especially those of statesmen and distin-
guished personalities was another remarkable feature of the period.
Typical examples are the portraits of Louis XIV and his court by Hyacinthe
Rigaud (1659-1743) and later of Louis XV and his court by Jean-Marc
Mattier (1685-1766; cal. no. 54 ).

A counter movement lo the Barogue and ils final phase — the Ro-
cocco (1720-1760), whose name etymologically derives from the French
word “rocaille’” used to describe an opulent form of seashell, a favorite
decorative motif of the period, is the updated classicism of the eighteenth
century or the Neoclassical style created in France. Although classicism
is the most genuine offspring of the Renaissance it remains true that clas-
sicism and historicism contributed to the transformation of the lofty artistic
ideals of the Renaissance.

Various phases of artistic expression following classicism are Roman-
ticism, Realism, Impressionism, Neo-Impressionism, Symbolism, Expres-



sionism, and the other movemenis of modern art.

Einghteenth and nineteenth century Classicism is represented in this
exhibition by various paintings, sculptures, prints and works of the deco-
rative arts, which provide the visitor with a representative picture of the
period. The name Classicism is generally applied to every form recalling
original works from classical antiquity. More or less successful replicas
and imitations of works of ancient art abounded in all European and
American cities; the repetition of this contributed to an artistic crisis, in
which the traditions of European painting were challenged by the crealtors
of Impressionism. Immediately after this exhibition the National Pinako-
thiki and Alexander Soutzos Museum will present a collection of Impres-
sionist and Post-Impressionist paintings from France.

In the Metropolitan Museum's exhibition, refreshing approaches to
classicism are seen in Cézanne's Mont Sainte Victoire (cat. no. 102)
Rodin's Birth of the Greek Vase (cal. no. 108) and Picasso's Woman in
White (cat. no. 114). The sensitive modelling, the precision of line, and
the liberating feeling of stability are the distinguishing features of these
and other works in this exhibition.

I would like to thank Mr. Philippe de Montebello, the Director of the
Metropolitan Museum of Art, Mr. James Pilgrim, Deputy Director, and Mr.
Karl Katz, Chairman for Special Projects at the same museum, for their as-
sistance in the organization of the exhibition, and also their specialized
colleagues James David Draper, Joan R. Mertens and Alain Goldrach for
the preparation of the exhibition and the installation of the objects. J.D.
Draper and J.R. Mertens are responsible for the English texts of the cata-
logue and have considerably assisted us in its preparation.

The valuable assistance of the Minister of Culture and Science Pro-
fessor Dimitrios Nianias, of Vassilis Gowlandris, a trustee of the National
Pinakothiki, of Nicolaos Yalouris, Inspector General of Antiquities for the
Ministry of Culture and Science, of Pavios Hatzithomas Deputy Director
of Cultural Development and of Georgios Marangidis Director of Cultural
Division at the Same Ministry, should also be gratefully acknowledged.

Thanks are also due to my colleagues at the National Pinacothiki

Nellie Missirli, Angela Tamvaki, Costas Anagnostopoulos, and to my col-
Iaborators Vassilis Psiroukis and Stelios Beryeles without whose help this
exhibition could not materialize.

| believe that all those mentioned as well as the named and unnamed
specialists and technicians, workers and employees, who helped in their
respective ways lowards the organization of the exhibition, have conscious-
ly endeavoured to present the visitor with a show which could not have
been envisaged if the Greek artists and intellectuals of the second half of
the fifth century B.C. had not visualized and recognized the essential
nature of an art whose essential endowment was not its eternal radiancy
alone, but is autonomous existence,
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Georg Kauffmann, Professor of the History of Art at the University of
Miinster, Germany, and a leading specialist in the study of the work of
the “classical” French painter Nicolas Poussin (1584-1665), provides the
reader of his work Poussin Studien (1960) with the basis for a discussion
on the investigation of the ways in which the spirit of ancient Greek art
has been kept alive and revived from the Renaissance to the present day;
this is the theme of the exhibition organized by the National Pinakothiki
and Alexander Soutzos Museum in collaboration with the Metropolitan
Museum of Art in New York, which is based on an agreement about cul-
tural exchanges of exhibitions between Greece and the United States of
America.

I cannat claim that this exhibition is an easy one, and | confess thal
its highly specialized form and subject matter will not give every visitor
a complete picture of the development of modern western arl, nor a
whole picture of the holdings of the Melropolitan Museum. As greal as
that institution is, it might have been desirable to supplement this exhi-
bition with works from other museums. In fact, the difficulties the visitor
to the museum is faced with in his attempt to confront a work of art and
thus develop his aesthetic outlook may be increased by the highly speci-
alized thematic nature of the exhibition. Nevertheless, the considerable
interest of the exhibits would help the visitor overcome such difficulties
through a more profonged stay, and through an effort to analyse the works
of art at hand. The visitor does not necessarily possess the specialized
knowledge needed to analyse, observe and correlate — however interested
or well-read he may be. Therefore, if he were left unaided he would have
additional difficulties. For this reason, the staff of the National Pinakothiki
under the guidance of Dr. Nellie Missirli and of Angela Tamvaki, as-
sisted by the highly qualified photographer of our museum, Vassilis Psi-
roukis, have prepared a large number of slides, shown with a modern
system of audiovisual information in order to help the visitors guide them-
selves through the area of the exhibition.

Undoubtedly, every Greek visitor to the National Pinakothiki will make
the most of this technical and educational assistance in his wish to enjoy
the intellectual and visual content of the exhibition, aided by his cultural
background and long familiarity with classical art. His communication with
these works of art may moreover be spontaneous. | believe that this is a
purely Greek privilege, closely related to the place, the environment and
tradition, rather than to mere education. For this reason, the Greek visitor
may be deeply moved by the sight of the Acropolis painted by an American
artist {cat. no. 96); this may not be quite the case with the bust of Presi-
dent George Washington dressed as an ancient orator (cat. no. 76).

With the passage of time, and with the greatest possible assistance,
as well as with the study and development of the history of art within the
context of general education, the simple direct experience may be turned
into observation and conclusions. The visitor of the museum who has
gone through these processes could then distinguish the formation of an
image, and comprehend the creative power both of ancient Greek art and
of individual artists. The ancient protolypes have been used as im-
mediate sources in some of the works presented in this exhibition, while
others simply demonsirate the artist's admiration for the ancient Greek
spirit.



From the beginning of the fifteenth century on, the descriptions of
Greece by foreign travelers began to acquire an explanalory character,
and even to display some art historical criteria in the evaluation of works
of art; the new observations on art, which start in Italy during the fourteenth
and the fifteenth centuries, also led lo this. A noticeable change, caused
by the influence of the ancient Greek spirit, was gradually effected in
Florence and Siena. Francesco Petrarca (1304-1374) in sonnels addressed
to his friend, Simone Martini, burst out into admiring exclamations of
antiquity. The Florentine Cristoforo Buondelmonti took a well-planned
journey to the islands of the Aegean Archipelago from 1406 to 1420s his
descriptions of the islands are eloquent, as attested by his handwritten
notes, now kept in the Laurentian Library of Florence. However, the first
truly devoted admirers of the ancient Greek spirit, who created the ideal
conditions for ils actual revival, were Ciriaco d"Ancona (1391-1452) and
Francesco Squarcione (1394-1474). Ciriaco was endowed with a genuine
interest in art and the sciences, and when he came to Greece, he engaged
in the study of archaeology as well as the recording and description of
ancient Greek temples and monuments. Squarcione, a painter active in
Padua and Venice, was the first teacher of Andrea Mantegna (1431-1506),
as altested by written sources. In this capacity he gave Mantegna (cat.
no. 10) the opportunity to study and draw ancient Greek funerary monu-
ments and inscriptions from plaster casts brought back from his visits
to Greece in 1436, 1443 and 1444,

Shortly before the end of the fifteenth century, the chief canon of
Mainz, Germany, Bernard von Breydenbach, who died in 1497, traveled
around Corfu, the Peloponnese, Crete and Rhodes from 1483 to 1484,
accompanied by the printmaker Erhard Reuwich of Utrecht, who drew
views of the cities and ancient monuments which were then published
as woodculs.

During the sixteenth century, French scholars, artists and travelers
visited Greece, bringing back their individual impressions to their country.
In 1542 the noble officer of the French fleet, La Broderie, turned his love
and admiration for Greece into verses which became the favorite reading
of his time. The doctor Pierre Bélon (1517-1564) and the army chaplain
Gérome Morand recorded temples and ruins and described the manners
and customs of ancient Greece.

The flowering of the Renaissance in Italy did not generate a desire
fo visit the country of the Olympian gods and of their favorite mountain,
Farnassus, among the vast majority of Italian scholar and artists. Through-
out the seventeenth and eighteenth centuries, Tuscany, Rome and Sicily
remained the most visited sites.

A recognizable feature of the new era, started with the Renaissance,
Is a cerlain loss of the religious spirit in architecture, painting and sculp-
ture. Ancient Greek architectural members coexist with elements from
Roman shrines and houses, and create the lypical Renaissance architec-
ture for churches and palaces, represented for the first time in Florence
by Filippo Brunelleschi (1377-1446). At the same time, the formation of
private collections of ancient Greek and Roman sculpture by nobles and
artisls, like that of Mantegna in Mantua, produced the ideal conditions
for the study of the nude, the anatomy of the human body, and the func-
tion of the muscles. The excavations in the major cities of Italy, and the

25



discovery of famous ancient statues and groups, simultaneously provided
stimuli for the sculptural apprehension of figures, with their beauty, har-
mony, expressivity and verisimilitude. The imagination of the painters
was held in thrall and stimulated by mythological scenes and represen-
tations of the life, deeds and love-affairs of the ancient Greek gods and
heros; this led to a parallel development in secular and historical com-
positions and even in portraits, if not to complete withdrawal from religious
painting and sculplure.

The luminous moment of respect for ancient Greek art started in
Florence in the middle of the fourteenth century, and its primary motive
was the ancient Greek language rather than the visual arts. Francesco
Petrarca collected ancient Greek manuscripts, even though he had little
real knowledge of Greek. From the middle of the fourth decade of the
fifteenth century on, the ancient Greek spirit, and particularly Neoplato-
nism, had a profound influence on artistic and intellectual developments
in ltaly; this was effected either through the arrival of the Byzantine em-
peror John Palaeclogus (1425-1448) or through the discussions among
the learned men who escorted him, such as Georgios Scholarios {1400-
1472), Marcos Evgenikos (14082-1447) and the great philosopher Georgios
Gemistos or Plethon. The Greek ideals flourished and spread in contrast
to the misfortunes of the Byzantine state: after the fall of Constantinople
(1453) the major classicist scholars, persecuted by the Turks, found refuge
and hospitality mainly in Northern italy, where they were immediately ad-
mitted and taught ancient Greek literature (poetry and philosophy) in local
universities, as well as in princely couris.

A series of Italian scholars and humanists basically centered around
Florence, among them Poggio Bracciolini, styled Poggius Florentinus,
Guaringo da Verona (f&?ﬂ-%} and Leonardo Bruni (1369-1444) brought
about an intense revival of antiquity through their intellectual and humanist
contribution. Bracciolini’s attempt to learn Greek is both moving and
admirable: as he could not afford to attend the lectures of the distinguished
Byzantine scholar Manuel Chrysoloras (13507-1415), who taught Greek
literature in Florence for three years (1396-1399), and whose school was
full of students eager for learning, Bracciolini felt obliged to try and learn
Greek by himself.

Bruni of Arezzo is considered one of Chrysoloras's most diligent
pupils. He made the most of his fruitful studies under the guidance of his
erudite Greek teacher, by translating Plato and Aristotie, Plutarch, Demos-
thenes and Aeschines.

Two famous Renaissance arlists, the architect and sculptor Brunel-
leschi and his friend, the Florentine sculptor Donatello { 1386-1466) should
be cited along with the first scholars, philosophers, transiators, biblio-
philes and publishers of the first editions of the ancient Greek authors,
because the impact of Greek art in their work contributed so much to the
art of their time. Brunelleschi was one of the first excavators of Rome,
& place highly venerated for its antiquities, and the first sculptor fo go
back to the study of ancient prototypes in the competition for the deco-
ration of the bronze door of the Baptistry in Florence. Both arlists were
not mere admirers of antiquity, but also investigators and students of its
true values and virtues. The architect Brunelleschi did not borrow ex-



ternal, exclusively isolated forms, but also endeavoured to comprehend
the inner structure of the ancient buildings.

Thus, by naming the Florentine artists among the first excavators
and scholars, who incorporated the ancient Greek spirit in art, one should
not overlook their deep respect and the existing possibilities to include
and adapt chiefly ancient architectural members in their work. Some
information about this absorption, examples of which are seen in the
buildings and sculptures which they left behind, is found in the evidence
produced by Antonio di Tuccio Manetti. The names of Cristoforo Buondel-
monti and of Ciriaco d'Ancona should be mentioned in this connection as
well. They did not provide us with a systematic record of their trips to
Greece, and their comments on mythology are closely linked to medieval
forms of expression, in a manner similar to that found in the writings of
Giovanm Boccaccio, but modern scholars will profit greatly when they
manage to master the spirit of the descriptive language as well as the
drawings of these lwo scholars.

This exhibition enables the visitor to have a preliminary communica-
tion with some works dated to the Proto-Renaissance of the end of the
fourteenth century and the Great Renaissance of the mid-fifteenth century,
inviting discussions based on humanist Renaissance principles (cat. nos.
2,3,4).

With the beginning of the second half of the fifteenth century, the
spread of books and drawings with ancient Greek subjects greatly assisted
the artistic regeneration. Classical education attracted important hel-
lenists and latinists who came from countries north of the Alps, through
books the students read, and through the teaching of Greek scholars, such
as loannis Argyropoulos (14152-1487). Johannes Reuchlin (1455-1522),
a pupil of Argyropoulos, founded classical studies in Germany. A letter
of Dimitrios Chalcokondylis (1424-1511) from Florence, written in Greek,
congratulates him for his love of the Greek language and art. A letter of
another German, who studied with Argyropoulos and later Chalcokondylis
i Florence, expresses his sorrow because he could not find a copy of the
lliad, since nearly all existing Greek texts had been bought by Lorenzo
de’ Medici the Magnificent, in 1491,

A series of teachers closely linked to the neoplatonic school of Flor-
gnce slarted the teaching of ancient Greek in the first universities. The
youthful enthusiasm of Philipp Schwarzerd (1497-1560), styled Melanch-
thon, established the spread of Greek literature. Melanchthon, a professor
at the age of twenty-two, wrote a book of Greek grammar which continued
to be used by Northern European admirers of Greek cullure for many de-
cades.

Even though all these facls are today examined with a romantic oul-
look — a reminder of the nineteenth century — it must nevertheless be
admitted that neither the scholars, nor the artists of the first half of the
sixteenth century shared the same earnesiness and enthusiasm lowards
the ancient Greek spirit with scholars and artists of the earlier period.

The artists of the Quattrocento engaged in a much more wholehearted
study of antiquity; they included ancient buildings, reliefs and other works
of art in their representations, more than did the artists of the Cinquecento.
Joharn Wolfgang von Goethe (1749-1832) makes the following very charac-
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teristic remark abou! Raffaello Sanzio (Raphael, 1483-1520), the most
brillant creator of the High Renaissance, regarding the assimilation of the
spirit of hellenism: “He does not hellenize anything... he thinks, acts,
feels, exactly like a Greek.”

During the early stages of the High Renaissance, artists proceeded
with knowledge they acquired in a free manner, and were able to transform
their models following the prevailing tendencies and developments.

Except for Raphael, the other major representative of the High Re-
naissance who deserves the title of supporter and adherent of the ancient
Greek spirit in arl is Pope Leo X (1513-1521), second son of Lorenzo de’
Medici. Scholars are familiar with his contribution in the field of classical
studies: however, | do feel that one should stress the fact that he founded
a Greek printing house in Rome, where annotated editions of Homer and
of Sophocles’ tragedies were printed in the years 1517 and 1518. Pope
Leo X entrusted Raphael with supervising the restoration and collection
of ancient monuments, and especially those bearing inscriptions, in a
letter dated 27th August 1515, this clearly recalls Pericles's entrusting of
the works on the Parthenon to Phidias. The artist, following the orders
of the pope, soon presented him with a detailed plan, including the city's
ancient monuments, and indicating the condition and state of restoration
of the ancient buildings. Raphael and his student and successor Pirro
Ligorio established themselves as founders in the field of modern conser-
vation, thanks to this plan and their notes of the techniques of preservation
and restoration of the ancient monuments. This period is marked by
frequent full-scale copies of Greek works of art, and coincided with the
marketing of forgeries.

Pope Leo X commissioned Baccio Bandinelli {1493-1560) to make a
copy of the Laocodn group as a gift for Francis | of France (1515-1547),
instead of the original which he had promised. - Three engravings in the
Metropolitan Museum of Art exhibition demonsirate how greatly that group
impressed artists of the time (cat. nos. 20-22).

Al this same time, an early work by Michelangelo Buonarroti (1475-
1564), the marble Bacchus was sold in Florence as an authentic ancient
Greek work.

Thus, while in the Quattrocento antiquities had been the subject of
a devoled and serious study, which sometimes assisted artists in the prac-
tice of their art, scholars in the pursuit of their studies, or travelers in
their experiences (such as those of Ciriaco of Ancona), during the Renais-
sance of the first half of the sixteenth century, a large number of arlists
copied the ancient monumenis with great enthusiasm, and the production
of such copies increased enormously. The school of Marcantonio Rai-
mondi printed numerous designs with ancient themes (cat. nos. 25-27); a
famous engraving of the Laoccodn by Marco Dente {+1527; cat. no. 20)
shows it soon after its discovery (1506), and renders the figures without
the subsequent restoration of the missing hands.

The Dutch painter and printmaker Maarten Heemskerck (1498-1574) is
famous not through his draughtsmanship, but thanks to his accurate and
unexaggerated recording of ancient monuments, reliefs and inscriptions.
He made a number of drawings during his stay in Rome (1532-1536 ), among
which are views of ancient Rome, as well as inscriptions and statues, such



as a view of the Arch of Titus including the Forum, and the Belvedere
Torso now in the Vatican. At the same time, Guillaume Budé (1468-1540)
established himself as the founder of Greek studies in France with the
publication of his book Commentarii Linguae Graecae. The reputation of
his work rapidly spread to other Northern European countries.

Desiderius Erasmus (1466-1536 ) is another leading figure in the spread
of humanism, and of classical education in the countries north of the Alps.
Born in Rotterdam, Holland, he studied in Paris and taught theology and
Greek for many years in the universities of Germany, Italy, Switzerland
and Belgium. He died in Basel. A woodcut by the famous German artist
Hans Holbein the Younger (1497 /8-1543), included in our exhibition, re-
presents that distinguished humanist scholar {cat. no. 40). His death was
a great loss te Cristian humanism, as well as to the cause of humanism
in language, letters and the arls, which he had served throughout his life.

The tempestuous movements of the Reformation (1517-1555) and of
the Counter Reformation (1545-1563) were accompanied by a real change
of affairs in the field we are concerned with. Mannerism undermined the
old schools of ancient letters and art in ltaly. The ancient Greek spirit
was assimilated in completely different ways after the deaths of Erasmus
and Budé by the new generation of French “classical” teachers, with
Nicolas Poussin as their main representative in arl.

Justus Lipsius (1547-1606), once a teacher of the distinguished Flemish
painter Peter Paul Rubens (1577-1640) for a short while was the first intel-
lectual to concentrate his attention on the French scholars and artists who
revived the study of classical Greek antiquily in Europe. Rubens's paint-
ing, The Four Philosophers in the Palazzo Pitli in Florence, belongs to this
period,

Poussin made a number of drawings after ancient sculptures as well
as a copy of the “Aldobrandini Wedding Piece”, the authenticity of which
has been doubted by a number of scholars. The majority are in the Musée
Condé in Chantifly. France. Such drawings are the preliminary studies
for the creative work of that great painter, an example of which is in the
exhibition, a painting taking its theme from the well-known myth of King
Midas (cat. no. 43).

Another French painter, Frangois Perrier (1590-1650), considered
Poussins's copyist, made a copy of the ancient statue of a boy taking a
thorn out of his foot (Spinario). His drawing, executed in 1638, illustrates
the ideas of the Barogue painter.

Claude Lorrain's painting, The Trojan Women Setting Fire to Their
Fleet (catl. no. 45), demonstrates the austere structure of his classical edu-
cation and art, expressed in idealized landscapes with decorative figures
and sites of historical scenes full of sensitive Apolfonian influences. The
century of the Barogue was marked by a large number of French “clas-
sics"” continuing with Nicolas Claude Favris de Peresque (1580-1637), an
important and competent lover of antiguity.

Jacob Spon (1647-1685), a doctor from Lyon, was a collector of ancient
coins and casts of ancient monuments; he was Rubens's highly valued
friend, with whom the painter discussed the meaning of scenes on ancient
vases; both men are examples of the lype of the “dilettante’’. Spon distin-
guished himself as a scholar in the field of classical studies during the
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second half of the seventeenth century. Thus, one could support the view
that the study of ancient Greek and Roman art, which would subsequently
be explored and established under the name of archaeology, started with
Spon and his successor, the Benedictine monk Bernard de Montfavcon
{1655-1741).

The major pieces of evidence for the continuous interest in the study
of the ancient monuments during the period under discussion are the draw-
ings of the Parthenon, the most famous monument from antiquity, show-
ing its condition before the explosion of the gunpowder magazine in 1687.
These were executed by Jacques Carré (1646-1726), who accompanied
the Marquis de Nointelles :1635-1685), Louis XIV's envoy accredited to the
Sultan (1674). A large-scale canvas showing “Athens” from Lycabettus, is
a work of this artist. The painting, loaned by the Chartres Museum to the
National Pinakothiki and Alexander Soutzos Museum, shows the marquis
together with his escort in the foreground. The Acropolis with the Par-
thenon turned into a mosque, the Frankish tower and the Turkish houses
crowded within the walls, are in the middie; Athens extends from Hadrian's
Gate and the church of Nicodemus to the temple of Hephaistos ( Thesseion).

The Comte de Caylus (1692-1765) and Pierre Belle (1647-1706) of
France, the Englishman Richard Bentley (1662-1742), and the ltalian Gian
Battista Vico (1668-1744) promoted historical and logographic criticism,
with their seminars in literature, their dictionaries, their development of
a history of philosophy and their discussions of the spirit of ancient poetry
and the identity of Homer, typical of baroque dilettantism. The new views
on the bright light shed by the ancient Greek spirit prepared the ground
for the period of Romantic Classicism. Scenes from the lliad. the mytho-
logy and the history of the ancient Greeks now enriched the arts, in spite
of the fact that interest in vigiting Greece and investigation of the sources
somewhat declined late in the Baroque period. The northern Europeans
kept away from ancient Greece, but often approached the Roman monu-
ments and ltalian archaeological sites, while provoking discussions with
the publication of ambitious books of history, such as Edward Gibbon's
Hislory of the Decline and Fall of the Roman Empire (1737-1794). A number
of works included in the exhibition are dated to this period (cat. nos. 56-
65,70, 71).

Johann Joachim Winckelmann (1717-1768) published his book Ge-
schichte der Kunst des Altertums, the first example of its kind, in 1764,
The well-known painter Anton Raphael Mengs (1722-1799) made a beautiful
portrait of this scholar and father of modern archaeology (cal. no. 58).
Shortly before that, two English architects, James Stuart and Nicholas
Revelt (1720-1804) came to spend three years in Athens {1 751-1754) fol-
lowing a ten years' stay in Rome, and studied the architectural monuments
of the city.



A monumental edition of a book entitled The Antiquities of Athens
Measured and Delineated, published in London in 1762, the precious fruit
of their meticulous research, marked the start of the specialized study of
buildings and research of the ancient monuments. Stuart and Revett were
the first to record exactly what they saw and measured carefully among
the archaeological finds. On the contrary, arlistic creation in the etchings
of Giovanni Baltista Piranesi (1720-1778: cat. nos. 59-61 ) went beyond his
training as an architect, and he often produced either monumenis never
seen but known through the works of his predecessors, as in prints show-
ing the Arch of Portogallo, or actual Roman ruins rendered with the insight
of a painter.

The homeric gods Iit Winckelmann's path to the discovery of the
roots, the divine spark and the brilliancy of ancient Greek arl. His study
of Homer prepared his soul to revive and refresh the art of ancient Greece,
“with the sweet drink of the homeric heroes and their advenitures”, as
my own professor Max Wegner would have phrased it. The following are
some well-known lines from Winckelmann's fundamental work: “The di-
stinguishing feature of the masterpieces of Greek art is a noble simplicity
and a silent splendor in posture as well as in expression.” The same
spirit has imbued every painting, sculpture and drawing of the exhibition,
which is related to the era of Classicism (cat. nos. 66-69, 72-87, 101 )

Even though the premature death (1768) of that German scholar who
specialized in both aesthetic appreciation and theoretical documentation
did not allow his dreams to materialize, it remains true that his books
and observations founded a new discipline centered around the study of
antiquity. He had wished to travel to Greece in order to investigate the
country and the palaces of the homeric heroes. His thorough study and
research cleared that art of all the accretions which had obscured its true
forms, gave an end to imperfect learning from experience and revealed
its immortal beauty, the core of every art.

“Supreme beauly is for God; the more the idea of human beauty re-
sembles this, the closer it comes to perfection. That supreme being de-
fines the meaning of unity and of what is inseparable from matter”.

Dimitrios Papastamos
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FOREWORD

Ancient Greece has had a profound and reverberating influence on
the development of Western civilization. Its legacy is felt throughout our
history, and has left an indelible stamp on the visual arts. Even as far
away as the United States, this is manifest in the Greek Revival architec-
ture of many of our public buildings — the churches, state capitols, courl-
houses, and museums whose temple fagades bear wilness to a precedent
both noble and democratic.

Our long, rich dialogue with Greece enters a new phase with this first
major loan exchange of art to lake place between Greece and the United
States, an exchange in which the Metropolitan Museum is proud to parti-
cipate. From the outsel, the present exhibition has been conceived as a
counterpart to the one appearing af the Museum in the fall of 1979 ' Greck
Art of the Aegean Islands” — the first ever to focus on the creations of
this artistically fertile area.

In return, the Metropolitan has drawn on twelve of its nineteen cura-
torial departments (o present an appreciation of classicism in Western art
from the fifteenth century to the early years of our own. Through outstand-
ing paintings and sculptures, prints, drawings, and decorative objects of
all sorts and sizes, the exhibition illustrates how European and American
artists have used their knowledge of antiquity to reinterpret its subject
matler and forms — sometimes in ways that might have astonished the
originators. More directly than any words, these objects document the
vital hold that classical art has retained on the Western imagination.

The organization of the exhibition is the work of James David Draper,
Associate Curator, Department of European Sculplure and Decorative Arts.
in collaboration with Joan R. Mertens, Associate Curator, Department of
Greek and Roman Art. Together they selected the objects and prepared
the catalogue.

The exchange of exhibitions would not have been possible without
the dedicated commitment of an impressive number of supporters. Fore-
most among the advocales in Greece whom | should like to thank parti-
cularly are President Constantine Tsalsos, Prime Minister Consgtantine
Karamanlis, Minister of Culture and Science Dimifrios Nianias, and Am-
bassadors Petros Molyviatis and George Papoulias. Significant assistance
has also been given by Mrs. Alexandra Antoniou, Mrs. Nicholas Goulandris,
Mr. Panayotis Lambrias, and Mr. George Plytas in Greece, and by Mr.
Christos Bastis in the United States. Dr. Dimitrios Papastamos, Director
of the National Pinakothek, has spared no effort in the realization of the
Metropolitan's exhibition in Athens. Finally, special recognition and thanks
are due to our steadfast colleague Professor Nicolaos Yalouris, Inspector
General of Antiquities for the Ministry of Culture and Science.

We are indebted to the Federal Council on the Arts and the Human-
ities for granting, under the Arts and Artifacts Indemnity Act, a Federal
indemnity which provides insurance coverage for the Metropolitan objects.

Philippe de Montebello
Director
The Metropolitan Museum of Art
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TEpA EMTEGYUATa THC AuTikie Téxvng kai apxitextovikie. "H ExBeon adth
damoreAel Eron 16 ypovikd wde EEeAiewe, and ™ yévvnon ThRg OuvElbnTo-
notoewe auThc wéxor T BprauBeutikn dpouoiworn Tng.

Ol Suvdueilc Tod kAaoikod moMiTiopod mou Tév Exavav va UmopEver,
va Sibdoxel kai va Suvauwver fTav TETOEC WOTE va dvréouv nal yeta v
nrwon The Pwunc. ‘H 'ApiototéAgsia guiooopia, 16 Pwuaikd dikaio, kai
6 Bulavnive ueyalsio xardpfwoav vd éminoouv dwdua xal oric mo
oKOTEIVES OTIyuéC TOU Meoaiwva. "Amd xaipd 0¢ kapd 16 pec To0 Mapel-
gévroc TAC dpxaiétnrac xpnoiueye odv Eva ¢wreivd ofua, nou xabo-
anyoloe kanowo Aad oriv dvalhirnon tod vonuarog kal thg ouopgidc.
Oi ¢noxéc alréc Eyivav yvworéc odv 'Avayevvnoglg. ME tn ouvioun
Sidpkeld Toug, dAAd kai v dvunoAdyiorn onuacia Toug, Eixav odv Kowvd
XApPaKTNEIOTIKG Toug TO kKuvAyl évic dnpayuaronointou nofou, mou
fArav uid popavrikn émbupia va Sodv v dpxmdtnra Eavayevvnuévn kai
réAeia SiauopPuwiévey.

Ol npaTtec am’ albtéc tic Bpaxubies dvabuwoers, dnAadn iy <Kapoliyyeia
‘Avayévvnons kard tév Evaro aiwva xai fj «'AnouvAtavh) "Avayévvnons 100
Dpeidepikou Tol B ' kard tov Sékaro Tpito, frav onuaviikés yiari dva-
{wnupwoav Tic uvAuec and trv alroxparopikny Paun. Of neptoodrepes
and tic kKAaoiKioTikége Anonelpes THC HECAWVIKAG NEpiodou Eixav TOMKO
yapaxtipa, dAAG napddo nol 16 EAAnvopwuaiké napeAfdv yivérav povo
neplobikd avniAnntd, xal N karavénon tou fitav dreAnfg, Td kopivBiakd
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xiovoxkpava dmAwvay dxdua Td ¢UAAa Touc mdvw oé pwuavikée xai yor-
Bikgéc npoodyere, ol "EAAnves Adyiol elpiokav Karaguyio kovrd of
nyouuevoug ornv 'IpAavdia wal v ‘lonavia, kai 1 yepdrn niorn £p-
yaocia the puidiewe kai TAg dvniypagnc dapyaiwv Keiuévwv EEakoAou-
8noe péoa oric BiBMoBhkes TV povaotnpuav. ‘Yndpyouv dedua Ev3el-
e Ot N EAEN ThC dpyatdtnrag yivdrav Ao kal mé ioyupn othv dnoud-
viwon e, ‘0 Pwotopo vt "Apétoo ouvEdabBe darpiBac Td ouvaioBhiuara
Exeivwv mou Eyivav papruped wdc dvaokapiic 1 onoia EQepe oTé GiC
‘Apetiva dyyeia 16 1282, Oi dpyaiodigee twv énducvwy aiwvwy ondvia
E@racgav O£ KATAOTAON TETOLAG EXOTACEWS, Odv alTi MoU nepiypage::

«"Otav 14 eidav, napaoclipbnkav oxeddv dAdteda and

M) ouykKivnan, odv éxotacaouévor. . . Kai fjrav adv va

BouBadnkav Eagvika. . .

Tétowol kKahTéExveg npénel va Euolalav pé Beolg,

f auta Ta dyyeia npénel va Ensoav ané Tév 1dLo

Tov olpavd, yiati adhowdnika v Ondpxel Tponoc

va eEnyfnooupe 16 Noc kardpbwoav va pTacouv Of TéTola

TEAELOTNTA HOPPIC, XPWHATOC Kal iSIaITEPQ KAAMTEXVIKTC

CwvTaviags.

‘H peyaAn "Avayegvvnon tol Sékarou néunrtou alwva nnpe uid
TUYKEKPIpEVD popgn of didgopec néAsig-kpadrn thc ‘ltaAlac, kal idai-
TEpa ot PAwpevria, aAAd kai ot Pwun, émou oi nanec eixav £yka-
raorabel kal mdA perd and wa nepiodo oxiouarog. 'H dpxn thic "Ava-
yevvnoewe Eyive pé ueyadurepn Siakpitikérnra, kai & yapakripac
¢ Nrav nEpIoooTEpo NoAucdpinds and dAec tic dAdec dvabiwosic mou
nponynénoav. "Ouwe TH Qopd aurh, N dvaBiwon THC KAQOIKAC dpxaid-
mnrac EueAAe va dnuoupynoet wa Téoo Babid peraBoln orfv ebaioBnoia,
WOTE vd onuave TNV dpxn TNg ouyxpovng Emoxne.

‘H téxvn THC "Avayevvioews O¢eider v EEEMEN tne of moldolc
napayovreg, mou 6 kabévag tous Tpogodoroucs Toug dAAous. 'O Kupiw-
TEPOS AN’ QuToUg nrav lowe 16 ndfoc yid v eCpuudbela pepikoi anod
ToUC md dyproug MOAEUApxXOUC frav ouyxpovwe kai Adytor dvBpwor
TWv ypauudarwy, "H nmavemotrnquiakn éknaidevan kai 0 Buwnikn Sanaba-
YWynon tav nplyknmwy BEpsAiw8nkay ndvw oTic KAAoIKEC onoudéc, ué
kanota Eugacn oriv dpxaia EAANVIKG @iAcoogia. 'O MNetpdpxne kai o
Boxkdxiog giyav xdnmoiwa oroixewwdn yvwon TtRe dpyxaiac EAANVIKAC
vAwooag, dAAd Eva ueyaAo Bfua nmpdc td unpdc Eyive 16 1396, brav o
Marépeg e noAng i ®Awpevriac £EéAefav 1ov MavounA Xpuooiwpd
KaBnynrn ™Ac EAANVIRAC yAwaoag. 'O ddoxaldc tou kai énione NAartw-
viothic Feuorée NARBwv, ESive ki Exeivoc StaAéésic ornv 'lraiia. 'O
Tipavvog tol Pimwvt Ziykioudvro MaAaréora {ntnoe va ustagepfodv
1d oord Tol dvBpwmoth alrol and 16 Mwpid ord Piwwvi, kai va tagpodv
EKel orov napadofo veo-cidwAolarpikd vad nou knidrav ouudwva ué
v émbuuia Tou Kal pé oxédio o0 Aedve Mnariora "TAAunépTi.

‘H noMTikn npayuankotnta 1ol npwrtou pmaod tou dEéxkarou néunrtou
agiwva suvénoe Th ouvayn douviBiora OTEvEv OxE0twv  dvdusoa
othv 'lradia kai v 'EAAGda. 'H pAwpevriviy duvaoteia tav "Atoayiod
KuBEpvnoe v "ABnva. Kai ¢ XpuooAwpds xai ¢ Meworéc xpnudtioav
npécBelg Tor Bulavrivol autokpdTopa OTiC npoondBetéc Tou vd NETOXE!
vd napel Bonfeta amé toug 'ltadoug Evavnia ornv Toupkikn eioBoAn.



Mia Evwon tiig EAAnvikG kal TG pwuaikic ékkAnoiag, npayuartonoinfnke
yid Eva gdvrouo ypovikd Sidotnua ot Zovodo tic @Awpevriag 16 1439,
kai oi Itaupogopiec, nol tic Ondbalpav o ndnec Elyéviog A" wai
Mioc B, kaAlépynoav, énwe Arav guatkd, tiv alobnon évée kool
oronol dvdueoa orodc 'ltadolc kai tolc ouyxpdvoug Toug “EAAnVES.

“Eva nafog yid guddoyn nou eiye etpeia Siadoon otoug KUkAoug
TV mpiyknmwy kal Tav Adyiwy ouvtédsoe émione othv dnuoupyia gvog
KAlpatoc dydnneg yid v Téxvin THC KAaoukic Emoxic. O Adytor avainroo-
gav yeipdypaga kai idiaitepa Emypagéc, odv uéoa yid thv npowdnon

e yvwone. “Otav & Pagand Siopiotnke “E popoc "ApxaoThTwy 4nd tév |

Aégovra | ° 16 1515, i émoroAn nol tod Eotetde ¢ nanac altée &néBals
idind TV Onoxpéwaon <THC AVTIOTACEWS OTIV KATACTOOPN TV dpxaiwy
papudpiviov Koppatioy nod gépouv Emypagécs. ‘H dvalimnon émypagpav
frav & kipioe Adyoc not Gdnynoe tov Eunopo Kuplakd and trv "Aykuva
arie EmavelAnuuéves émokéeic Tou oty "EAAdda 1é nplto pod tol
Sékarou mEUNTOU aiwva, dAAd pé Tiv elkaipia auth Gpfke kai noAld
dAda npdyuara. ‘0 Kuplakds Kowvonowooos Tic dvakaAoWee tou of yon-
TEUUEVOUC MapaARNTES TWV EmMOToADv Touw altol ué T oipd Toug dvre-
ypagav Ta ypduuard tou Kai Ta ox&dia Tav uvnueiwy nolt Exave. Aév ftav
noAU kaddc oxediaotiic, kai eixe povo wd duudpn avriAngn Tav KAadikay
popgav: o KovToyxovipes fiyodpes Tou Bupilouv NEPIOCATERD EKEIVEC
nod eikoviCovrar oTd pUAAa dnd Aentiy nepyaunvry dnd Eva eikovoypagn-
pévo xpovikd, mou neptAauBdvovrar orfv ExBeon aldrn (dp. kar. 34).
"AAG ol dvakaAiwers Tod Kupakod thc "Aykwvac eiyav tepdonia on-
paagia, yrari Ekavav toug ouyypdvous tou, kal iStairepa Tov "Avipéa Mav-
réwvia, v' dvoifouv Ta pdria Toug otig EAAnvikES kal Tic pwualkés dpyaid-
reg. O Suvardmnrec v' dmoktnost kaveic md éuneipia t@v dpyalwy
EAAnvik@y pvnueiwy nd np@To ¥Ep! ENPOKEITO GUVTONA vd NEQIOMOTOWY
SpaoTikd, pMé TV "AAwon TH¢ KwvortavTivounoAswe o 1453, kai thv kara-
KTnon The nnepwtikhc ‘EAAddag dnd roug Toupkoud 1o 1460. "Akdua
kai ¢ 1605 Evac “AyyAoc ralibiwtne oty "AfNva EusAAs va Kataypas
tAv EKkMARER Tou yid 16 &1 ) noAn «ATav AKGUa KATOIKIMEVT=.

Mikpd, @opntd kai moAdripa dvrikeiveva, dnwe frav oi oppayidee,
dpkeTés dno tic onoieg eixav Siaowbel, ouykevipwlnkav pé 1o pEYa-
Autepo EvBouotaoud. Qi kuBepvitee the Faddiac kal thc Boupyouvdiac
eixav karaprioct onuavTikés ouddoyéc apyaiwv oppayidwy To Sfkaro
Térapro alwva. 'O Aopévroo vré Mévntor dydpaoe 1) onoudaia oul-
Aoyn mou elye Swapopgwost ¢ Mamac MNadAoc B °, kai Iftnoe va yapayrei
16 Ovoud Tou mdvw OFf wdBe wopudri thne. Of mpouyovres thi¢ Toudoudng
avriotdénkav nepngavg yid moAdd ypowia oric kodakeiee kai Tic Sw-
podokies Evic nana, T@v Bevet@v, Kal Tol MaAdou Baoild, mol Aot Toue
embiwEav V' dnoktnoouv Thv nepipnun Adyoudtiavy oppayida (Mkéua
‘Acuykouatéa) mou Eyive TEMKG KTRMG Twv alToxpardpwy T Alotpiacg.
'H npoowmkh onuacia nol propofos va Exel a dpyaia ogpayida yid tov
kdroxd Tne gaivetal otd nmoprpaire Tol peydiou dvBpwmortn "Epaouou
mol Ekave ¢ XoAunalv (dp. kar. 40).

Mpénet va Bupdpaots mug povo Eva uikpd pépoc TAHC Tralikic kKAnpo-
voutde the EAAnvopwuaikic dycAuaromotiac mod yvwpilouye onfue-
pa Bmokdtav ndvw and 6 ESagog 16 SExaro néunto alwva. Té 1477,
o Zi€roc A° ouykévipwoe moAdd unpouvrliva yAunrd évde dpketd
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ueyalou peyéfouc anéd 16 MaAdn Tol Aarepavod, otd onola neptAauda-
véTay kai 6 « AnakavBil pevocs (Emvdplo) kai i =Avkavas kai Td tonobe-
tnoe péoa ord Maidroo vrél KovoegpBaropt oté Adgo Tod Kamrwitou.
Oi <" Innodapactécs kai 6 <Mdapkog AUpridlog: fitav éniong yvword. " Ouwe
wd dpyaia EAANVIKI 00OVBEON MPAYUATIKG OUYKAOVIOTIKAG GUOPPIAS NpBE
oT6 P uoAig kard T Sexactia To 1480, pé v dvakaiuygn ToU " ATIGA-
hwva Tod MnehBevtépes (dp. kar. 15).

‘0 Baupaopse yia Tiv énsEEpyacia ToU yuuvod owmuareg oty ElAnvo-
pwUaikn yAunTikn 681ynoe o PEYAQAUTEPD NMEIPAUATIOND orijv dnédoon
Tic pop@ic xwpic podxa. Té yuuvd, nou &év Arav kabBdAou dnayopeu-
uéve otnv peomwvikny EUpwnn, xpnowponotétav ouvifuwe AMOKASIOTIKG
yid Bépara napuéva and v Madad Arabnkn. IE MEDIKEC MEPIMTWOELS,
npokaAotos Omoyisc OxETIKG pé T cidwloAarpikd Tou MEQEX OUEVD.
Oi nnyéc pac Aéve mwe ot Zigva toU Sékarou TETAPTOU atwva ol
noAitec 8pRkav Eva dyaiua ué THv Unoypagl) Tol Avownnou Kai 00 Ebw-
gav wd nunTkn 8éon. “Ouwe Evag pritopag émonuave Tig KATaoTROPES
nou Eyivav amd TAv avakdAugn tol dydAuarog kai népa «Kai agod N
miotn pac amayopevsr THv cidwAoAarpeia, dév propel va OmdpEel
kamd dupiodia yra 16 and nou MPoEEXOVTQl altéc ol ouppopEcs.
T6 dyaiua BapTnke of ExBpikd ESagog yid va pépel KakoTuyieg OTOUG
yeitovée Touc PAwpeviivous. 'Akoua kai orov Kolooowaio AaBid Tol
MikeAGvTiEAD TO Yuuve Ti8aosleTan Yid va Gnetkovioe Eva BEua napuévo
ané v MNaiaid Awabnkn, dAia f Sdniaon rav HOpDy TOU CWUaTog
Eyet peAeTnBel ané dpxaia aydAuara 100 ‘HpakAf, kai Ordpxel wa onodn-
Awon ouvaywviguod pé v dpxatétnta. "0 AaBid ogpeira noAdd otic dia-
Boyikéc npoodouc otnv onoudr TAg dvaropiag, eite dand {wvrava pov-
réAa, £iTe ané Tepaxiopéva nrapara. 'H peAétn alti, nod Arav véa kard
16v Géxkato néunTo aiwva, aAdd Eyive otr ouvéxeia Baoikn yid kdbe
dradnuaikn naibeia, frav anapaitnTn o0& KAAMTEXVES o ENpoKeTo [gwe
Vil ouvaywwvioTodv pé Toug dpxaiouc kai va Kataktioouv 16 Yuuvo
owpa. “Eva xwpio dné 1ov 68ny6 Tav dpxaotiTwy TS Pwung o0 "AvTpEa
MaiiavTio pdc Bupider, pé kanota pdvo doon tnepBodng, 871 TG yuuvo frav
othv ovoia Tou d dpxaia EAAnvikn popen: «0i dpxaiot "EAAnveg ouvi-
Biav va Seixvouv Ta dydAuard Tous yuupvd, Kai oi Pwuaiol viupévas,
Fupw otAv émoxn nou £kdoBnke & 6dnyég aurdg (1554) 16 yuuvd eixe
kabiepwlei oTafepa oav Evag gopiac Bavikod TRONOU EXPPATEWS.

Td pwyaikda dvayAuga Twv oapkogdywy, odv ékelva nod Bofkav kara-
Plylo oé Siapopeg EkkAnoies TAg Paung, s ®Awpevrias kai g Kopté-
vae, kabac kai Tod Kaunoodvro oty Mida, Edwoav o€ kaOAMTEXVES Eva el-
pU penepToplo dné médeg. KaAkréxves kai nplyknneg dnofnoavpiiav -
KpOTEPA YAUNTTA. ‘O Aopévroo MKkipmépTt Elxe otiv karoxn Tou Eva dvtituno
éxeivou mou driokaAodoav <K peBati tol MNoAukieitous, dnAadn Eva Happa-
pivo avayAugo mou sixe émidpaon ndvw OTOUS Kavives Thg ouvBEoews
péxpt kai tov Séraro Exro alwva (dp. kar.42).'0 Mavrévia, OTO VEKDIKG TOU
kpeB6an, aiofavérav BANYN mou Sév Ba EavdaBiens wd npotoun The au-
otivac, nou f loaBéAia TAg “Eotng elxe katagéper va dnoordos: am auTov
ué kodaxeiec. 01 Bopetoitadol Thg énoxnc Tod Mavrévia, anAadn ol kdrokot
iic Bevertiag, Thg MNddovag kai T Mavrouag frav oi mé gobapol dpxaid-
piAol GuAAEKTEC. 'H Bevetia diatnpouce dkdpa fumopikolg Seopoug
othv ‘EAAGSa kal prmopoloe vd MANOLACEl TOUG EUNOQOUC TWY XWwowv



e avaroAwkine Meocoyeiou. 'ExkTéc and 16 6nt onnpyxav SraBéoiua wkai

apxaia npotuna otic ékkAnoiec THG Beveriac kai ThHc PaBévvac, aiToc
propel vd frav & kOplog Adyos yid 16 00B8apd, nonTiké kAagikioud Bopeto-
(TaAwv KaAAiTexvav odv Tov "Avrpéa Pitolo (ap. kar. 11-13), tov T{dxkono
vieé Mnapunapt (dp. kar. 18) fj tév TouAdo Aoundpvro (dp. kar. 23).
I10 B0pE10 pepog THC ITadiac umopodos va Bpel kaveic KAGAMTEXVES Moy
auroanokalouvrav «flupyotéAngs fj sAdotnnoc & NewTtepocs. 'Ev ToUToIC
Evac kaAAtéxvne nou BoUAsue 0f uUMPoOvTLo UNOYpape LEPIKEC POPEC
M€ TO Svoua «Movrépvos, 08 dvriBeon, onwe aiveral, ué ToV KAAAMTEX VI
and v Mavrova mod eival yvwotoc ody « AvTikos.

Oi Bewpieg mou kardyovrav dnéd v dpyatdtnra énnpéacav Babid tic
KOAMTEXVIKEG CuvnBeiec TRC "Avayevvioews. ‘0 omoudaidétepoc dm’
dAoug Toug BewpnTikous fiTav O dpyitéktovas Aedve Mnariora "AAunépTt,
MG Kuptapxtkn popgr) otiv iotopla the 'Avayevvioewe. 'O CAAUNEQNT
Savanapouoiags Tov dpxiténTova Thc “Yotepne Pwuaikic énoxfic BiTpou-
Bio, Tou omoiou 16 Epyo “De architectura” (flepi 'Apxtrertovikic)
nrav i povn dpyaia npayuareia yopw anod TAv oikodéunon nou Siaowanke.
‘H EmBiwon tol Epyou tou Idou Tol "Adunéptt kal i EniSpacn nod aliTod
doknoe, ogeidouv noAAd otiv épedpeon Th¢ Tunoypagiag, évéc dpyavou
HE Lwrikn onuaocia katd kupto Adyo yid 1) StaSoon Tiv KAQOIKGY KELLEVWV.

Z10 Epyo tou “De re aedificatoria” (Mepi tic oixoBoukic) &
‘Adunépnt Edwoe Exgppaon otd urvuua tod BitpouBiou, ué EmnT@osic mod
npoxwenoav noAd népa ané TRV ApXITEKTOVIKT, yid va énnpedoouv ye-
viEg Quypdgwy kai Stavoouuéviov. To uétpo fTav 16 KA&1SI:

=" Onwe dKkptBwe 1o KEQAML, Td nodia kail kdBe Eeywpotd
uépoc évie Jwou ouvdEeTal ué 6Aa td

dAda pépn, Erot kal o' Eva ktnplo, kai iSlaitepa

o' Eva vad, 6Aa 1d pepovwpéva aroryeia 84 npéne

va Stauoppwlony WOoTE va Exouv id 1600 dxkptBn avriotorxia,

nou ol avadoyieg Tob kalevog va pymopolv va onodoylotoiv elkoAa

dv petphoouus Eva am’ atrds.

Kai o idiog 0 "Adunépnt EypaPe ordv Martéo vieé MNdorn oxenikd e
v npéooyn Tol Téumo Madlareotidvo oto Piutvi: «dv dAAdEere O, 1idn-
more, 84 karaoTrpéere HAn Exeivn TV dpuovias. 'H Meoawvikn Edponn
dév Exel noté avrAngbel thv énivela teAsidtnra ué téroiouc Spouc.
Ta Aoyta 1ol "AAunépri nnyaivouv ioia otAv kapdid Tod dvn}re:wr}-
OLaKoU avBpwmouou.

‘0 "AAunéptt épedvnoe efovuxiotikd Ta pwpaikd Epsima, unoAoyi-
{ovrag GnooTdoclg kal GvakaAinTovras TOUC Kavovee THAC MPOONTIKAC
Mog yorrevav 1000 ToUC KaQAMTEYVEC OTIC mMpoonddciéc Toue vd Snuoup-
yicouv xmpoug ué uétpo kai Aoyikn (dp. kar. 28, 34). Itic ouuBouléc
nou £0IvE yid 10 oxediaoua EnauAewy O TAAuUNEPTI ATav gavarnkoc ord
Bépara Ta oxETIKG pé Tov kabapd dépa kal tic Eykaraordoeic OyiEiviic.
Zuupepi{détav v npotiunon tol avBpwmori fanma fMiou B', nod
autoovopaldrav «Aiveiag ZoABtogs , yid puotkd nepiBaidov Tod TUnou nou
nepypager ¢ Bipyidiog. Kal ol dué otd ypagrd rouc nposikovidouv kard
duo aiwveg Eva dAAo dunikéd Enireuypa, dnAadn thv tomoypagia odv
aveldptnTn popgn the téxvne. ‘0 dacikde Aoyioudc twv NeomAatwwvi-
kwv Aoyiwv otiv ®Awpevtia 681ynoe Gueoa oTé OxNUATIOUS PIACOOGIKEV
akadnuuwy Kard piunon Tov dpxaiwy ‘EAANvwy, kal dpydrepa xai dxa-
ONuIwY TEXVNG. Td UEAN TOUC OUYKEVTQWVOVTAY NPWTa 0f EEoyikd onitia
il 0¢ gnnoug, nplv neplopioTodv péoa of mé cupBankoic Toixouc kai
KavOVEC,
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Tov Sékaro néunto aiwva yvwpilovpe xi GAlouc kadlitéxvee Bew-
pnTikoue pé Tov Tpdne tol "Alunépri: toév Sidapére, tov Qpavriioko
vTi Tloprlio, tov MeEpo vréAa Qpavr{éoxa kai Tov AcovadpvTo vra Bivrol.
‘H épyaocia Toug eixe Odv ANOKOPUPWUA TiC ELNMEIDIKEC MPOONAdEeles
o0 "AAunpext NTupep népa dnd tic "AAnewg. To ox£dio To0 <" AndAlwvas
ol Nrupep (dp. kar. 17) eival Eva tumikd napadeiyua e BirpouBiavic
dvalntnoewe dvaloyiov mou guvEvwvav To idavikd pé 1o mpayuartiko.
"Eva anotéAsoua the diarurwosws TEToiwy Bewpiiv napuivwy and Thv
dpxarérnra, kal Tav dvalnTioswy Tav TEAEww Y dpuovi@v, fTav va avulu-
ogt TOV KaAMTERY VN OF Wd vEa, apioTokpankn Tagn. ‘O Noundéviog Mkaoupi-
kouc othv npayparsia tou “"De sculptura”™ (fMepi yAunrmikic, 1504)
unevBowle oroug dvayvwotee Tou Ont =0 Iwkpdrnce xai pali tou kai oi
AUtoxkpdropec pac Oyt pdvo Enaivodoav, GAAd kal dokodoav dAokAnpw-
TiKG TH yAunTikn, g€ noAAn {gons, kai érav & Kdpodogc E ' ESwoe ordv
Tworavd 1o dEiwpa tou MaAatntavold Koéunrta kai 16 MNapdonuo tod Xpuood
Zmpouviod, 6 NPOOTATEVOUEVOS TAV EUyeviv Exave wd dueon olykpion
dvdusoa oty Ox£0n TOU nNyesudva kai tol {wypdgou kai EKeivn nou
onfApye dvducoa orov Meyddo "AASEavdpo Kai Tov "AmeAAR.

‘O PaganA dév nrav olre Bewpnrikde, olte pédoc tihic "Axadnuiac.
AUTOC O KeEvTPOITAAOS mou pabnTeWe ué Tov Tpodnmo mou ocuvnBi{orav ot
HEOQiwva, SENEPACE GAOUC TOUC SaokdAouc Tou OF yvwoelc THc dpxai-
otnTag, EnweeAoluevos and Tic ouykAovioTikEée dvakaAiiyeie Baupéviv
fnoavpav, mwe frav & «Aaokdovrags (dp. kar. 20) , i ol Tolxoypagies Tod
«Xpuool Oikous (Domus Aurea) tod Népwva ( dp. kar. 14) . “Ouwe i dpyato-
depikny peAérn tou PaganA &ev frav updvo wmd ouvAdoyn poriBwv. 'H
EUpUTNTA THC BEWPNOEWS TOU TOO ENETPEWE va dPouOIDOEl Th onuadia kai
1O nvedua TG dpxaioTnTag, v npoonalolos vd UmotdEet Tic popgéc
™e. Ol Bpnokeunikés Tou mapaoraoelc Eyivav ypniyopa dnd povee rouc
avBevrikd kAaoikd Epya. "Eva napduocio Kpdua noduudbeiac kai avrdp-
kewae Edwoe ord Beverd "Avipéa Madddvrio th Suvardtnra va Snuioup-
YROE!, kanwe dpydtepa péoa otév idio aitva, wa HRpeun apxITERTOVIKT,
TOU EYIVE Eva MEIOTIKO MECO EMKoIvwvIac yid 1a nponyolusva Emredyuara
THC KAQOIKAG EMOXTC.

- Mg v dvodo twv akadnuav kai v abfavéuevn fumoroolvn
OTOUG Ouyxpovous kAacikoug, dnwe frav & Pagani fj o MaAddvrio, 1d
dpxaia Epya pmopodoav va BewpnBolv odv kATt 16 SeSopévo. ‘Yndpxel
Bé6ata wd kdmota aUrapéoxela otd Eykwpa moU dnodider & Miérpo
‘Aperive ¢ Eva pabnrhy tod PaganA yiatri frav ocuvdua, dnmwc Afel,
«xal guyypovog pé& dpyxaio Tpdémo, kai dpxaiog ué oUyxpovo TPOMO».
Mg t6 ¢ido tol "Apetivo AovroBiko NroAroe, 16 dpyaio nvedua firav
oty npayuankornra wa Savonnikny xardoraon, nol £Eouciwvdrav
pé npéogpopo tpdno ué TRV Bavikn guon: <Edv TOTE 0 KAQAMTEXVNC,
otv npoondbfetd tou va diopPwoet dréAsiec, Eenspvodoe Thv ¢oon-,
kal meTuyaive vd thv Kavel wpatdtepn ar’ o eival, 84 Enpene vda kabo-
dnyelrat @ autd and ) pedétn tav dAdveaoTwy EmTeEuyudTwy THC dpyxar-
otnrag. Mari 16 dpxalo eivar Adn 16 idavikd éxeivo yid 10 Onoio dyw-
viderar & Lwypdgocs,

KaBwe n "Avayévvnon Eanmiwvoravy o 0AdkAnpn thv Evpwnn tod
Séxkarou £kTou aiwva, avantuy8nkav S1APopa TOMKAG YaQpaKTnoMoTig tne.
LTO QOVTAIVEUNTAW, N TEXVN THC AQUARG Tol @paykiokou A " oTnv onoia



kuptapyoloav ol 'Iradoi, Epepe padi Tne wa émrndevuévn kai dxdua Kai
e€ednTnuévn dpxatopidia (dp. kar. 41). Z16 ToAédo, & 'EA Mrpéxo dvTAnoe
Eunveuon ano 1 Budavriviy Ttou kAnpovoutd, tic onoudéc Tou otn Beveria
Kai Tic avauvnosg tov ano tov MikeAdvriedo yid vd {wypagioer 1d
ididpop@d Tou opduara tihc UAng mou SigAderal Of AveEuuaTnikGTATA

‘H téxvn 1ng Evpwnng Tou déxarou E8douou aiwva £ixe oUoIaoTiKG
gdv KEvTpo NG TH Pwun. 'O namxkég 8pdvog frav md peyalondennc
and moté, kai 16 Edagoc Edwoe akdua MEpIoCETEPA GPIOTOUDYRUAT TOU
napeAbovrog. Ta Epya aurd, nol xawperhifnkav ué évlovoraoud, eliplokav
dueon dnnxnon otic orvhioukég dvalntnoes Tig énoxfc. Ol ToAunpéc
HOPp@ES Evoe EAAnvikod yAunrol odv 1év «Tadpo tol ®apvéles Taipta-
Cav iaitepa ord yolota 1ii¢ Enoxic to0 Mnapdk. ‘H Bonbela onuavrikoy
alyxpovwy ylurnrv {ntrifnke yid v dnoxardoraon tav papuapiviy
ayaAudrwy, ki Erol S&v mpénet v' dnopel kaveic yid 16 6T pepikéc and
tig dpxaidtnreg nou elxav Bpebel npdopara, nipav Eva MpdobeTo < umapdxs
Gog. Kariréxveg dné 1) 86peta EUpwnn cuykevipavovrav ot Paun oé
OAo kai peyaAurepoug dpiBuous. Mepikoi an’ adrolc Rpfav yid oOVTONES
Emokéeis karaypadnc. kai Ekavav okitoa épeimivv kai dyadudrwv
(dp. kar. 47, 48) évw 6 Novooév kal & KAwvr éykataotddnkav éxkel yvid
navra, diawvifovrag pidv «"Apkadias mou dviker o mdv dpyaidéTnra Y-
pic draxonn (dp. kar. 43, 45). Mpdéc 16 téAoc tol alwva, A téxvn THc abAfc
rod AoudoBikou IA ° oric Bepoalieg fitav kAaowkry w° Evav EmBAnTikd, dv
Kai yevind, Tpono Eva Gaokd dfiwua thAc MaAlkhic "Axadnuiac Hrav A
ornoudny oty Pwun. Aot firav 1 énoxiy ol Kopvély xai tod Paoiv, kai
TO yEYOvog eival uid omduvnon rod onuavrikod pdAou nou Enailke 16
Béarpo, kai ibairepa 16 Tpayiké dpdua, othv évduvduwon Tod yaAAikod
KAQOIKIOUOD.

Mpiv ané 1o &ékare Oydoo aluva, ord kAaoikd BsuaroAdyio THC
TEXVIG KUplapxoUoe 1y Pwuaikh grAodoyia, kai idiaitepa o Bipyilioc kai 6
‘06idtog. 'O "Ounpog frav yvwordg, dAAd Sév Tov oupBoudeiovrav TaxkTikd
ormwe Euedde va yiver o€ Aiyo, kai atrv "AyyAia Eyive npooitéc yapn oric
peTagpdoeg TS «'ladags kai g «'Oduooeiags dnd tov "AAedvrep Nén
oth dexaetia rod 1720. Ta pvnueia TiA¢ Paunc elyav karaywpnbel of kara-
Adyoug npiv and noAd katpd, dAAd ry dpyaia EAAnvikn téxvn fitav neptoodre-
PO YVwoTH ano 1d ypantd rod MAiviou. Mipw otd péoa tod aiwva, Eyive
OUVaTo va anoxtnoouv wma {woydva, ducson éuneipia ThHc dpyalac EAAR-
VIKIG TEXVNG katd xkopto Adyo ané tic dpyaiodoyikéc dvakaAiyeic, xai
auto Egpepe mo ypryyopa 1o évliagpépov yid tiv alodntiki.

Ta evpnuara dané v ‘Hpdedewa nou dpyioav vd Epyovrat oré
P 16 1738, kai and v Mounnia mou dpyioav 16 1748, dnokdAugav
HE AENTOMEPEIES IDIWTIKAC Puong v kaBnueptvl {wh kai tic ouvnbeiee
pag exAemruouévng kowvwviag, nod dév unopodoav ma vd THV Karg-
KTAOOUV UE MEIOTIKG TPOMO Of PNTOpIKES GLopiTodpes TAC Enoxnc Tou
HTapokK. 'H avakaiugn twv apxaiwv EAARVIKQY vawv ortnv MooetBwvia
(Paestum, dp. kar. 61) anoxdAuge 16 Ae€iAdyio o0 Awpikod pubuol ué
OAn T pvnuelakn Tou MTOTnTa kai OV dppeEvwnd Tou yapakthpa. H
Mooeibwvia Eyive Evag onuavTikeg otafués ot «MeyalAeiwdn Mepiynons
kai npowdnoe Thv dvayvwpion TA¢ Unepox s TiHc dpxaiac 'EAAGSac oToue
MEPQOGOTEPOUS KukAoug Twv Neokdaowkiot@v. Avo “AyyAor kai Evag
lepuavdg Exavav 14 dnogaciorikd Bhpara o alrh 1 Siadikacia T
avayvwpioews,
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"AyyAol nepinyntés EmokégBnkav thv 'EAAGSa o 6An T Sidpkeia
To0 déxarou Sydoou aiwva napaoupuévor ané thv 'Etaipeia tav <NTiAe-
ravris {Epacitexvav Blaowr@v Tav Meapudtwy kal Tov Texvav) mou 1d
pEAR THC Emvav MoAu pé ™Y nponoon «'EAANVIKG KaAaoBnoia xai
Pwuaike Mvedua=. A0tol BphRkav moAAd npdyuara va Bauudoouv, aAAd
Kaveic SEv KaramdoTnke CUOTNUATIKG WE THV ApYITEKTOVIKD, uExpl 16
1751, nou Egracav éxel O T{énuc Zrovapt xai & Nikodac PeBér yia vd
kdvouy dvaogkagéc, vd anotumwoouv kal va avanAnpuwoouv Ta Epeima.
‘0 nporoc Touoc ToU Epyou twv Ztovapr kal PeBér <Antiquities of
Athenss {"ApyaidTnree v "Abnvav) kukAopopnoe 16 1762. MNupw otijv
Ermoxn autn, 6 MNoxav Noéakiy BivkeAuav eixe ndn kabiepwlel odv knpukag
rod viou Séyuatoc nou SaKpuooE «Trv avwTEpn dvBpwmd Twv dpyaiwy
"EAANvwvs, Xwpic vd Exet noté émoxkegrel v ‘EAAGda, ¢ BivkeAuav
eive £Eaqoknoer 14 pdnia rou NAvw OTa YAuntd thc Pwung. dtakpivovrag
TRV Karaywyn kai dtadoxn T@v popgav, kai Lexvwvras TV Npogpyadia
yid thv avantu€n thc Toropiag Thg TExvne TG OUYXPOVNG EMOXAC.

'O <Alvac ol AlagwTiouou= ExTipotos ibtaltepa v dnuokparia
kai T Airornra e dpxaiag 'EAAGdac. "Eror & BivkeAuav Eypape: «Mvw-
piCouue dt1t & MiATiadne, 6 OcumorokAne. O "Apioteidne, kai & Kipwvac,
ol dpxnyoi kai dneAsuBepwréc ThAc "EAAGdag. bév Eusvav 0 KaAutepa
OniTia ano ToUg YEITOVES Tougs. 2TV énavaordrpia MaAAdia, & «®puyiKkoe
oxolbgpocs Eyive Eva onoudaio EuBAnpa thc éAcvbepiac Ta amAd dAAd xai
kouYa «EAANVIKG popEuartas motonologoav gniong ot auroi nod 14 ¢o-
podgav gixav Tic opBéc dnuoxkpanikéc dvuAngers. 'O NikgAaog MnivtA,
Evag veapdc and ) GidadéApera, nou Egrace ornv fgAonmévvnoo 10
1806 ouvoynoe thiv swdaBera rwv "Auspikaviov g ta £Enc Adyia: «Em-
TEAouC narnoa 14 dyia ywuara thc 'EAAadacs. "AAA0T O MnivtA Eypaye
«0i dud peydalec dAnBeiec ordv Kéouo eival 1) BiBAog kai n apxaia éAAn-
vikn) dpyitextovikns. Ixeddv kdBe moMreia TAHC "AUEPIKAC ExEl MOALIC
nou ovoudlovrar ‘ABfva, Indprn kai KopivBoc. 'H GPXITEKTOVIKG TR
gnoxic e «<EAAnvikic "Avabiwoesws» Euedde vd Exel peyaAirepn
pakpoBidétnta otnv "Apgpikn arr’ dn othiv Mepuavia i th Bperavia, énou
pia moAn odv 1o 'EdiuBolpyo Eyive yvwoth w «"Abriva Tod Bopds.

‘H téxvn THC QUTOKPATOPIKNG Pwune Kuptdpxnoe otic yAunTeg
dvanapaoraoceic ot FaAdia kai tiv ‘Iradia, v émoxrn nov ¢ NanoAgovrag
Arav Autokparopac. 'Ev toutoig. oi otwloBdrec toU NeoxAaoikiouod.
dnAadn o NraBivr (ap. kar. 75), 6 KavéBa (dp. kar. 79) kai ¢ "Evykp (ap.
kar. 85) nAipav pabBnuara andé té napdderyua tod Towv ©AGfupav (dp.
kar. 72). rod onoiow ol onuavTikée SNUOCIEGOEIC UETAPEPAY TiC YPaUMI-
KOTATEC Kai TO dpauanikd NEMIEYOUEVO TNC apxaiag EAANVIKAG dyyEtlo-
ypagiac. Mupw ora 1800, & xabévac dandé aurouc Toug KaAAitéxvee Ba
avayvwptle 1) ovuBarikr) Onepoxn tAC dpxaiag EAANvIkG Téxvng odv
KAT TO aUTanddEikTo,

"EKTOC and thv ayyeioypagia, didgopec MASUpEC THE dpyaiac £A-
Anvikig yAuntikng nou dév Tic eiyav Pavractel wWe T0TE, ANOKAAUPOnkav
o' Eva koivo mou yivotav OAo kai peyaAutepo. Kanowa dpxikn karanAnén
£k puépouc Exciviov nmod Nrav EEoiketwuévol P ToUC Pwuaikole Kavovee
arrodéxTnke 1a <'E Ayiveia Mdpuapas= dnou Egracav ord Aovbivo 1o T818.
"Ouwe O {wypdgog Mnévriowmv Pounepr Xéuvrov Eypags pdlc T1a
eide: «Kapdid pou yrona. AioBdavBnka odv vd eiye dorpdger wma Beia
dAn@eia ord pixia Tolu pualdol pous. Mg mkpoxoAn SiEveEn yupw ano
v aioBntikn karaAnge o& drapwn Bavpaouo. Frupw oTo TEAOS TOU SEKATOU
Evarou alwva, dAla kévrpa tol veokAaoikiouol tol Bopd EusAiav v'
AaUoKTAgoUV T4 TROMMAa Touc — n Alyiva peradéplnke otd Movayxo,
n ZauoBpakn oro Mapioiw, 16 Népyauo o160 Bepodivo. To kabéva am



auTa Edive wia kavoupya anédedn 1ig ioxuphc npwrotuniag THe apxaiac
EAANVIKAG yAUnTIKAG, Kai 16 kabéva npokGAeos ma Gueon kaAMTeXvikT
avribpaon.

‘0 Adpdo¢ Bupwv kai & ‘EAAnwikéc "Aywvac the "AveEaprnoiac
npokdAecav 16 ogodpd Evliagépov TAC @uAsAsuBepng Evpwnng oth
dewaeria Tou 1820. 'O ibog & Bupwv, dv kai Arav Evac pAoyeEpos PLAEA-
Anvag. Eyive didonuog yid v drogtpogn Tou yid thv «dpxmodigukn
pHwpoAoyias Kai N nepiPpovnon auth CuvEMINTE OTAV MpayuankornTa,
HE TRV Mapaxkuinl Twy nenpwuévwy to0 NeokAaowkouol. 'Ev toutowc i
gmotnuovikn EEgpeuvnon Tod dpyaiov Kbouou Eixe Swoel wd 1600 peya-
An wénon, wore dév unopolos vd TH oTauatnoel ma anAn petaBoAn
ora yolora. 'O reAcuraiog Touoc tol Epyou tav Zrovapt xai PeBET Ku-
kAogopnoe pohc 1o 1830, dnAadn Tév teAsutaio xpdve tol EAANVIKOD
aywva yia v "Avefaprnoia. Tnv idia nepinou énoxn npwrosugaviorn-
Kav noAvdpBues dNUOCIEUCEIS YIG GPXQICADYIKOUS YwWOOUC mou Eixav
npéopara dvakaAugBei Oxt povo oriv ‘EAdada. dAAd xai orn IikeAia.
kai v lNooeidwvia (Paestum), tiv Naiudpa kai 16 MrmaaAunex. Ziya-
otyd. Evac mo nelfapxnueéves TRONOC NPOCEYYICEWS TGV dvaoxkagwv dig-
BEXTNKE TN Aapupaywynon Tev apxatoloyik@v Ténwv. Iriv 'ABhva
dpxtoav va idpvovral oi Eéveg dpyaiodoyikéc oxoréc, nAadn i Failkn
‘Apxaodoyikn Zxoln 16 1846, n "Auspikavikn Zyxodn KAaoikwyv Inoudov
10 1882, wai n "Ayyhikn "Apxatodoyikn ZyoAn 16 1885.

‘O EMOTNUOVIKGS aUTOC TROMOC MPooEyYyioewe EEcAiy TNKE NapaAAnia
ME pia ExkAalkeupévn kal Aywrepo auotnen agouciwon Tol KAQOIKICUOU
dno 1 yevid nou dradéxtnxe 1ov Kire kai tov ZéAed. Qi wypagikoi niva-
KEG TOU Kopd (dp. kat. 99) fy o0 Aé&rov (dp. kar. 105) xai f idia 1y ya-
PAKTRQOTIKG npogoWn Tou MntponoAttikod Mouoeiou, mou Eyet Eva oTul
To onoio Snuoupynfnke ané roug dpxitéktoves TRC maptoiviic ZxoAfc
KaAav Texvav, Exouv odv Kovo yvwpioua wmd npoucAetnuévn ooveeon
dpxaiwv kai ouyxpovwy nMiy@v nou Eyouv dvauxBel 1600 téAsia, WOTE
va dnuoupynoouy wa arpeogpaipa now Bpiokerat EEw ano 16 xpovo.

ZThv apxn 100 EiKOOTOU Qiwva 1 ouveidnon e KAQOIKAC dpyaid-
mragc avavewdnke OTo EPYO TWY MPWTWY EXNPOOWTWY THC CUYXPOVIC
rExvNG. 'H Expnén auth ¢ avaBiwoswe THC apxatéTnTac AanotréAsos
onavia Té avnikeipeve guintnoewy. yiari ol KQAAMTEYVEC Mol OUUUETEI-
xav ¢° aurn anokTnoav QRun xard kuplo Aoyo odv npodpouot ThHe doar-
pECEwS oty téxvn. MoAAoi Ouwe Eviwoav Thv énidpaon tav. Kivioswy
g, OMwe Eivan nx. 0 BaAcpu. O PiAke kai 0 KaBdagnc ornv noinon, &
ZrpaBivoku kai 6 PaBeA oty pouoikn., kai &agopor kaAMréxvec, and
Tov Povrév ornv dorepn ¢don 1R dovAeidc rou uéxpt tov Mikdoo otnv
npwiun @aon Th¢ dnuiovpyiac Tou. Mepika and 1a mo peyaleiwdn Emrey-
pata Toug nrav 1o QOTEAEONA TRG MPOCEATIKAG WEALTNG TAG apxalkng
TEXVIG, NOU MPOKAAEOE TO EVOIOPEPOV TOUC yid TIC kaBapEc popéc Kai
v auBopunTn EKGPAoOTIKOTNTA THE.

2T guyxpovn enoxn ¢ SiaAoyoeg Bonfnoe va kparnBei 1é nvedua
¢ KAaoRne apyaiétnrac fwvravo, Omwe £ixe yivel Kal Rpwrltepa.
“Erow 0 Zav Koktw S1a6ace yid npwrn popd 1ov 'Opgéa tou o Eva an-
Hioupyo nou diakpiinke o' Evav dAdo Touéa. dnAadny tov “lykop Ztpabiv-
oku. Eivar 0w xapaskTnpioTko Twv peydAwy dvdpav 16 va dvalnroov &
Evac Tov AAdo. dAAd olyoupa alutd ouvéBn nepioodrepo dnd moté ThHV
gnoxn nmou Tétoion dnuoupyol npoonafodoav va KaraAdBouv Thv BEon
nou ToUg Avijke Avaueoa OTous CUuVEXIOTEC TN KAQOIKNG dpxaidTnrac.
ZTRv ExBeon auth pmopodue v AKOUCOULE TIC CuvOLHAIES MOMTIONEVWY
avipav. mMou oulnTolv Yid TiC AMoKaAUYES TOU MApeABovToC ué Puwvéc
YEUATEC E0AGBEIa, aAAG kal GuiAda.

TlEnue NTénBivr NTénnep
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INTRODUCTION

During the centuries encompassed by our exhibition, respect for Greek
mastery of form and idea became a sovereign fact. Indeed, by the nine-
teenth century, the Greeks were considered virtually to have invented
Western art. This recognition took time to develop. Throughout the Middle
Ages and even beyond. knowledge of Greece filtered largely through
Rome, and the authority of Rome long remained preeminent, owing to her
physical nearness and the abundant testimony of her former power. Yet
it was broadly understood all the while that the art and cultural life of
Rome, and hence of Europe, came primarily from Greece:

Athens the eye of Greece, Mother of Arts
And Eloquence. . .

wrote John Milton in Paradise Regained. The European imagination was
lantalized by ancient descriptions of the treasures of Hellas as well as
those of Rome, just as it was held permanently in thrall by Greco-Roman
mythology. Heightened curiosity in the eighteenth century, accompanied
by increasingly refined techniques of archaeological investigation, brought
about the rediscovery of Greek architecture, sculpture, and vase painting
in the original. Formal lessons derived from the eloquent remains inspired
some of the best in Western art and architecture. The exhibition thus
chronicles an evolution from dawning awareness to triumphant assimi-
lation.

The powers of classical culture to endure, to instruct, and to streng-
then are such that they withstood the fall of Rome. Aristotelian philosophy,
Roman jurisprudence, and Byzantine splendor survived even the darkest
moments of the Middle Ages. From time to time the light of the ancient
past served as a beacon, guiding a people in its search for meaning and
beauty. These occasions have come to be known as renaissances or re-
births. Of brief duration but incalculable significance, they were alike in
their common pursuit of an unattainable desire, a romantic wish to see
antiquity reborn and perfectly formed.

The earliest of these shortlived revivals — the Carolingian renaissance
of the ninth century and the Apulian renaissance of Frederick Il in the
thirteenth — were important for rekindling memories of imperial Rome.
Most classicizing endeavors in the medieval period were local in nature;
but even if the Greco-Roman past was only inlermittently perceived and
imperfectly grasped, Corinthian capitals still spread their leaves on Roman-
esque and Gothic fagades, Greek scholars were sheltered by abbots in
Ireland and Spain, and the faithful labor of preserving and copying ancient
texts continued in monastic libraries. There are signs, too, that the call
of antiquity was the more potent for being isolated., Ristoro d'Arezzo
caught the feelings of those who witnessed an excavation of Aretine vases
in the year 1282. The raptures he describes have rarely been equaled by
antiquarians over the next centuries:



When they saw them, they were quite literally
carried away by emotion, as if transported, . . .
and were as if struck dumb. . .. Such artists
must have been ltke gods, or these vases must
have fallen from heaven itself, for otherwise
there is no way of explaining how they could
have achieved such perfection in form, in color,
and especially in artistic lifelikeness.

The great Renaissance of the fifteenth century took shape in the
various city-states of ltaly, notably in Florence but also in Rome where
the popes were again resident after a period of schism. It was sublier in
its arrival and more variously faceted than any of its predecessors. This
time, however, a classical revival was to create a shift of sensibility so
profound that it marks the beginning of the modern era.

Renaissance art owed its development to several factors, each nourish-
ing the others. Perhaps foremost was the passion for scholarship; some
of the fiercest wdrlords of the period were also very learned men. Umni-
versity education and the private lutoring of princes were founded upon
classical studies, with the emphasis on Greek philosophy. Petrarch and
Boccaccio had had some rudimentary Greek, but a great step forward was
taken around 1396, when the city fathers of Florence appointed Manuel
Chrysoloras professor of Greek. His teacher and fellow Platonist, Gemis-
thos Pletho, also lectured in Italy. Sigismondo Malatesta, tyrant of Rimini,
so revered Gemisthos that he had the scholar's bones transported from
the Morea to Rimini and buried there in the bizarre neo-pagan temple that
he was having built to Leone Battista Alberti’s design.

Political realities in the first half of the fifteenth century favored un-
usually close relations between Italy and Greece. The Florenting Acciaoli
ruled in Athens. Both Chrysoloras and Gemisthos served as ambassadors
of the Byzantine emperor in efforts to obtain ltalian help against Turkish
invasion. A union of the Greek and Roman churches, briefly effected at
the Council of Florence in 1439, and the Crusades raised by Popes
Eugenius IV and Pius Il naturally fostered some community of purpose
between ltalian and Greek contemporaries.

A widespread passion for collecting, shared by princes and scholars,
was another factor in the taste for classical art. Scholars sought out manu-
scripts and especially inscriptions as a means of advancing knowledge.
When Raphael was appointed Conservator of Antiquities by Leoc X in 1515,
the papal brief specifically imposed the duty "of opposing the destruction
of ancient marble fragments bearing inscriptions.” It was primarily the
search for inscriptions that had led the merchant Ciriaco d’Ancona on his
repeated visits to Greece in the first half of the fifteenth century, but he
feund much else. Ciriaco shared his findings with delighted correspon-
dents; in turn they copied his letters and drawings of monuments, He was
not much of a draughtsman, and only dimly perceived the classical forms
— his stumpy figures are rather like those in our vellum pages from a
picture chronicle (3, 4]. But Ciriaco’'s discoveries were of tremendous
value because they opened the eyes of contemporaries, notably Andrea
Mantegna, to Greek as well as Roman antiquities. The possibilities for
any first-hand experience of Greek monuments were soon to be drastically
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When they saw them, they were quite literally
carried away by emotion, as if transported, . . .
and were as if struck dumb. . . . Such artists
must have been like gods, or these vases must
have fallen from heaven itself, for otherwise
there is no way of explaining how they could
have achieved such perfection in form, in color,
and especially in artistic lifelikeness.

The great Renaissance of the fifteenth century took shape in the
various cily-stales of Italy, notably in Florence bul also in Rome where
the popes were again resident after a period of schism. It was subtler in
its arrival and more variously faceted than any of its predecessors. This
time, however, a classical revival was to create a shift of sensibility so
profound that it marks the beginning of the modern era.

Renaissance arl owed ils development lo several factors, each nourish-
ing the others. Perhaps foremost was the passion for scholarship; some
of the fiercest wdrlords of the period were also very learned men. Uni-
versity education and the private tutoring of princes were founded upon
classical studies, with the emphasis on Greek philosophy. Petrarch and
Boccaccio had had some rudimentary Greek, but a greal step forward was
taken around 1396, when the city fathers of Florence appointed Manuel
Chrysoloras professor of Greek. His teacher and fellow Platonist, Gemis-
thos Pletho, also lectured in Italy. Sigismondo Malatesta, tyrant of Rimini,
so revered Gemisthos that he had the scholar's bones transported from
the Morea to Rimini and buried there in the bizarre neo-pagan temple that
he was having built to Leone Batltista Alberti's design.

Political realities in the first half of the fifteenth century favored un-
usually close relations between Italy and Greece. The Florenting Acciaoli
ruled in Athens, Both Chrysoloras and Gemisthos served as ambassadors
of the Byzantine emperor in efforts to obtain ltalian help against Turkish
invasion. A union of the Greek and Roman churches, briefly effected at
the Council of Florence in 1439, and the Crusades raised by Popes
Eugenius IV and Pius Il naturally fostered some community of purpose
between ltalian and Greek conlemporaries.

A widespread passion for collecting, shared by princes and scholars,
was another factor in the taste for classical art. Scholars sought oul manu-
scripts and especially inscriptions as a means of advancing knowledge.
When Raphael was appointed Conservator of Antiguities by Leo X in 1515,
the papal brief specifically imposed the duty “of opposing the destruction
of ancient marble fragments bearing inscriptions.” It was primarily the
search for inscriptions that had led the merchant Ciriaco d'Ancona on his
repeated vidits 1o Greece in the first half of the fifteenth century, but he
found much else. Ciriaco shared his findings with delighted correspon-
dents; in turn they copied his lelters and drawings of monuments. He was
not much of a draughtsman, and only dimly perceived the classical forms
— his stumpy figures are rather like those in our vellum pages from a
picture chronicle [3, 4]. But Ciriaco's discoveries were of tremendous
value because they opened the eyes of contemporaries, notably Andrea
Mantegna, to Greek as well as Roman antiquities. The possibilities for
any first-hand experience of Greek monuments were soon to be drastically
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reduced by the Fall of Constantinople in 1453 and the Turkish conquest
of the Greek mainland by 1460. Even as late as 1605, an English visitor
to Athens would register surprise at its being “still inhabited.”

Small, portable, and precious objects such as gems, which survived
in some number, were most eagerly collected. The French and Burgundian
rulers had amassed important collections of ancient glyptics in the four-
teenth century. Lorenzo de’ Medici bought and had his name engraved
an each piece of the great collection formed by Pope Paul |l The notables
of Toulouse proudly resisted for years the blandishments and bribes of a
pope, the Venetians, and the French ring, all of whom wanted the famous
gemma Augustea — it did ultimately become imperial Ausirian properly.
The personal significance that an ancient gem could have for its owner
is iflustrated in Holbein's portrait of the great humanist Erasmus [40].

It must be remembered that only a small fraction of the Italian heritage
of Greco-Roman statuary known today was above ground in the fifteenth
cemnfury. In 1471, Sixtus IV assembled several bronzes of some size from
the Lateran Palace, including the Spinario and the She-Wolf, and placed
them in the Palazzo dei Conservatori on the Capitoline. The Horse-Tamers
and the Marcus Aurelius were known. But it was not until the 1480s, with
the unearthing of the Belvedere Apollo, thal a Greek composition of really
stirring beauty came to light [15].

Admiration for the handling of the nude in Greco-Roman sculpture led
to increased experimentation with the unclothed figure. The nude, by no
means banned in medieval Europe, was usually reserved for OId Testa-
ment subjects. On occasion, il was suspected for its pagan content, In
fourteenth-century Siena, we are told, the citizens found a statue signed
by Lysippus and gave il a place of honor, But an oralor pointed out the
disasters that had occurred since the statue's discovery: “and since idol-
atry is prohibited by our faith there can be no doubt whence these dis-
asters arise.” The statue was buried on enemy ground to bring bad luck
to the neighboring Florentines. Even in Michelangelo's colossal David,
the nude is harnessed to an Old Testament subject, but the forms are
studied from ancient Hercules figures and, in its size and defiant heroism,
there is an implicit rivalry with antiquily. The David owes much o suc-
cessive advances in anatomical study, whether from live models or dis-
sected corpses. This study, new to the late fifteenth century but basic to
all future academic lraining, was necessary if artisls were to compele
with the ancients and conguer the nude. That the nude was essentially
a Greek form we are reminded by a passage, only slightly overstated, in
Andrea Palladio's guide to the antiquities of Rome: “It was the custom of
the Greeks to show statues naked, and of the Romans to show them
clothed.” By the date of this guidebook {1554 ), the nude was firmly est-
ablished as a vehicle of ideal expression.

Roman sarcophagus reliefs, such as those sheltered by churches in
Rome, Florence, and Cortona as well as the Camposanto in Pisa, provided
arlists with a wide repertory of poses. Smaliler sculptures were treasured
by artists as well as princes. Lorenzo Ghiberti owned an example of the
so-called Bed of Polyclitus, a marble relief that influenced composition
into the sixteenth century [see 42]. Mantegna regretted on his deathbed
that be would not see again a bust of Faustina that Isabella d’Este had
coaxed out of him. The North ltalians in Mantegna's day — Venetians,
Paduans, and Mantuans — were the mosl serious antiquarian collectors.



Venice stifl maintained commercial ties in Greece and had access to the
dealers of the Levant. This, besides the availability of good antique models
in the churches of Venice and Ravenna, may be the main reason for the
earnest, poetic classicism of such North Italian artists as Andrea Riccio
[11-13], Jacopo de" Barbari [18], or Tullio Lombardo [23]. It was in the
north of Italy that sculptors could be found styling themselves “ Pyrgoteles”
or “Lysippus Junior.” One artist in bronze, however, sometimes signed
himself "Moderno’ [38], apparently in contrast to the Mantuan known as
“Antico."” '

Theories derived from antiquily profoundly influenced Renaissance
artistic practice. The greatest theoretician of all was the architect Leone
Batlista Alberti, an inescapable figure in the history of the Renaissance.
Alberti reintroduced the Late Roman architect Vitruvius, whose De archi-
tectura is the only ancient treatise on building to survive. The survival of
Alberti's own work and its effect owe much to the invention of printing, an
instrument of vital historical importance, not least for the dissemination of
classical texis.

In his De re aedificatoria, Alberti articulated the Vitruvian message
with implications that went far beyond architecture to affect generations
of painters and thinkers. Measurement was the key:

Just as the head, feel, and each particular

part of an animal is connected with all the

other parts, 0 in a building, and especially

in a temple, all the individual elements should
be made to correspond 50 exactly that the
proportions of each may easily be calculated by
measuring one of them.

And it was Alberti who wrote to Matteo de’ Pasti, concerning the fagade
of the Tempio Malatestiano at Rimini: “if you alter anything you will $poil
all that harmony.” Medieval Europe had never thought in such terms of
terrestrial perfection. Alberli's words go straight to the heart of Renais-
sance humanism.

Afberti scoured the Roman ruins;calculating distances and discover-
ing the rufes of perspective which so captivated artists in their efforts to
make measured, logical spaces [28, 34]. In his advice on the planning of
villas; Alberti was a fanatic for fresh air and hygiene. He shared a taste
for natural, Vergilian surroundings with the humanist Pope Pius I, who
called himself Aeneas Sylvius. In their writings they prefigure by two
centuries another Western accomplishment: landscape painting as an
independent art form. The sylvan contemplation of Neoplalonie scholars
in Florence led directly to the formation of philosophical academies in
imitation of the Greeks, and later of art academies; the members first as-
sembled in country houses or gardens before they confined themselves
within more formal walls and rules.

The fifteenth century knew other artist-theoreticians in the Albertian
mode: Filarete, Francesco di Giorgio, Piero della Francesca, and Leonardo
da Vinci. Their work culminated in the practical efforts of Albrecht Diirer
across the Alps; Direr's Apallo drawing [17 ] exemplifies the Vitruvian quest
for proportions that united the ideal and the real. One result of such
theorizing from the antique and the search for perfect harmonies was to
elevate the artist to a new, aristocratic status. Pomponius Gauricus in
his treatise De sculptura (1504) reminded his readers: “‘Socrates and with
him our Emperors not only recommended bul practised sculpture thorough-
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ly, with much ardor.” And when Charles V' gave Titian the rank of Count
Palatine and the Order of the Golden Spur, the patent of nobility directly
compared the relationship of sovereign and painter to that belween Alex-
ander the Great and Apelles.

Raphael was neither a theoretician nor an academician. A central
Italian apprenticed in the usual medieval fashion, he outstripped all his
masters in knowledge of the antique, taking advantage of the dramatlic
discoveries of buried treasure, such as the Laocodn [20] or the frescoes
in the Golden House of Nero [see 14). But Raphael's antiquarian study
was no mere compilation of motifs. His breadth of vision allowed him to
assimilate the meaning and the spirit of the antique while he mastered
its forms. His religious representations quickly became authoritative clas-
sics in their own right. A similar blend of erudition and self-sufficiency
enabled the Venetian Andrea Palladio later in the century to produce a
serene architecture that became a persuasive channel for classical pre-
cedent.

With the rise of academies and increasing reliance upon modern clas-
sics such as Raphael or Palladio, the antique could be taken for granted.
There is a certain complacency in Pietro Aretino's praise of a Raphael
follower for being “both anciently modern and modernly ancient.” For
Aretino's friend Lodovico Dolce, the antique was virtually a state of mind,
conveniently equated with ideal nature: “If then the artist, correcting im-
perfections would ‘surpass nature,' would render her fairer than she is,
he must be guided by a study of the faultless antique. For the antique is
already that ideal for which the painter strives.”

As the Renaissance spread throughout Sixteenth-century Europe, it
developed local trails. At Fontainebleau, the ltalian-dominated.court art
of Francis | was accompanied by a precious and even recherché anti-
quarianism [41]. In Toledo, EI Greco drew on his Byzantine heritage,
Venetian training, and recollection of Michelangelo to paint his singular
visions of matter dissolved in spirituality.

The art of seventeenth-century Europe was centered essentially on
Rome. The papacy was more magnificent than ever, and the soil yielded
ever more masterpieces of the past. Greeted enthusiastically, these often
had immediate application to stylistic concerns of the day. The bold forms
of a Hellenistic sculpture such as the Farnese Bull especially suited
Baroque appetites. Leading conlemporary sculptors were called upon
to restore the marbles, so it is not to be wondered if some of the newfound
antiquities acquired a doubly Baroque air. Artists from the north of Europe
flocked to Rome in increasing numbers. Some came on brief recording
visits, skelching ruing and statues [47, 48]. Poussin and Claude settled
forever, perpetuating an arcadia of uninterrupted antiquity in their land-
scapes [43, 45]. By the end of the century, the art of Louis XIV's court at
Versailles was grandly if generally classical; a fundamental tenet of the
French Academy was study in Rome. It was the age of Corneille and
Racine — a reminder of the leading role played by the theatre, especially
tragic drama, in sustaining French classicism.

Before the eighteenth century, classical subject matler in art was
dominated by Roman literature, in particular by Vergil and Ovid. Homer



was known, but not reqularly consulted as he would soon be — in England,
he was made accessible by Alexander Pope's translations of the lliad and
Qdyssey in the 1720s. The monuments of Rome had long been catalogued,
but Greek art was still best known from the writings of Pliny. About the
middle of the century, an exhilarating, direct experience of Greek art be-
came possible largely through archaeological discoveries and quickened
aesthetic interest.

The finds at Herculaneum beginning in 1738 and at Pompeii beginning
in 1748 disclosed in intimate detail the daily life and habits of a sophisti-
cated society, which the rhetorical flourishes of the Barogque could no
longer capture convincingly. Discovery of the Greek temples al Paestum
[81] revealed the Doric vocabulary in all its monumental severilty and
virility. Paestum became an important stop on the Grand Tour and ad-
vanced the acknowledgment, in most Neoclassical circles, of Greek su-
premacy. The crucial steps in this process of recognition were taken by
two Englishmen and one German.

British travelers were in Greece throughout the eighteenth cenlury,
led by the hard-drinking Society of Dilettanti with their toast “Grecian
Taste and Romian Spirit!” They found much to marvel at, but no one ap-
proached the architecture systematically unlil James Stuart and Nicholas
Revell arrived in Athens in 1751, there to excavale, survey, and reconstruct
the ruins. The first volume of Stuart and Revelt's Antiquities of Athens
appeared in 1762, By this time Johann Joachim Winckelmann was already
established as the herald of the new doctrine proclaiming the “superior
humanity of the Greeks." Without ever having been to Greece, Winckel-
mann trained his eyes on the sculptures in Rome, discerning the deri-
vation and sequence of forms and laying the groundwork for modern art
history along the way.

The age of Enlightenment prized the democracy and frugality of an-
cient Greece. Thus Winckelmann wrote: " We know that Miltiades, Themis-
tocles, Aristides, and Cimon, the leaders and deliverers of Greece, resided
in no belter houses than their neighbors.” In revolutionary France, the
Phrygian cap became a conspicuous badge of liberty; simple yel elegant
“"Grecian" gowns were also certificates of their wearers' republican cor-
rectness. American veneralion was summed up by a young Philadelphian,
Nicholas Biddle, who arrived in the Peloponnesus in 1806: | have at last
fouched the holy soil of Greece.” Elsewhere Biddie wrote, ''The two great
truths in the world are the Bible and Greek architecture.” Practically every
American state has cities named Athens, Sparta, and Corinth. Greek
Rewvival architecture was'to enjoy an even longer life in America than in
Germany or in Britain, where a city such as Edinburgh could be known as
the “Athens of the North."”

Imperial Roman art dominated the imagery of France and Italy under
Napoleon as Emperor. However, the pillars of Neoclassicism, David [75],
Canova [79] and Ingres [85], learned from the example of John Flax-
man [72] whose influential publications conveyed the linearities and dra-
matic content of Greek vase painlting. By 1800, any of these artists would
have acknowledged the formal superiority of Greek art as a matter of
course.
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Besides vase painting, hitherto unimagined aspects of Greek sculp-
ture were revealed to a widening audience. Some initial dismay from
those inured to Roman canons greeted the “Elgin Marbles” when they
arrived in London in 1816, But the painter Benjamin Robert Haydon wrole
on seeing them: My heart beat! [ felt as if a divine truth had blazed in-
wardly upon my mind. ..." An acrimonious aesthetic controversy ended
in lasting admiration. By the end of the nineteenth century, other Neo-
classical northern cities would have their trophies — Aegina was brought
fo Munich, Samothrace to Paris, Pergamon to Berlin. Each offered fresh
proof of the powerful originality of Greek sculpture, and each provoked
immediate artistic response,

Lord Byron and the Greek War of Independence made modern Greece
the subject of passionate concern in liberal Europe of the 1820s. Byron
himself, while an ardent Philhellene, famously delested “antiquarian
twaddle,” and his contempt in fact coincided with the declining fortunes
of Neoclassicism. The scientific exploration of the ancient world had
gathered such impetus, however, that no mere shift of taste could halt it.
Stuart and Revell's last volume did not appear until 1830, the final year of
the Greek War of Independence. By then, numerous publications had
appeared on newly discovered sites in Greece as well as those of Sicily
and Paestum, Palmyra and Baalbek. Gradually, archaeological spoilers
were succeeded by a more disciplined approach to excavation. The French
School at Athens was founded in 1846, the American School in 1882, and
the British School in 1885.

The scientific approach ran parallel to a popular, less rigorous assimi-
lation of classicism in the generation after Keals and Shelley. The paint-
ings of Corot [99] or Leighton [105] and the typical “Beaux-Arts"” fagade
of the Metrapolitan Museum itself have in common a deliberate synthesis
of ancient and modern sources, 50 thoroughly mixed as to effect an aura
of timelessness.

At the beginning of the twenlieth century the classical consciousness
was renewed in the work of the early moderns. This burst of antique revival
has seldom been discussed, since ils participanis are prized mainly as
precursors of abstraction in art. Bul many feft its movings — Valéry, Rilke,
and indeed Cavaly in poetry; Stravinsky and Ravel in music; and arlists
from late Rodin through early Picasso. Some of their grandest accomplish-
ments resulted from the atlentive study of archaic Greek art for its pure
forms and its spontaneous expressivencss,

In the modern era as before, dialogue helped keep the spirit of clas-
sical antiquity alive. Thus Jean Cocteau first read his Qrphée to the master
of another field, Igor Stravinsky. It is perhaps characteristic of great men to
seek each other out, but surely never more s0 than when assaying their
relative places in the classical continuum. In this exhibition are heard
the colloquies of civilized men, discussing the revelations of the pas! in
voices both reverent and challenging.

James David Draper
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ativ EmuéAsia Exddoewe Tol keluévou pac kal tév "AAalv FTréAvTpaK yid
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Téhog Ba Gédaue vd éxgpdooupe Tiv elyvwpoouvn kal tic suya-
QIOTIEG pag oToug guvadeApoug yac e "EBvikic Mvarko8ikne, kai iSiai-
Tepa otiv "Ayyéda TauBdkn yid v npocexkTikn perdgpaon told kara-
Aoyou kai 1y NEAAR MoipAn yia ) yeparn évsiagépov gpovtida e yid
Tig Aenmropépeieg 1h¢ drappuBuioswe Tod xwpou T éxBécewe kal TAC
TONOBETHOLWE TAV AVTIKEIEVIY.

Téenue NténBivr Ntpénnep
T{oav P. Mépteve
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The catalogue is arranged in roughly chronological order, though with
some allowance for the grouping of objects by theme or medium. In the
dimensions given for each object, height precedes width.

The English text for the most part follows the traditional Weslern use
of Latin mythological names.

The bibliographical references were chosen as guides to futher read-
ing. Limited to basic studies, they are by no means exhaustive. Abbrevi-
ations used are MMA (Metropolitan Museum of Art), MMAB (Metropolitan
Museum of Art Bulletin), and MMJ {Metropolitan Museum Journal).
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1. [epupavia (KoAwvia), téin 1ol dwhirkatou alwva p.X.
ZeuyapwToi Kiovioko! and pid Aenpavobrkn.

'ENu pUOmPEVOS XOAKOS, HE EvBETELG And OpaATO. "Yog 18,7 EK.

Té nAovoe émopairwpuévo altd avrkeipevo pdg Bupiler 6t ol popgég
thic apxaiae EAANVIKAG ApXITEKTOVIKAG XpnolgonoodvTay Juvey g oAl
npiv and tv 'Avayévwnon. Mia a§idioyn émbiwon anéd tiv khaown
gnoxn eival 6 KopivBiakd kiovékpavo, diakoounuévo pé ¢podha aravBou,
ord dnola taipiale wd mhodoa kai eopnuatiky éneEepyaocia. T dpyai-
4Tepo mapadelypa pé ypwpata kai diakoounTikdG portiBa ordv Kopuo,
nod fitav oty ovucia ororxela Eéva npdc v kKhaolkn dpyaidtnra, sival
Evac xiovac oriv éxkxkinoia told ‘Ayiou MNoAveuktou ThG KwvotavTi-
voundiswe, N onoia xpovohoyeital otdv EKTo aiwva p.X. Ol Kioviokol pag
anoteholoav pépoc mde Asiavodnkne nol ypnoigsus yid ) @uragn
dyiwv Az dvwy, kai Ba oxedidoTnke pé Tov okond v' anoteAEoel Eva éni-
BANTIKG apyitektovikd olvodo, odv TV nepipnun «AsipavoBrikn Tov
Tpuov Mdaywvs otdv kaBedpikd vad Thg KoAwviag.

1. German (Cologne), late 12th century.
Coupled colonnettes from a shrine.

Gilt copper, champlevé enamel. H. 18.7 cm.

This richly enameled object serves as a reminder that the forms of Greek
architecture were in continued use long before the Renaissance. A
conspicuous classical survival is the Corinthian capital, whose acanthus
leaves encouraged lush, inventive treatment. The earliest known appli-
cation of colors and patternwork to a column shaft, which was basically
foreign to classical antiquity, occurs in the sixth-century church of St
Polyeuktes in Constantinople. Qur colonnettes were part of a shrine for
saintly relics, which, like the famous Shrine of the Three Kings in the
cathedral of Cologne, would have been conceived as an imposing archi-
tectural ensemble.

Gift of J. Pierpont Morgan, 1917,
17.190.416



57



2. ©ravdpa (Mola), yopw ota 1400.

EZke0oc yi1a 76 mAloipo Tév xepdv (Aquamanile):
‘0 'ApiorotéAng kai f durdida.

MnpodviZoc. “Yoc 33,5 &x.

"AvBpwnopopdikd kai wopopdika okeln sival yvwoTtd and Tév KGouo
Thc xkAaoikfic dpxaidtnrag and v npoioTopikh énoxn wai népa. Té
napadeiyud pag yeuldrav pé dpupanopévo vepd nol xpnoipcuve yid té
MAUCIUO TOV ¥eEpLv otd Tpanell. "0 piBoc nod anelkovifel Exel OxEoT) ME
v avBpwruvn pwpia, kai Seixvel 1ov peyaio GAdcodo APLOTOTEAN
u' Evav aguvnigro tpdno xai xwpic kavéva osBaopd. 'H lotopia adtn,
noy dnuoupynnke oty 'lvdia kai eixe ¢raoel péxpr v EVpwnn dnou
mv Egepav lowe ol Ztravpoddpor yipw otdv Sékaro Tpito aibva,
Exel ¢ 2EAG: 'O Méyag "AMNEavBpoc ATav 1600 EpWTEUNEVOS ué TRV Dul-
Aida () adudg Kapnaonn) @orte va xpetdetal ) duvapn the nedoe tol
"ApIOTOTEAN W14 va Tov Kdvelr va avardBer td kpatikd tou kabfikovra.
‘Evid dpwg npoonaboloe va tdv oguvetioel, 0 ¢lAdoogoc EpwTEUTNKE KI
auTtdeg TV @uAAida. Toére éxkeivr anaitnoe va INMNedcel ndvw otV
nAATn Tou, Yid va Thc anodeifel v ayann tou, kal dpydvwoe v napd-
otacn yud 1 dwadwrnon told 'AreEdvdpou, nol v napakoiouBolos
Kpudgd.

2. Flemish (Mosan), about 1400,
Aquamanile: Aristotle and Phyllis.
Bronze. H.33.5 cm.

Figural vessels existed in the classical world from prehistoric times. This
aquamanile held scented waler for the washing of hands at table. It il-
lustrates a tale of human folly, showing the great philosopher Aristotle
in an unfamiliar and irreverent light. The story, which was fabricated in
India and had reached Europe by the thirteenth century, probably brought
by the Crusaders, goes as follows: Alexander the Great was so enamored
of Phyllis (alternately Campaspe) that the persuasion of Aristotle was
needed to get him to resume his state duties. In the process, the philo-
sopher fell for Phyllis himself. She demanded, as proof of his love, to
ride upon his back and staged the performance for the edification of Alex-
ander, who observed in secret.

References: Paris, Musée de I'Orangerie, Collection Lehman de New York, exh.
cat. (1957) no. 185; MMA, The Robert Lehman Collection by G. Szabo (1975) pp.
g2-63.

The Robert Lehman Collection.



59



60

3.4. Bodpeia’ltaiia, péoa 100 dEkaTou NEpNTOU alwva.
Zelideg and Eva eikevoypadnuévo X povike

3. 'O Pwporoc kal & Péuoc, i moAn tic Pwung, 1 'Epubpaia ZiBuAia,
& Moupdc Mounivoc, ¢ 'Hoalac, | ZiBuAAda ‘Hpodiin, 6 'lepeuiag
kal 6 Midac.

MNevakt kal peidvi, odatoypadia pé Asukée miveléc mavw of
Aentr) nepyapnvn (vellum). 31,2 X 19,5 ék.

4. ‘0 Mivwe, N Quoia thc Buyatépac Tol ‘ledgdd, & "Ayauépvwvag,
& Mevéhaoe, N "Apnayn thc ‘EAévne (MNpiapog, "EAévn, Name),
& ‘laocovac kai & “Ekropac.

Nevakt kai peidvi, vdatoypadia pé Aeukéc kal xpuoéc TUVEAIES
navw oé Aentn nepyapnvn (vellum). 30,6 X 19,8 £x.

Ol iotopiee Tov Saonuwy dvdpiv kal yuvalk@v The dpxaidtnrag fitav
Evac and touc Tpénoud pé Tole dnoioue 16 nveldpa Thg apyadtntag duatn-
priifnke {wvrtavd. Térolec Sinynoelg anotéAeday nNyeg eunveldgews yia
oV AdvTn Kai Tov Bokkdkio, kabwe xai yud tolg Lwypdgoug dadopwv
KOKAwY Tolxoypagiiv, dnwg elvar éxkeiveg nod grhorexviénkav and Tov
Nepoutlivo kai tév veapd Pagani ord Korrérilo vied Kdaumo Tig Me-
poutfa otd TéAn 1ol &ékatou néuntou aiwva. ‘0 Malokivo vrd Navikaie
gUuUNANpwWoe pd cewpd and roxoypagiec mod anewkovifouv aEidhoya
ioTopikd neploTaTikd otd mardn ol Kapdivahiou TLopvtaveo "Opoivi ot
Paun, t6 1432. Oi Toixoypagicg aiTég, nod dév owénkav, aviypagnxkav
o' Eva kwdika nov Bpioketal Twpa ot culdoyr Kpgom, ot MiAdvo, ano
1oV Asovapvto vid Mneldroo. AlTdc AvTiypdgnke pE T Cepd Tou and
Tév oxedaom) 1| Touc oxedaotéc pag, aihd of Eva otih nol eixe
neplocdTepn Lwvravia. Zondovral évvéa ouvolkd guiia pé oxédia — padi
Ué Ta 300 Tol MnTponoAiTikol Mouoeiou — xkai pnopel oTiv Npoonadeia
auth va prv #habe pépoc Evac pdvo karltéxvne. T napadeiypa nou
Eyel TOV ApBpd 4 Seiyvel Eva mo ¢ivo kal gmdeEo xep and £xeivo nod
Eyel TOV AplBpd 3, kai dmmAéov T4 oTéppaTa oo 4 EXOoUV TOVIOTEL HE X PUTES
mvehiée. ‘Oplopévec ypagéc (Elena de grece) Exouv EkyalMoTei,
npdypa nod Seixver 1 & ténog Thg karaywyfg Toug sival 16 Koguono-
AiTike MiAdvo. Mavtweg, 16 nveldpa ThAc énoxic émTpénel wd sieubepia
orolc cguvduaopouc Tiv nmpodnTdv THC Narade Awabnkng pe “EAANVES
Bacihadec kai ZiBuAieg, kai The Quoiag g Kdpng tol 'ledBd pe v
‘Apnayr The ‘EAfvne. Mepikée popéc O kailtéxvne mpooBétel kal a
ypovohdynon (nx. 16 £rog 2774 yid tév "Exkropa). "OAdkANpn N gepad
apxifel pé tév "ASAN kai tersiwvel pé tov Tapephdvo, dnwe yvwpilovpe
ané tov Kwdika ol Asovdapvto via Mneldroo.
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3, 4. North Italian, mid-15th century.
Pages from a picture chronicle.

3. Romulus and Remus, the city of Rome, the Erythragan Sibyl, Numa
Pompilius, Isaiah, the Sibyl Herophile, Jeremiah, and Midas.

Pen and ink, watercolor heightened with white on vellum.
31.2xX195cm.

4, Minos, Sacrifice of the Daughter of Jephtha, Agamemnon, Mene-
laus, Rape of Helen (Priam, Helen, Paris), Jason, and Hector.

Pen and ink, watercolor heightened with white and touches of gold
on vellum. 30.6X19.8 cm.

One way in which antiquity was kept alive was in the stories of its famous
men and women. They were subject matter for Dante and Boccaccio as
well as the painters of fresco cycles, such as that executed by Perugino
and the young Raphael in the Collegio del Cambio, Perugia, at the end
of the fifteenth century. In 1432, Masolino da Panicale completed a set
of frescoes of historic worthies in Cardinal Giordano Orsini's palace in
Rome. The frescoes, which have not survived, were copied in a codex by
Leonardo da Besozzo (Crespi Collection, Milan); this in turn was copied
by our draughtsman or draughtsmen, but in a more vivacious style. Nine
sheets of drawings exist, including the Metropolitan’s two; more than
one artist may have been involved in the endeavor — No. 4 is in a finer,
livelier hand than No. 3, and the crowns in the former are picked out in
gold. Certain spellings (Efena de grece) are frenchified, which suggests
cosmopolitan Milan as the place of origin. In any case, the spirit of the
day freely associates Old Testament prophets with Greek kings and sibyls,
the Sacrifice of the Daughter of Jephtha with the Rape of Helen. Some-
times a date is given (the year 2774 for Hector, for example). The entire
series, as known from Leonardo da Besozzo's codex, opened with Adam
and closed with Tamerlane.

Reference: Berlin, Kupferstichkabinett, Vom spéten Mittelalter bis zu Jacques Louis
David, axh, cat. (1973) no. 27.

3. Harris Brisbane Dick Fund, 1958,
58105

4. Bequest of Walter C, Baker, 1972.
1972.118.10






5. Toupvai {Madho<brapavdike Epyactrnplo), yipw ord 1475-1500
Iknveg and Tov Tpwikd MNéhepo.
Tamoepi. 440 X 404 £k,

Ta Sagopa nepotanikd 100 Tpwikod MoAfpou, MO0 £punvelTnkay pE
voadlkd Tpono clpdwva pé 16 MoAeks Kai inmoTike nvedua THS £Nox g
Atav moAl SnuogiAf] ordv Meoaiwva. ‘H tamoepl adth, aviiker o€ a
and noiréc ceipée, nmol A kaBewd Toug £ixe Ap}ikd EVTEKQ KOMpATLA,
kai Seixvel T ouyxwvevon Tpiv éncioodinv. T ndvw pépog eikovilel
oV Govo Tol «00ndv Tol Meydhous (Hupon le Grand), évdg yryavTiaiou
ouppdyou Tav Tpwwy. ZT6 KEVIPO ThG eikdvag BAEnoupe Evav diho olp-
paxe Tov Tpwwv, Tév Sagitarius, Evav tofdtn-kévraupo «goBepo kal
KaTanAnkTikd: nol okoTwvel Tév Polienar kai gpoveldetal © dlog ano Tov
Alopndn. Katw de51d, 6 "AxihAéag kai & "Extopag kavovifouv T ouvav-
ot Toug Of pid povopayia, yia v' anogaocioouv yid tév néAepo: 6 “Exro-
pac kavel Thv npéracn va oyouv ol “EMnveg kal v’ agrioouv fouxn v
Tpoia, dv alTtéc vikfAoer oy "AxiAAéa. ‘O oxedaoThig Tov npooyediov
gé xapTovL AkohouBnoe T Bifynon To0 PaolA Aed£Bp, TOD NS ONPAVTIKOD
ané tolc ouyypageic pubiotopidv yopw and v Tpoia, Tol onoiou 10
Epyo «Recueil des Histoires de Troie» (Zuhhoyn Tov ‘loTopuiv TAQ
Tpolac) ypagTnke katd napayyeiia Tou douka tig Boupyouvdiog O ihm-
nou Tou Kalol. Ma va vyiver 16 8épa méd elkola katavontd anod Tov
Beath, £va éneEnynuatikd keipevo 0gavinke avapeoa oTic NOPACTATELG
The Tamoepi otV Kopudl kai oTé Katw pEpog NG, agi o] r:uhmn‘:‘:.:unq
npdobeoe pé gpovrida xai npoooxf Ta dvipata TV KUPLWY NPOTwWwy
pé wpaia yordikd ypdppara.

5. Franco-Flemish (Tournai), about 1475-1500.
Scenes from the Trojan War.
Tapestry. 440X 404 cm.

Events of the Trojan War, colorfully interpreted in the light of contem-
porary warfare and chivalry, were much relished in the Middle Ages. This
tapestry, from one of several sets which originally numbered eleven hang-
ings each, incorporates three episodes. At the top, “Hupon le Grand,”
gigantic ally of the Trojans, is slain. In the center is another Trojan ally,
the Sagittary, a centaur bowman “orrible et espatant,” who slays Polienar
and is himself being slain by Diomedes. At the lower right, Achilles and
Hector discuss meeting in single combat to decide the war: Hector pro-
poses that if he defeats Achilles, the Greeks should go away and leave
Troy in peace. The designer of the cartoons followed Raoul Lefévre, most
important of the Trojan romancers, whose Recueil des Histoires de Troie
was written for Philip the Good, duke of Burgundy. For the viewer's greater
understanding, an explanatory text is woven into the tapestry at top and

bottom, and the leading participants are thoughtfully labeled in beautiful
Gothic letters.

References: W.H. Forsyth in MMAB n.s. XIV (1955) pp. 76-84; MMA, Masterpieces
of Tapestry from the Fourleenih (o the Sixteenth Century, exh. cat. (1973) no. 8,

Fletcher Fund, 1952,
5268






6. "O«Texvime T Alveladacs,
Farhoc (ané ) Mpdd) , yipw ota 1525-1530.

"H mrawon 1iig Tpoiag dnwe T Sinyeital & Aiveiag.
Xaixkvn mAdka pé dlaxdounon and opdito. 22,5 X 19,7 éx.

Itiv Kapxnddva, & Alveiag Sinynonke 1@ telikd énewwddia tic Tpoiac
ot Adw kai v avAni e (Aeneis 2). ‘O opahtotéyvne, moU GvTAnoe Thv
Eunvevon Tou and ma Euloypagia Thc ékddoswe Tol Bipyidiou To
Feplvivykep, 1| onoia tunwénke otd ZrpacBolpyo 16 1502, Kataypade
TiG OKNVEG QUTEG KATA ypdaupa, kai pé pd shadpld nepidgpdvnon yia tie
kAhadikég avahoyieg. *H "EAévn kpUBetal 016 iepd Tig "Hpag. ‘H *Adpodity
gupBouielel TOV Alveia va owoel Tév matépa kai Tév vid tou. "0 Nooed-
vag kpadaivel v tpiawva tou, f) "Hpa kalel Tolg kataktntéc "EMdAnvec
oTa TMACIa Toug, 1) "ABNva aiwpeltal oTdv olpavd ndvw and tov nipyo
nol nEptet. TO xEpt TOU Aia, nol eikovifeTar dnwe TAplalel otdv natépa
TV @ewv, pixvel Evav Kepauvd navw oThv noAn. "Aplotepa eikovif etal Eva
YPQdIKO CUNMANpWHA TOU KElpévou ToU Bipyilhiou: O koppog évie dvipa
avadieTal and v kopudn Evoc nipyou ol kaiyetal, v Eva nadi néprer
VEKPG Niow Tou, "H mAdka al T Gviikel 0 pid osipd oknvav and v Alvela-
da, nod elvar pa and tig mo yonreunikée xai nepulfjtnrec cepég e0pw-
MA@y TUAATWY.

6. The Aeneid Master,
French (Limoges), about 1525-30.

The Fall of Troy as Related by Aeneas.
Plague, enamel on copper. 22.5x%19.7 cm.

At Carthage, Aeneas narrated the final scenes of Troy to Dido and her
court (Aeneid 2). The enameler, basing himself upon a woodcut in the
Grininger Vergil printed at Strasbourg in 1502, records these scenes
literally and with airy disregard for classical proportion. Helen hides in
Vesta's sanctuary. Venus counsels Aeneas to save his father and son.
Neptune wields his trident, Juno summons the conquering Greeks in their
boats, Pallas hovers in the sky above a falling tower. Jupiter's hand, like
that of God the Father, casts lightning on the city. At left is a picturesque
supplement to Vergil's text: the torso of a man emerges from the top of a
burning tower while a child falls to death behind him. The plague belongs
to the Aeneid series, one of the most delightful and coveted series of
European enamels.

References: J.-J. Marquet de Vasselot in Bulletin de Ja Société de I'Histoire de I'Art
Frangais (1912) p. 30, no. 9: M. Scherer, The Legends of Troy in Art and Literature
(Mew York, 1963) pp 188-89.

Gift of Henry Walters, 1925,
25.41






7. ’ltadia (Tookavn), péoa tol 150U aimva,

Mikpd knponfiylo: 'Ayopl nold oTékeTar mavw o' Eva Balaocoio
KoY UAL

Mnpodvioc. "Ypog 31,1 éx.

Td pnpodvifiva yiuntda fitav va dvandéomnaoTto oupnAfpwpa TAC ava-
Suwgewg THG KAQGIKAG dpyxalwotnrag oty 'Itaiia, mol ol avackapeg oo
Edagpdc Tne Edwoav Téoa Seiypara Epywv Thg dpxadtnrag. "Exel dva-
¢epBel noAdéc popéc o1 ol dvBpwnopopdikée AaBéc TOY "ETPOUTKIKDY
pnpodvidivioy Qyyeiwy Unfipfav 14 npdtuna Tav AuyEpldv Hopd@y TOV
kaluTtepwy pnpolvi{ivev ayaipandiwv TAc npuopng "Avayevvioewc.
‘H anwtatn dpwg mnyn eunvelsswd yid TN popdn ToU Knponnyiou
glval Ta avBpwnopopdird ApXITEKTOVIKAG oTrpiypata and v apxavdtnta,
&v@ TO naldi ol oTEKETAL OF «KOVTPAaNdoTos NAvw OT6 Koy UAL HipeiTal Tig
popdéc Tou Banmornpiou thc Ziévag, Epya 1ol peydiou GAwpevTivol
vAalmTn Nrovaréddo. Ta SiakoounTika onuadia nol ddnoe n énefepyaocia
e Epyalelo otd KATW Mépoc TAC Askdvne Tol knponnyiou Bupifouv ud
TEXVIKR Mol ypnowponoménke and tév Mihapéte, Tév yhlmn nod AdEsye
Tic ndpree Tol vaol tod “Ayiou Nérpou oty Pwpn, kai eival Baitepa
aklofalpaota.

7. Italian (Tuscany), mid-15th century.
Candlestick: Boy standing on a seashell.
Bronze. H.31.1 cm.

Bronze sculpture was an intimate adjunct of the classical revival in Italy,
whose soil yielded so many antique examples in excavation. The figural
handles of Etruscan bronze vessels have sometimes been cited as re-
sponsible for the suppleness exhibited by the best early Renaissance
bronzes. The ultimate source for the candlestick figure is in antique
figural supports for architecture, while the child standing in contrapposto
on a seashell directly emulates the Siena Baptlistry figures of the great
Florentine sculptor, Donatello. Particularly admirable are the ornamental
passages of tooling on the underside of the candle basin, recalling a
technique used by Filarete, sculptor of the doors of St. Peter's in Rome.

Reference: S.Rubinstein-Bloch, Catalogue of the Collection of George and Florence
Blumenthal (Paris, 18926} pl. XLVIII.

Gift of George Blumenthal, 1941,
41.100.74
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8. ‘ltaiia (lowg ®hwpevtia), TEAN TOU 1500 alwva.
‘0 Mapoiag.
Mnpolvtdvo ayaipatidio. “Yprog 30,5 £K.

Té potiBo auTd eikovileTal kai g€ pd and tic avayhudec Baocsc and
Mavriveia, mod Topa Bpioketar 016 'EBvike ‘ApyxaoAoyikd Mouoeio
The "ABNvac. ‘H yvwon tol BEpatos EHTacE KATA KAMOWO TPano, Igwe Sid
HECOU TOV Pwpalkdv caprkodaywy, pExpl THV Npwipn "Avayévvnon,
ondte Eyive noAd ThAc pédac. "Ero dnuoupynBnkav avriypaga mod
elvar Gha SadopeTikd, pé TN popdn nepiontwy pnpolvidivey ayaiua-
ndiwv, évi Suagopee dipeic Tou apBovolv 0f Asuxkwparta oxediwv kal
oé oxnvéc nol {wypadioTnkay and tolc yeyailTepouc Karlhtéxvee, and
Tov QUTOEAAD péxptl Tov ZiviopEidl. Ol Bearée EBAenav ouxvd T yepdrtn
évepynmkéTnTa oTacn 1ol Mapoua and niow, kai 16 vonua g favasp-
UNVEUTNKE 04v pid Ekgpacn ¢obdou. "ETol 16 £éva and ta duo napadeiyvpata
T SUAAOY TV Medikwv neprypddtnre odv «Eva clyxpovo elbwMo and
pnpouvtlo mol anokaisitar gpoBogs. Eivar pavepd 611 O dnpioupyog 1ol
eibwhioy pac eixe v npdbeon va answkoviosr tév Mapola, and 16 £m-
oTopo ol ypnowpedel yid va naifel 1év dlavdo. "Exeivo mol 16 Staxkpiver
gival n ££ Shokinpou odupniarn émedvela kal f pappapivn 8daon, oo
£xel UnooTel dpretéc pBopig, Kai SIAAEXTNKE HE APKETA XOPITWHEVD TPOMO
angd £vav and Toug Katoxyous TOU Y14 va TOVIoEL TV EvTUmwan The apxats-
nTac.

8. [Iltalian (probably Florence), late 15th century.
Marsyas.
Bronze statuette. H.30.5cm.

The source for this figure lies in Greek relief sculpture. The motif occurs
in one of the pedestal reliefs from Mantinea, now in the National Archae-
ological Museum in Athens. Knowledge of-this motif descended some-
how, probably via Roman sarcophagi, to the early Renaissance when it
was much in vogue. Copies, no two identical, were developed in the
round as bronze statuettes, and views of it abound in sketchbooks and
scenes painted by the greatest masters, from Uccello to Signorelli. The
energetic pose was often viewed from the back and its meaning reinter-
preted as an expression of fear. One of two examples in the Medici col-
lection was described as "una figurina di bronzo moderna detta una
paura.” That ours is intended to be Marsyas is clear from the mouthpiece
for playing the double flute. It is distinguished by the all-over hammered
surface and the battered marble base rather charmingly chosen by one
of its owners to stress its antique flavor.

Reference: Florence, Palazzo Strozzi, Lorenze il Magnifico e le arli, exh. cat,
(1949) no. 15.

Gift of C. Ruxton Love, Jr., 1963,
53.195
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9. "AvtovEAho Mkatlive (1478-1536).
"lrakéc (Ano T ZikeAia) .

*Ayop mol Byale Eva aykab andé tq ¢répva Tou ("AmaxkavBi{opevog).

MrpolvTd ivo yAunTd. "Ypog 87 &x.
1500.

Té nepipnuo pwpaikd avriyvpadgo evog EANVIOTIKOD pnpolvilivou yhu-
nrod, 16 onolo sikovidel Eva aydpl v @pa nmol Byalel Eva dykdBt and
16 S Tou nod kal eival pud noddtipn dpyaia peAéTn and v kabnuepv)
Zwhf, peTakwiiBnke andé 1o Aarepavd otd MNardarco vrél Kovoepba-
TOpL and Tov Nana ZiEte A" 16 1471, rai dnd té1e Evive ma and ric
ApxXaldTNTEg Mol NPOKAAECQY NEPIOCOTEPO TO £vdlagEpov TEOV KaAhl-
Texvav. Zafovral dvrivpada of Suddopa OMKA, GAAA kavéva and Ta
npwipa napadeiypata d&v Exel TO péyebog kal Tov NMPoowmiKS yapakTripa
100 SIKO0 pag, Mou £xel YEVIKA MO XUupwdEels Kai md oTpoyyYuAES HOPGES
and 16 npwtdTuno, Kai Kovtolg kupaTioTols BooTplyoug Gvti yid xTéwi-
opa «nal-. ‘H ZikeAla ATav neprigavn yia v EvBoEn EAANVIKS kKAnpo-
voua tng, kai 1) peyain avBpwmonkh Spaoctnpuoétnta nold davanti-
XBnke €xel, arha / Zikehikn) KAacik "Enoxn Thg Avayevvioswsg OTN
YAUTITIKR SnuoupyniBnKe KUPLOAEKTIKG spéoa Of wd voxtas and Tov
"AvTOvEALD MraTdivi. 'O <AnakavBilopevoes eival Eva npuipo £pyo Tou,
nou BpuokoTay Kanote oto MNaikaroo "Alkdvrpes ot Meoorjvn, dnou xpn-
clponofjinke odv popdr) yud T Slakdounon Wac KpAvNe OTAV Kopudh
uidg oxkaiag. ‘H émypadr kovrd otd nodt Exel ] Onoypadn tol "Avro-
vEAO Kal T xpovoioyia 1500.

9. Antonello Gagini (1478-1536),
Italian (Sicily).

The Spinario.

Bronze figure. H. 87 cm.
1500,

The famous Hellenistic bronze of a boy pulling a thorn from his right
foot, prized as an antique genre study, was moved from the Lateran to
the Palazzo dei Conservatori by Pope Sixtus IV in 1471 and was there-
after one of the Roman antiquities that most attracted artists. Copies in
many media exist, but no early one has the size and independent charac-
ter of this, which has altogether mellower, more rounded forms than the
original, and clipped curls instead of a pageboy haircut. Sicily boasted
a proud Greek heritage and much humanist activity, but the Sicilian High
Renaissance in sculpture was created virtually overnight by Antonello
Gagini. This is an early work, once in the Palazzo Alcontres in Messina,
where it was used as a fountain figure at the top of a staircase. Inscribed
near the foot were Antonello’s signature and the date 1500.

Reference: J.D. Draper in The Burlington Magazine CXIV (1972) pp. 55-58.

Gift of George and Florence Blumenthal, 1832,
32121
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10. "Avrpéa Mavtévia (1431-1506)
ltaddg (and ) Mavroua) .

... . "H payn riv Bedv ThHg Bakaocoac.

Xahkoypadgia. 294 X 39,1 &k,
Mipw ova 1486-1494,

Té Epyo autd anoterel 16 Se81d Wod wbe ouvBéoswe nol TunNaGBnke oé
dlo Tunuara pe popdn {wddpwv, odv ANOTEAEOHA TAC EVTATIKAC pekétne
TV apyaiwy avayiiguwy mol Exkave & Mavrévia. Ol Baldooor <Biacol= Gé
avayiuga tig Bidkag t@v Medikwv ot Papn kal Thg MAuntodrikne 100
Movayou avayvwpiotnkav gdv mnyéc 1hg xaikoypadiac althc, AAAG
n elpnvikn Toug SiaBeon Epxetalr of Evrovn avriBeon pé v mapddopn
pavia Tav Baldgowwy SvTwv nod aneikévioe & Mavtévia. "Exdpdotnke 1
yvun nwe & kadréyvne dvrinoe v Epnveuon Tou and pid gLhoAoyikn
nnyn, dnhadn v Aivelada (Aeneis, 1.147—52) driou & Bipyihioc neprypd-
de1 pd BusAhwdn katawyida ot 8dhacoa, nmod THV npokdiecav ol
Beoi T@v dvépwv kai nol v napopolafel pé v opyr| évoe «yudaiou
oxAous,

10. Andrea Mantegna (1431-15086),
Italian (Mantua).

Battle of the Sea-Gods

Engraving, 29.4 X 39.1 cm.
About 1486-94.

This is the right half of a composition printed in two sections, whose
friezelike character results from Mantegna's intensive study of ancient
reliefs. Marine thiasoi on reliefs at the Villa Medici in Rome and the
Glyptothek in Munich have been identified as sources, but their pacific
mood is in marked contrast to the passionate fury of Mantegna's sea
creatures. A literary inspiration has been suggested in the Aeneid
(1.147-52), where Vergil describes a tumulluous storm at sea caused by
wind-gods, likening it to the rage of a “base rabble.”

References: AM. Hind, Early Itatian Engravings (London, 1948) V, p. 15, no. 6':
J.A, Levenson, K, Oberhuber, and J.L. Sheehan, Early italian Engravings from the
National Gallery of Art (Washington, D.C., 1973) no. 76.

Rogers Fund, 1921,
20881
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11. "Avipga Mnpiéoko, =" 1A Pitowos (1470-1532 nep.) kai padnréc Tou.
‘Itahia (Nadoua).

KaBiorog Mavag pé adhoig kai éva Adyvo and Koy A,

Mnpoovtlive dyaApatide. "Ygoe 23,4 £K.
Mopw ot1d 1515-1530.

‘H Exdoon 1Ag «Hypnerotomachia Polyphili» (“Ynvepwrtopayiag tod MoAd-
$ihou) pé Tic Luhoypagiec nol eikovifouv diovuoiakés upopgés, OTh
Bevetia 16 1499, Edwoe kawvolpyio oppivog orfiv navapyxaia popdr 1ol
gatopou. ZThAv yeitovikn Nadouvq, & kAaoikiothe yihunmne Pitow évow-
HATWOE guxvda gatlpouc otd Epya Tou. TETOION CATUPOL OKapdaAwmvouy
otic dkpeg TOU APIOTOUPYNUATOG Tou, dnAadn Tol pnpouvidivou Ma-
oxdhou knponnyiou nmod éykaractddnke ordv “Ayio "Avtovio The MNa-
douae 16 1516. 'O (dloc kalMTéxvne dlAotéxvnoe kai dida napdpuolq,
noU Kpatave piKpd oxkeun Kal powalouv va dAéyovral and v émbupia
va kepdioouv T ouunovia pac yid 1 oo wndn karactaon Toue, dnwe
glval my. 16 nopddeiypd pac. Td pana sival énapyupwpéva: id akoun
e0xApIOTN NApaTHENon kanowag apyxaiag cuviBeilag.

11. “Andrea Briosco, il Riccio (ca. 1470-1532) and workshop,
Italian (Padua).

Seated Pan with pipes and a shell lamp.

Bronze statuette. H. 23.4 cm.
About 1515-30.

The immemorial satyr was given new vitality by the publication of the
Hypnerotomachia Poliphili, with its woodcuts of Bacchic figures, in
Venice in 1489. In neighboring Padua, the classicizing sculptor Riccio
often incorporated satyrs in his work., They perch on the edges of his
masterpiece, the bronze Paschal candlestick in S. Antonio, Padua (in-
stalled 1516). He fashioned others, like the present one, who hold out
small vessels and seem wistiully to engage our sympathy for their half-
animal state. The eyes are silvered, a nice additional observation of an-
cient practice.

Reference: J.D. Draper in Apollo CVII (1978) pp. 174-77.

Gift of Irwin Untermyer, 1964,
64.101.1417
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12. 'Epyaothpio 1ol "Avrpéa Mnpudoko, «"IA Pitaio= ( 1470-1532 nep. ) .
‘lItaiia (Nadoua).

Tpitwvag kai Nnpnida.

MnpoivT{ivo oounAsyua:. "Ygoc 22,2 £K.
Mupw otd 1525.

"Avaiuaridia mol gikovifouv adTth ) ouvison cwlovral of MoAAEC Ouh-
Aoyég, GAAG TO napaderypd pag Exel ma idlaitepn BeAkTikn fyxapaktn
épyagia ndvw oTd peralio. Té npdtuno tol cupnAdyupatoc kardyeral
ané ) «Maxn tiv Bedw TR Bahkaocoacs Tou Mavtévia. (ap. kar. 10}, ahia
nhpe Eva veo evilagEpov pE TV NPoobKn S1aPopETIKGY ¥ OPAKTNPLOTIKOV
ywwplogpdtwy Kai v uloBémon noAlanidv andPewv. QO Tpitwvac
kpardel aldAolg oTd dplotepd Tou Xépl, &vid otd &eki kparoloe kKamote
£va BaAdooio kox M (nod ownlstal drdpa otd napdderypa THe culloyiic
Tpik) avti va kpadaiver Eva dmho, dnwg ot yaikoypadio Tod Maviévia.

12. Workshop of Andrea Briosco, |l Riccio (ca. 1470-1532),
Italian (Padua).

Triton and Nereid.

Bronze statuette. H. 22.2 cm.
About 1525.

Statuettes of this composition exist in several collections, but our example
shows especially attractive chasing. Derived from Mantegna's Baitle of
the Sea-Gods [10], the model is given new interest through changed at-
tributes and the adoption of multiple points of view. The triton carries
pipes in his left hand and instead of wielding a weapon as in Mantegna's
engraving, he once held a shell in his right (still present in the Frick Col-
lection example).

Reference: J. Pope-Hennessy, The Frick Collection: 111,
Scuipture (New York, 1970) pp. 94-96.

The Jules 5. Bache Collection, 1949,
49 7.59



79



80

13. 'Epyaoctfipio Tou "Avipéa Mnpudoko, <" IA Pitowo= (1470-1532 nep. ).
'Itadia {Nadova)

Auxvap Aadiol of oxnpo opiyyag.

Mrpoovtloc. "Yoc 12,4 £k,
Mipw ord 1510-1530.

O koxkAol Tv avBpwrioTiy THC Bdpewag ‘ltaiiae éktipoloav idlaitepa
Tic Sagopec GPelg TAg wkabBnuepwilg {wic TAg khaowkig dpyaldéTnrag,
dnwe anoxkahklnTovrav and Tic apxalcAoyikég davakaluyelg aouvrnli-
oTwv AvTikeinévey kaBnuepiviic xpriione. 'O Pitowo kai 19 épyactnmod
Tou npopfifsuav oTd Kowvd alTéd auétpnTa peiavodoxela kal Auxvapia,
ord onola ol napadofec cuotpogéc TAc dpyavikhe Hopdhc kai TEv £mi-
HOViY puBudy Exouv Evav Npoownikd xapakThipa. ‘H o@iyya pag, pe Ta
purAOoE A pEAN polal el odv va puodel T Adya p£ Ta POUTKWUEVA NG ua-
wouAQ.

13. Workshop of Andrea Briosco, il Riccio (ca. 1470-1532),
Italian (Padua).

Qil lamp in the form of a sphinx.

Bronze. H. 12.4 cm.
About 1510-30.

Morth Italian humanist circles relished the everyday aspects of classical
antiquity as revealed by the archaeological recovery of curious domestic
objects. For this audience, Riccio and his workshop supplied numberless
inkwells and lamps, whose fantastic convolutions of organic form and
insistent rhythms have a character all their own. Qur leafy “'sphinx™ gives
the impreéssion of blowing the flame with her puffed-out cheeks.

Rogers Fund, 1911,
11.38.2
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14. KoAlv Kaotiy kai 8onBoi tou, nmol fj Spdon Toug TonoBeETEITAL OTig
dpxéc Tol 16ou aiwva.
raiiia (Zyohn Tig Pouev).

Aéxo dpBoynvia kopparia ané 76 Zatw vré Mkayidv.

=0Ao BahaviBide, nol Exel Souleutel kal dapoppwiel oé duo nop-
tec. “Yloc kGbe ndprag 217,2 £k,
1508-1517

‘0 «Xpuode Olkoc» (Domus Aurea) Tou Nepwva ot Pwpn avackapInke
ativ apyf Thc Sekastiag ol 1490, npokaA@vTag ToV évBoumagud Sia-
gopwv  Kalhtexviv, molu eidav ud Eviehaq kawvoUupyia dgn TAG
apxaidTnTag v' anoxailnTeTal oTd nhouola S1akoounTIKa GUMMAEYpaTa
v towxoypadi@v Tou. Ol toixoypagieg altég Eyivav ol nnyeg TAG
gunveloswe WAg TexvoTponiag nou £yive yvwoTr 04y «yKpOTEDK= (amd
Tic évopaoiec «ykpOTTa» Kai «yKpoTEOKO=, NoU Sivovrav otolg Bakdapoug
rouc dnoiouc Siakoopoloav ol Towoypagieg, kai nol SadoBnke ypr-
yopa o' GAGKANpn THv E0pwnn pé 1a Epya TAg XapakTikhG. 'H Sakéopunon
«YKpOTEOK> E3WOE Eva ANEPLOPLOTO PEMERTOPLO EUPTUATIKGY TXNPATWY,
kai elxe T peyahitepn Iftnon yid noAkés dexkaeTieg. To mo nepignuo
napadetypd g, dniadn ol Slakoounocelg Tol Paganh kai Thc OxOoARS
tou yud T Adtla tol Banikavod, gival Alye petayevéoTtepo and 14 TU-
prtava altd Tav Bupdduikwy Tol MnTponoltikod Mouceiou, Ta énoia
napBnkav and moAAd pépn Tol napekkAnoiou Tol MoAuteAolg Zatd VTE
rkayidv Kovtd ot Pouév, noul avijke otdv Kapdivaiio Zwpd v "Aunoual.
Ta tounava tev Bupdpuliwv Tol napadeiypatds pag néTuxav v’ GnokTi-
oOoUV AV AKOUA KAQOIKA vETa pé T6 Taiplaopa Tav o Siokwv, nou dei-
xvouv TOV 'ABpravé kai T ®auoTiva pal i pé 16 noprpaite 1ol kapdivaiiou,
xaBug kai ékeivo Tol npootdrn Tou Bacihd Aoudobikou 1B 7.
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14, Colin Castille and assistants, active early 16th century,
French (Rouen School).

Ten panels from the Chéteau de Gaillon.

Oak, now incorporated into two doors. H. of each door 217.2 cm.
1508-17.

The Domus Aurea, the Golden House of Nero in Rome, was excavated
beginning in the 1490s, to the delight of artists who found an entirely new
aspect of antiquity revealed in the exuberant tracery of its frescoes. These
inspired a style which came to be known as “grotesque” (from the words
grofta and grottescho, applied to the chambers containing the frescoes),
and which spread rapidly throughout Eurcpe by means of prints. Gro-
tesque ornament offered a limitless repertory of inventive shapes and the
taste for it prevailed over many decades. |ts most famous example, the
decorations of Raphael and his school for the Vatican Logge, is slightly
later than the Metropolitan panels, which were taken from several parts
of the chapel at Cardinal Georges d'Amboise’s luxurious Chateau de Gail-
lon near Rouen. The panels strike a further classical note in the pairing
of roundels showing Hadrian and Faustina with the Cardinal’'s portrait
and that of his patron, Louis XII.

Reference: W. Rieder in Apollo CVI (1977) pp. 359-51.

Bequest of George Blumenthal, 1941,
41.190.493, 494
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15. *AvykooTivo Bevetowavo (yOpw otd 1490-petd 1 1531).
Itaiée (ané th Bevertia, épydoTtnke otn Poun) .

‘0 "AmoAAwvac Tou MneABevripe.

Xaikoypagia. 25,8 X 16,5 Ex.
Mopw otda 1516-1530.

O évopactdc altée papudpivog <"Andiiwvac,> nou eival £va pwpaiko
avTiypago &voc E£AANVIKOD pnpodvTfivou NpwroTunou, avaxkailginke
yUpw 0TO TéAog TOU Sékatou mEpnTou alwva, Kal EKTEANKE Yid mpuIn
popd otdv kimo ToU Kapdwdhou T{ouhdvo vieha PoBepe oTo Zav
Métpo iv Bivkoh Tig Poung. "Otav 6 kapdivaMag £yIve nanac pé 16 6vo-
pa "loditog B © (1503), 16 dyaiua uetadpéplnke oTd Bankavo, onou ano-
téAe0e [owe 6 md $nuopéve Epyo and Tiv apxaldtnTa yia TECOEPLG
ai@vec. ' alth v npoun anédoon, & xaikoypapog AvTIOTREPEL THY
otdon tol 'Andhhwva, kai eikovifel 16 dyaipa otiv katdoTtagn nol épi-
okdTav avapeoa otd 1511, drav tonofetniinke omiv KOyYn Tou o1 MmeA-
Bevrépe Tol Batikavol, kai oo 1532, érav 6 yAuntng Movropodhl dpxloe
Tic AnNoKaTaoTAoELS ToU.

15, Agostino Veneziano (ca. 1490-after 1531),

Italian {Venice, active in Rome).
The Apollo Belvedere.

Engraving. 25.8 X165 cm.
About 1516-30.

The celebrated marble Apollo, Roman copy of a Greek bronze original,
was discovered toward the end of the fifteenth century and first displayed
in Cardinal Giuliano della Rovere's garden at S. Pietro in Vincoli in Rome,
After the cardinal became Pope Juliug Il (1503), the figure was moved to
the Vatican where it became perhaps the most universally acclaimed of
any antiquity for four centuries. In this early view, the engraver reverses
the pose. He shows the statue as it was between 1511, when it was in-
stalled in its niche in the Vatican Belvedere, and 1532, when the sculptor
Montorsoli began his restorations.

Reference: H.H. Brummer, The Statwe Courl in the Vatican, Belvedere (Stockholm,
1970} p. 50.

Harris Brisbane Dick Fund, 1941,
41.72 (2.53)
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16. ’ltaiia (®advroa), yopw otd 1520.
PappakeuTikd doyeio pé rév 'Andllwva kai Tév AaBid.
Mayidhika. "Yog 26,7 k.

T4 dvopa Tol Jwypagou ol £pyou altod eivar dyvwoTto, alhd E€poups
nae PLAOTEYVNOE pEpLkEc and tic apadtepes dnuoupyieg of payldhika
nol ypovoioyolvtal oTrv kipa gdaon ThE "Avayevvnoews. TO «GAUMapeA-
Aos, Eva ¢apuakeuTikd Soyxelo nod Exel ouvrBwg KA oAl Mo Tanewvn
épgpavion, Eyive nMoAU ondvia Aavrikeipevo pac téoo padivaplopévng
énefepyaociac 600 £6M. 'Avdapeca otfiv mAodowa avBepwt dakdéounan
Unapxouv SU0 peydaiol KOkAol, péoa oroug onoioug eikovifovTal oi pop-
péc ol <"AndAlwva ol MneABevTépes kai Tol Aadid nou naifel Tiv dpna’
N pd napdoraon avriel Tiv Eunveuon g and uid xaikoypagpia tol
MikoAéTro vTd Movtéva rai 1) dAAn and Evav dvavupo PAwpevTivé yapd-
KT To0 &ékatou néunmrou al@va. ‘H EémavalapBavépevn £mypadn
CONSERVA BORAGINATA Swoagnviler én 16 Soxelo aldtd nepieiye
$appaxkeuTikd Boppaywo (Bopayo, pnopdvroa), Eva dnuodiAés papua-
keuTikd Botave (Borago officinalis) mol guxvd avaxkarsudtav pé kpaol.
“Evac "Ayyhog Boravordyoc ypager: =Téd Boppaywvo dvaxkoudilel thiv
kapdid kai divel evgopia=. "0 oxediaotic Tol napadeiyuarde pag napo-
Hoadel Tic idoTnTeEe TOU Boppayivou pPE Thv Enidpaocn THC HoudIKhc mou
GEpvel yahnvn kai xapd, pé 16 va divel otd Botavo autd ioyupolds ouvy-
yopoue yud ma tétola duodTnTa, Onwe eival o "Andhiwvac, & Beloc pou-
gikde Kail Bepansutnhe, kai 6 apmotne TAc Naiadc Awabrikne, mod o naig-
uoé Tou Bepaneuce TV Zaodh,
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17. "AhunpexTt Mropep (1471-1528).
Fepuavoe.
"AnmoAAwvac.

IxED10, ué Mevarl, KapE Kail TroUpo KadE peravi 0L kapeTi-yKpl
¥apti. 21,8 X 14 Ex.
ropw ota 1501-1503.

‘0 “Alunpext Ntlpep Gév énuoxédbnke morté 1) Popn, aidd yvoplle
lowe ToV «"AndéAwva Tol MnehBeviépes and Eva oxédio. 'H yupvi alt
uopdr, 0T YAPAKTNPIOTIKS OTAOT TOU «KovTpandoTos Tov EvaiEpepe ane-
pléplota, yari eEédpale Tig (Béec Tou oxeTiKG pé Tic idavikég avaloyieg,
nou npoépyovray and 1 perérn Tav Epywv To0 BirpodBiou. Zoppwva |
alTtd 16 clomua, Ta peyedn Tou Kegaiod, Tol Npogwnou, Tou oTinboug
KA. fTav npoxkaBopuopgva TuRuaTa Tou guvoiikod Ugoug Tol GwuaTog.
‘O Ntopep daivetal noe Eeofikwos alm T popdn tol "Andlhwva and
Eva npoyevEatepo ox 60 Tou, nol Twpa Bpioketal otd Bpetavikd Mouoeio,
dpifovrac TG neplypdppara év pépel pé Ta Tofa évog Sradntn. I ouve-
YElQ MEPATE HePIKA pépn, iGaitepa Tov Koppd, pé mé oxodpo pehavi. Ol
peAétee tol "AndMwva and tév Nripep Enailfav Eva OnUavTIKO POAD
otv EEEMEN THe Meppavikfc "Avayevvioews. Eival mbBavé nag 16 ¢oAAo
alTd aviike otdv Zwypado Xdave Mnaivrouvyk Mepriv, nod ftav olyypovog
KE TOv Ntopep, dAMG vedtepoc an’ autdv. I ouvéxewa népade and Tig
gurdoyéc Slo "Ayyiwv xarMTexviv: To0 veoxAaoikol yidmrn Topag
Mnavke kai Too {wypddou ToU dékartou E€vatou aiwva “Evtouapvt TL.
NouvTep, oTdv onolo Ogeiretal kai 1| ovopacia «'0 "AnoAiwvag Too
NouvTEp=.

17. Albrecht Direr (1471-1528),
German.

Apollo.

Drawing, pen, brown and dark brown inks on brownish-gray paper.
21.8% 14 cm.
About 1501-03.

Although Durer was never in Rome, he knew the Apollo Belvedere, prob-
ably from a drawing. The contrapposte nude was of infinite interest to
him as it coincided with his thoughts on ideal proportions derived from
Vitruvius. In this system, measurements of head, face, chest, and s0 on,
were predetermined fractions of the body's total height. Dlrer appears
to have traced this figure of Apollo from an earlier drawing of his in the
British Museum, establishing the contours partly with the arcs of a
compass. He then went over some parts, especially the torso, in darker
ink. Direr's Apollo studies played an essential role in the development of
the German Renaissance, this sheet possibly belonged to his younger
contemporary, the painter Hans Baldung Grien. It later passed through
the collections of two English artists, the Neoclassical sculptor Thomas
Banks and the nineteenth-century painter Edward J. Poynter, after whom
it is known as “the Poynter Apollo.”

References: E. Panofsky in Jahrbuch der preussischen Kunstsammiungen LXI
(1920) pp. 359-77; Washington, D.C., National Gallery of Art, Diirer in America,
exh, cat. (1971) no. VII.

Gift of Mrs. Wilham H, Osborn, 1963,
63.212
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18. Méaxomno vié Mnapunap ( 1460-70-y0pw oTa 1516) .
Itaiée (yevvriBnke otr) Bevetia, GAAG épyactnke ot Mepuavia) .

*AnéAhwvac kai “ApTEpn.

¥ahikoyvpadia. 16,4 X 10,5 £x.
Mopw otd 1503-1504.

‘0 TUNoC Tol <’ AndAwva Tol MneABevTépes petadépinke o' alTh T Xai-
koypagia ané tév Mdxkono vré Mndapunapt, Evav ano 1o0g apyaldTepoug
gnuavtikole ’Italolc KOAMTEXVES Mol épyaoTtnkav Of Mepuavikég avhig.
‘0 CAndihwvac kal | “Apteun thc xaikoypadgiag Tou naifouv 16 polo
mhavnTik@y BgothTwy. 'O ‘Andiwvac eivar & aktwvoBohog Bedg ToU
fiAlou, 6 kUpLog ToD oUpdaviou BoAou, Eva 1) " ApTepn, N Bed Tol geyyaplod,
tEadaviferal pali pé o6 Ehag e niow and 16 olpavio BoAo. *H odvBeon,
oxebaopévn pé niande tofoaideic kivijoelg kai pé 16 peyddo 1éEo Tol
‘Andodiwva va koBetal and 1o ndvw dkpo ThHg nidkag, £lval moil MPwWTo-
Turn. ‘O Mdkono Onoypadel pé T knplkelo, nod £8m elval Towg 16 olp-
Boio Tol ‘E puf, MpooTaTn TV KQAATEXVDV.

18. Jacopo de’ Barbari (ca. 1460/70-ca. 1516),
Italian (Venice, active in Germany).

Apcllo and Diana.

Engraving. 16.4x10.5 cm.
About 1503-04.

The Apollo Belvedere is seen transmuted in this engraving by Jacopo de’
Barbari, one of the earliest Italian artists of importance to work at the
German courts. His Apollo and Diana function as planetary deities. Apollo
is the radiant sun god, master of the celestial globe, while Diana, the
moon goddess, disappears with her stag behind the globe. The COMmposi-
tion, conceived in broad arching movements with Apollo's great bow cut
off by the upper edge of the plate, is highly original. Jacopo signs with
the caduceus, possibly intended as a symbol of Mercury, patron of artists.

Reference: J.A. Levenson, K. Oberhuber, and J.L. Sheehan, Early ltalian Engrav-
ings from the National Gallery of Art (Washington, D.C., 1973) no. 141.

Rogers Fund, 1920,
20.92.2
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19. "AAlunpexT Ntopep (1471-1528).
Mepuavoc.

"AmdAiwvag Kai "ApTEpN.

Xaixkoypadia, 14,9 X 8.3 éx.
ropw otd 1504-1505.

T6 ToAunpo auTé oxESo Exel Ennpeactel noAl and Tdv MNaxkono vie Mndp-
prtagt {ap. kart, 18). v kai & Ntipep sikovifel Tic BedtnTec odv AdEADIQ
KL Oyl odav mAavnukous avriinioue. 'O puwdne "Andllwvac powalel oav
va ui ¥wpdel péga ota Spua 1ol Ywpou THC nhdrkac, "0 <"Anddwvac 1ol
MneABevTépe mol elval Téo0 anapaitnroc yid TRV Karavonon Thc Kata-
YWyRe autol To0 «punaAleTIKol yUuvoD nviynke TeAciwe pEoa otnv £Ea-
peTIKA Slvaun Thg eunvedoewg To0 Ntlpep, kai avayvwpiletal Kupiwg
and 16 [ﬂxupﬁ HoTiBo ToU opilovTia ExkTeTauévouw ¥eprod. AUTH i Evtovn
algbnon, 7 «évrinwon Mopykavs dnwg dvopdletar, Exel wa EexwploTy
AaunpdTnTa.

19. Albrecht Diirer (1471-1528),
German.

Apollo and Diana.

Engraving. 14.9 X 8.3 cm.
About 1504-05.

The bold design owes much 1o Jacopo de’ Barbari [18], although Diirer
shows the divinities as brother and sister rather than as planetary rivals.
The sinewy Apollo strains the spatial limits of the plate. The Belvedere
Apollo, so necessary to the origin of this balletic nude, is quite submerged
in Direr's invention and is recognizable chiefly in the strong motif of the
horizontally held arm. This impression, the *Morgan impression,” is parti-
cularly splendid.

References: E. Panofsky in Jahrbuch der preussischen Kunstsammiungen LXI
(1920) pp. 359-76; Washington, D.C., National Gallery of Art, Diirer in America, exh.
cat, (1971} no. 31.

Fletcher Fund, 1919,

19.73.76
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20. Mapxo NTévie vrd PaBévva (Eépydaotnke yipw otd 1510-1527).
‘lrakde (and ) Papn).

‘0 Aaokdovrag.

Xaikoypadia. 44,2 X 328 éx.
MeTa 16 Mevapn Tol 1506.

‘O MAiviog, otiv «Historia naturalis», (Quoiki ‘lotopia 36.37) émdayi-
Aevel moAdoug Enawvoug otd dyaipa Tol Aaokdovra, Epyo Tav Podiwv
viumtayv “Ayficavdpou, Noildwpou xai 'ABnvddwpou. "Otav 16 (610
auTé Epyo avakahigenke ava otiq 14 ol Mevdpn tod 1506, péoa o’vay
auneAdva, mavw otd Adpo Tol 'Eokoudivou ot Poun, avayvwpiotnke
QuETWS, KAl Mpokaieoe 16 Bavpaopd dhwv, kai iGlaitepa Told Muxan “Ay-
yYehou kai to0 MNama ‘lodhiou B, mol 16 £xkave ouvTopa KTAPQ TOU
kai {Nmnoe va karaokeuaoTel ma kéyxn £idika yia v TtonoBénon Tou
pETa oAV auAn to0 MneABeviépe Tol Batikavol. 'H yahkoypagia adt,
mou Seixvel 16 oupnieypa xwpic AnokartaoTacels, pnopel va RTav wa
ano Tig NPWTEE AVvanapacTAoELS TOU.

20. Marco Dente da Ravenna (active ca. 1510-27),
Italian (Rome).

The Laocodn.

Engraving. 44.2 X328 cm.
After January 1506.

In his Natural History (36.37) Pliny lavishes praise upon a statue of
Laocodn by the sculptors Hagesandros, Polydoros, and Athenodoros of
Rhodes. When this very work was rediscovered on 14 January 1506 in a
vineyard on the Esquiline Hill in Rome, it was immediately recognized and
universally admired, notably by Michelangelo and by Pope Julius I, who
soon acquired it. The present engraving, which shows the group without
restoration, may have been one of the first representations of it.

Reference: M. Bieber, Laccodn (New York, 1942) p. 5.

The Elisha Whittelsey Collection, The Elisha Whittelsey Fund, 1949,
49.97 122
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21. Mdapko Ntévre vra PaBévva (Epydotnke yopw otd 1510-1527).
‘ITakog (and ) Pwun).

‘0 Bavarog ToU Agokdovra.

Xaixoypadgia, 27,6 X 39,2 £k.
Aiyo peTa 1o 1508,

‘0 Aaoxkdovrac fitav & npeoButne and thiv Tpoia nod npoeidonoinos Tolg
QUPNATPIIDTES TOU va dudayTodv anoé 16 §iAvo dhoyo 16 dnoio npdodepay
ol "EAAnves oav apigpwpa oty "ABnva kai nmol, yid oy doéBeld tou,
CuvTpipTNKE and ddo Bakacoia ¢idia pali pé Toug d0o yiolc Tou. " Av Kai i
iotopia auth Atav yvworh and noid nalhid of "EAAnvee ouyypadeic,
onwg elvar 0 Bakyuhidng xai ¢ Zogorifc, év Toltolwe dvapépetal pé Tov
NMANPECTEPO KAl TG ypadikd Tpdno and tév Bipyido ord Selrepo BiBAio
Thg =Aiveladags. ‘O Mapxko Ntévre Jwvravelsl 16 keipevo tol Bipyihiou,
EMNpPeacpévog and wa wkpoypadgia thc dpiune apyaidtnrac nod Bpi-
OKeTal OTO Bankavd, &vd ouyxpdvwe Savaspunvelel 10 apyxalo yAunto,
TN popdr 1ol ONoiou £i}E NPONYOUHEVWC TEKUNPIWOEL HE TETOLA ApX ALOAG-
Yk akpiBewa (ap. kar. 20).

21. Marco Dente da Ravenna (active ca. 1510-27),
Italian (Rome).

The Death of Laccoén.

Engraving. 27.6X39.2 cm.

Shortly after 1506.
Laocodn was the Trojan elder who warned his countrymen against the
wooden horse proffered by the Greeks as a dedication to Athena and
who, for his impiety, was overcome with his two sons by a pair of sea
serpents. Though the story is known in such early Greek writers as
Bacchylides and Sophocles, it is most fully and graphically related by
Vergil in the second book of the Aeneid. Influenced by a late antique
miniature in the Vatican, Marco Dente animates Vergil's text, reinterpret-
ing the ancient sculpture that he had previously documented with such
archaeological precision [20].

Reference: M. Bieber, Laocoon (New York, 1942) p. 5.

Jaseph Pulitzer Bequest,
17.50.186, 99
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22. Nuohd Mnovrpivt (Epydotnxe yOpw otd 1566) ané &va £pyo 1ol
Tiowavod ( Tirotdvo Berodh, 1488-1576 nep.).
‘lraidg (dnd 1) Beveria).

Kapixarolpa To0 Aaoxdovra.

Svhoypadia. 358 X 49,1 &x.
Mioa 100 160w aiwva.

"H yvwon 100 cupnAtyparoc to0 Acoxkdovia 2Eaniwdnxe nold ypriyopa
®al of moAAG pépn xapn ¢f avriypada xai tkpayeia, xadoe xai of Kapa-
KTKG £pya oav £xkeiva tol Mdapxo Ntévie. ‘O Twowavédg £idL 16 npwrd-
o Epyo pdhig 1o 1545, dndadh 1 wpovid nol fmoxédinxe 1 Poun
yid npwn ¢opd, dAAG napabiter Adn 16 £pyo omiv eikdva 100 Bwpol pé
v <"Avaotaons, nou {wypadios 16 1522 yia tiv £kxinoia Tav "Ayiwv Na-
{apoug xai Kéhooug 1ie Mnpéowa, xabog xai otdv nivaxa «Bdxyog xai
"Apiadvne, nou xpovoloyeital otd 1523 xai Epioxerat Twpa oty "EBvikn
Mvaxednxn 100 Aovdivou. 'H Euvloypadia nmol £feré&loups wpovoro-
yEITQL yEVIKG 00 1) TPEIC SERQETIES QpydTEpa. “Exoviac guvdeBel pi Tév
Twoavd dnod ta péoa 1ol Serarou £85opou alwva, yapaknpilerar and pa
LKnANETIKG crufenikd HuaBcon anévavr oTo npwtdTungd £pyo. Té vénua
not fmdiwfav va T dnodwoouv mapapéver acadéc. ywari Siv v
oyxoldiaoce olre & Twowavée, olre xavévag olyypovos xalréxvne. Ol
xupttepee Spunveice nol npordfnxav £ivar tpsic. Nphro, ¢ mén-
kduopdoc Aaoxdoviae unopel va dnoteiel Eva yAsuaopd Tie ongplolknc
cOMGBeiac npde v dpxaidtnra. Aclrepo. pnopel va eivan 1) dvridpaon
100 Tiowavol oty adidkonn ¢povrida TS "Avayevviioews yia 1r) oxion
e téxvne pé 1 ¢lon xal yid v dvriinyn én «f) téxvn civan ¢ mién-
Xiopde ThC phongs. Tpito, odpudwva pé v ind8econ tod X. M. T{dvoov, i
Eudoypadia pnopel va dnoredel wd Evdailn vid v avbpeiEn 100 kol
TExvn of wd Enuotnpovikn) Stapdyn nod pawvdrav otic dexaerieg 1o 1540
xai To0 1550, dvapcoa otdv dvarduo "Avipéa Beldhoug rai Tole 1eAsy-
TQioug UNEPAOTUOTES TOU Yarpol ToU deurepou aiwva MaAnvol, moo
navw oty Sidaokaiia Tou Baciotnxke i dplédoln larpixh. "Avaucoca oric
truxpiocgie o0 Beldhoug yud tédv Foinvd frav 1 xatnyopia St gixe
HEASTAOSL T owpatikny dourf Tdv mBixkwy xai dxt tev avlBpanwy. "Encidn
gival oxeddv 8£8ao St & Twwavde yvwpils npoownikd 1dv Beldhoue.
i Eudoypadia pac pnopei va cival N ouveloPopd Tou ¢ alTh THV agi-
paxia kara m Sugprewa o0 noAfuou avapesa otoug onadoug THS napa-
Sdocwe vai Touc npoodecunikole.



22 Niccold Boldrimi (aclive ca. 1566) alter Titian (Tiziano Vecelli,
ca. 1488-1576)
Italian (Venice).

Caricature of the Laoccoon.

Woodecul. 358X 49.1 em.
Mid-16th century.

Thanks to copies and casls, as well as prints like those of Marco Dente,
knowledge of the Laocodn group spread rapidly and widely. Titian did
not see the onginal until 1545, the year of his first visit to Rome, yel he
was already quoting the work in his altarpiece of the Resurrection painted
in 1522 for the church of S5, Nazarus and Celsus, Brescia, as well as in
the Bacchus and Ariadne of 1523 now in the National Gallery, London.
The present woodcut is generally dated two to three decades later. As-
sociated with Titian since the mid-seventeenth century, it displays an
astonishingly virulent attitude toward the sculpture. As neither Titian nor
any contemporary seems 10 have commented on it, the intended mean-
ing remains unclear. Three major interpretations have been advanced.
The simian Laocodn may be a gibe at excessive veneration of antiquily.
It may be Titian's response 10 the Renaissance preoccupation with the
relationship of art to nature and the idea that "art is the ape of nature.”
Thirdly, as HW. Janson has suggested, the woodcut may indicate the
artist’s involvement in a scientific conlroversy that raged during the 1540s
and 1550s belween the anatomist Andreas Vesalius and latter-day de-
fenders of the second-century physician Galen, on whose teachings ortho-
dox medicine was still based. Among Vesalius's criticisms of Galen was
the charge that he had sludied the structure not of men but of apes. As
Titian almost certainly knew Vesalius personally, the woodcut may have
been his contribution to this skirmish in the war between traditionalists
and progressives.

Reference: H.W. Janson in The Art Buliétin XXVII (1946) pp. 43-53.

Rogers Fund, 1922,
22.73.3.125
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23. Toulho Acundpvro [ 1455-1533 nep.).
'Itadde (aGnod T Beveria).

Neapbde molep1oTAC.

Mapuapo. “Ygoc 87,6 éx.
Fopw ota 1490-1500.

Mg dvaBiwon thRg dpxaidtnragc nou yapaxkmpildérav and Eexwploth
ninpdtnra £ywve ot Beveria and v oikoyévela téwv Aoundpvro, mou 16
mé mpokiopéve pérog e Atav & Toulao. AT Atav xai f mé netu-
¥NUEVN GPouoiwon TG KAQOIKNG HOPPNS MOU papTupeital otV Evpwnn
peETa and éxeivn ThC Pwpainic énoxhc. Ol tapol nod xriotnkav and tov
TodAO Kai TV oiKoyEéveld Tou yid Ta péAn Tic BeveToldvikne apioto-
kpartiag gixav Oykwdelg pappdpivoug Toiyoug, kai cixav dapopdpwdel
clv aideg BprauBou nol nepisiyav Tadikée popdée, KopPes kai apuo-
vikd AaEgupéveg. ‘'O «Neapde noiemotries pdg, ¢aivetal neg civar Eva
Koppdr and £va térolo tado, odv pépog &vée yevikol vekpikoD cupbBo-
Aopol ol dvadpéperal ord Bpiapbo otiv nain katd tod Bavarou. MonTeuTi-
kée odv Evac véoe “Ayiog Mewpylog oTpEgEl TO KEGAM TOU MPOG TA ApLoTE-
pa, Kt alté Seixver noc dvike o Eva ooumisypa ané SU0 NOASHIOTES NMow
niaiciwvay tic 0o nhsupée, kit Eporalav pe Tig popgeg ToU pvnueiou TV
Bevrpapiv tod TouAo oty éxkAnoia tav "Ayiwnv 'lwdvvn xai Naviou TS
Beveriag, pé 1 Slagopa nig frav Huicwpes. 'H énwpida Tou, nod £x&1 )
HopQN Asoviokedainc, sival pid ypadux npoondeia tol KalMtExvn va
pac EavaBupioel v navoniia Tév Gpxaiwy.

23. Tullio Lombardo (ca. 1455-1532),
ltalian (Venice).

A Young Warrior.

Marble. H. 87.6 cm.
About 1490-1500.

An especially thoroughgoing antique revival was effected at Venice by
the Lombardo family whose most gifted member was Tullio. Europe had
not witnessed s0 successful an assimilation of classical form since Roman
times. The massive marble wall tombs erected by Tullio and his family
for the Venetian aristocracy were fashioned as triumphal arches contain-
ing gravely elegant, smoothly carved figures. Part of a general funerary
symbolism of triumph over death, our Young Warrior is apparently a frag-
ment of one of these tombs. Altractive as a young St. George, he turns
inward to his left, suggesting that he was one of two flanking warriors,
half-length but otherwise like the figures of Tullio's Vendramin monument
in §5. Giovanni ¢ Paolo, Venice. His lion's head epaulet is a picluresque
attempt to evoke the armor of the ancients.

Reference: L. Planiscig, Venezianische Bildhaver der Renaissance (Vienna, 1921)

p. 239,

The Friedsam Collection, Bequest of Michael Friedsam, 1931,
32.100.155
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24. TLav Kpiotdgopo Popdvo (1470-1512 nep. ).
ltaide (Epydotnxe ot Paun xai ot Aopbapdia).

Iyt£Si0 yid Eva Tagikd pvnpeio.

Ix£010, nevart kai peravi, KaPé pawwpévo peAavi. 296 X 154 £x.
ropw otéd 1500.

' alté 16 yonTeuTikG oxédio yid £va neprrouiopéve tago, i oxediaonxn
Scfiotexvia ol kaltéxvn civan &§icou peyain pé tic riodoficg Tou
va punBel v kKAaoikn dpxaidtnra. 'O Siokog pé T pETwK npoToun
nol ikovitel, kardyerar and Ta pwpaikd Tadikad pvnpeia. "ExTég and Tov
Evayyehopd, ™ Anpoupyia tod Kdéopou xai toug EvayysMotég, ol
pkpéTEpee oknvée sikovifouv {wypadoug kal AoTpovOopous, MoU 10w
Seixvouv 1d idaitepa évdiadépovra Tol neBapsvou. Mid Selrepn £5€vaon
BonBei 16 Bear va xarakdBsl nwe N napdoraon TG {wdpdpou OTAV
kGtw Zovn Sév npénel va Epunveutel oav Bakkds Xopds, dAG odv
ud  avanapdoraon The Asutépag Mapouciag, nol ExEl NPOCLKTIKG
Siaokeuaotel ué T pEAETN TV AVTIOTOIX WY BaKYIKGOY OKNVIDY TOV apXaiwy
caprodaywyv. Mia Ehkosidng avBepwt dakdounon, pé M xapaxkrnp-
oTikr EKAENTUVON THAG ENoy g Tol AlyoloTou, CupnAnpwVEL TO COVOAD.

24. Gian Cristoforo Romano (ca. 1470-1512),
Italian (active in Rome and Lombardy),

Design for a funerary monument.

Drawing, pen and ink, brown wash. 29.6X15.4 cm.
About 1500.

In this fascinating project for a wall tomb, the artist's draughtsmanship is
equal to his classical ambitions. The roundel with its frontal portrait bust
is derived from Roman burial monuments. Besides the Annunciation, the
Creation, and the evangelists, the smaller scenes include geographers and
astronomers, presumably indicating the interests of the deceased. One
has to look twice to realize that the frieze at bottom is not a Bacchanalian
dance but the Last Judgment, cannily adapted from the study of ancient
sarcophagi. Crisp floral ornament of an Augustan refinement completes
the whole.

Reference: MMA, XV Cenlury ltalian Drawings from the Robert Lehman Collection,
exh. cat. (1978) no. 38.

The Rabert Lehman Collection.
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25. Mapravrdvio Paipdvr ( 1480-1524 nep.).
and éva Epyo 10U Paganh (1483-1520).
"Itadde (Epydotnxe ot Pwun).

'O Napvacods.

Xaixoypadia. 354 X 468 &x.
Mipw ota 1510,

‘H roixoypagia avth. nol {wypagiotnke and tév Padani ord 1510-11
navw andé pa ndépra the Ivavioa viédha Ieviarolvpa told Batxavod,
gival Eva ané 14 kopugaia mredyparta The Koplag ®dong Thac "Avayevvr-
OEWS, Kai ma opath ékdfjiwan TAS TéAswag dppoviag Mol KuplapyoUuos
avapcoa otig poloeg kai Tolg nonTég Thg dpxaiag xai tig olyxpovne
émox g, Mol eixav ouykevrpwdel ndvw otd iepd Bouvd tol "Andihwva.
Ot duadopig avapcoa o aurd 16 xaparktkd £pyo kai v Torxoypadia
Tou Pagand, deixyvouv omt & Mapravidvio, mod Arav & xapdxine mod
OuyKEVTpWVE TV LumioToolvn ToU KarlMTéxvn, eixe oav npdrund Tou 14
NMpOKATAPKTIKG oxedid tou xit Oy 16 Teiswwudvo Epyo. "H toixoypadia
Exel Oynua AuotAnvou Kai napaicingl toug ¢repwrolte Epwrec (putli)
not ¢épvouv OTedgavia yid tolc noinréc. "Enione morhéc AAAec pop-
Pic kai Sdgopa xapaktnpioTikd TAc ouvBéosws aMGxInKav Kai
BeATuBnkav o1d TeAcwopévo £pyo. Ma napadoiyua, & Paganih Sév
dvtAnoe 14 mpdtuna TEHV pouoIK@Y Opydvwy TA dmoia dncikévios and
Td paAiov povorova napadsiyuara nou BAfnoups ot yaixoypadia,
MG and ma o alBevrikr avayAugn napdoracn Tov Mouo@v navw
Of W oaprodayo nou Bprokotav TOTE ot cuddoyn Martét.

25. Marcantonio Raimondi (ca. 1480-ca. 1534)
after Raphael (1483-1520),
Italian (active in Rome).

Parnassus.

Engraving. 35.4xX46.8 cm.
About 1510.

The fresco painted by Raphael in 1510-11 above a door in the Stanza della
Segnatura of the Vatican is one of the great accomplishments of the High
Renaissance, a visual demonstration of perfect harmony as it reigned
among the muses and poets, ancient and modern, gathered upon the
mountain sacred to Apollo. The differences between this print and the
fresco itself show that Marcantonio, who was Raphael's trusted engraver,
had the artist’s preliminary drawings in front of him rather than the fin-
ished work. The fresco is lunette-shaped, and lacks the flying putti bearing
crowns for the poets; many other figures and attributes in it were also
altered and improved. For example, instead of the rather humdrum musical
instruments seen in the print, Raphael turned to a sacrophagus relief of
the muses then in the Mattei collection for more authentic models.

Reference: E. Winternitz, Musical Instruments and Their Symbolism in Western Art
(New York, 1967) pp. 185-201.

Bequest of James Clark McGuire, 1931,
31.54.166
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26. Mapravtévio Paipdvu (1480-1534 nep.),
ané éva £pyo Tou Paganh (1483-1520).
lrarde (and ™ Poun).

'H kpion To0 MNépu.

Xahkoypadia. 29.5 X 43.8 £k,
Mopw ota 1510,

Té oxédia ol Paganh dév daowbnkav omiv nepintwon ad™, npaypa
nou kaver 16 xapaktikd £pyo 1ol Mapkaviévio aroua mé noAdTipo. O
Pagaii GvtAnge v Eunveuot Tou and pud caprodayo nod sikovilzl TV
Kpion to0 Népt xai 8pioketal Twpa ot Bika Mévuror Tig Poung. aMha
Snuiotpynoe Eva x@po ué mé Aoyikh avantuln, kai ol yupveg popdég Tou
Eyouv nohl peyahotepn Sivapn. Méa napadeiypa, © AAKIWEEYOS Mpoow-
nonoinuévoe Beéo-motapds, sivar Eva Balpa oxsdaguxig Seblote-
yviag. Ol oulhéxTEg TOU Sékarou Evartou aiova Etpedav iGaitepn EKTi-
pnon yia Tic xahkoypadisg 100 Mapraviévio. Té «tpios otd defio pépocTol
yapakTikol altol €pyou tivar lowg MEPLOOHTEPO YVWOTO OGv pd and
Tic nnyéc fpunveldosws ToU yvwotol £pyou Tou Mave «Mpdyeupa ot
yAon (Déjeuner sur I'herbe).

26, Marcantonio Raimondi (ca. 1480-ca. 1534)
after Raphael (1483-1520),
Italian (Rome).

The Judgment of Paris.

Engraving. 29.5X43.8 cm.
About 1510,

Raphael's drawings in this case do not survive; Marcantonio’s print is
therefore doubly precious. Raphael drew his inspiration from a sarco-
phagus with the Judgment of Paris now at the Villa Medici in Rome, but
he brought about a more logically developed space and his nudes are
much more powerlul. The old river-god at right, for instance, is a marvel
of draughtsmanship. Marcantonio's engravings were prized by collectors
in the nineteenth century; the trio at right in this print are perhaps best
known as a source for Manet's Déjeuner sur I'Herbe.

Reference: M. Scherer, The Legends of Troy in Art and Literature (New York, 1963)
pp. 18-19,

Rogers Fund, 1919,
18.74.1
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27. Mapravtévio Paipdvr (yipw otd 1480-npiv ané 16 1534).
'Itarég (and ) Paun).

Mvnueiddng Npdooyn pé Kapundes.

Xaixoypadia. 31,1X 21,1 gk,
ropw ota 1520.

‘H apxadnpenn (all'antica) aim pavraoukl oxknviy Snuoupynonke yUpw
and £va povadkd avukeipevo: 16 yuvaikelo kepdh g1d KEvIpo naipvel
16 npdTund Tou and ud kapudnda oté Mouoeio Kiapopdvr otd Bankavd,
nou fTav yvwoth anéd 1é dékaro népnto ainva, Kai eixe yivelr avrikeipevo
uide iSiaitepne perétng and 1év kOxho 1ol Paganh. Qi d00 popodic, nol
agréxovTal oTov nuikdva kal druokiad ovran TeAsiwe and 1o Gy og Tou, Sivouv
pid iséa Thg kolooowaiag khiparag nod GpapaTioTNKe & KAAMTEXVNS Yia
14 £pyo TOU.

27. Marcantonio Raimondi (ca. 1430-before 1534).
Italian (Rome).

A Monumental Fagade with Caryalids.

Engraving. 31.1x21.1 ¢cm.
About 1520.

This fantasy all'antica was built around a single object: the central head
is based upon that of a caryatid in the Museo Chiaramonti of the Vatican,
known since the fifteenth century and studied especially by the circle of
Raphael, An idea of the titanic scale envisioned by the artist is given by
two figures standing in the portal and dwarfed by it.

Harris Brisbane Dick Fund, 1926,
26,501 (22)
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28. NukoAd Nedndpro (1475-1545 nep.) .
lrarde (Gno 16 Kaotéh Ntoupavie).

Miaro pé v6 Bavaro 1ol "AxIAdta.

Mayidhka. Awap. 26,3 £x.
Mopw otd 1520.

‘H payiéhika eival pia nowkihia nnAod nod 16 kOPLO TEXVIKG NG yvapl-
gpa £ival #va adiagavig Gonpo AoloTpo, kai nod avayvwpilerar sixoha
and Ta YapakTneoTika xitpiva, pnié kal npaowa g ¥PWHATIKAG NG
khiparkag. “Av xai pnopolpe va napaxohouBricoups v £EEMER TG and
ric apyéc To0 Sékatou Tpitou aldva kai népa, kai pé Tév kapd AnoxINoE
noAAd KévIpa napaywyfne, £v rolrtolg N texvikly mg £drace oriv nud
$Eehypévn g popdn ot Bopeiokevpikn “Itakia 16 Séxaro £xto alwva.
Atagpopa 0prpara, Smwg n.y. oTiv KépwBo, paptupoly &t yivétav na
ghpela tEaywyh 100 £idoug alTol. 'O NiKOAd Nedndapio frav 1 Kipla
popdn g oxoANg TG fwypadikig oL paytdhkee 1ol Kaoréh Ntoupavre,
noy eifikeudtay of Béuara pé apnynuatikd neplexopevo. 'O KAAMTEX VNS
anewkovitel 8@ ma pn ‘Ounpikn éxdoxt To0 Bavarou Tol *AYIAAEQ, MoU
Exe1 16 npdTUnd e of pua Eukoypadia anod wa ExBoon T@v «Metapopdw-
cewvs (Metamorphoses) tod "OBiSlou, TUMWMEVT) oth Beveria ano Tov
TZoBdvvi PGooo katd napayyehia Told Aouravtévio T{lobvra 6 1497. 'H
xépn Tol Baoa TG Tpoiag Npiapou NoAugévn, naptoups Tév "AyIAAEa
otéd vaé Tol "AndMwva ot @upépa, dnou O Napig eropaleral va Tov
yrunfost ot Grépva, Snhadl 1d povo £0AAWTO ONPELD Tou. TS LOWTEPIKG
100 vaol eival idtaitepa aSoonueinto, oty pua énidegn Avayevvnolaxng
APXITEKTOVIKAG PE TV MPOONTIKT UNOACYIO pévn pé axpiela.

28. Nicola Pellipario (1475-ca. 1545).
Italian (Castel Durante).

Dish with the Death of Achilles.

Maiolica. D. 26.3 cm.
About 1520.

Maiolica is a variety of earthenware characterized technically by its
opaque white glaze and recognizable by the distinctive yellows, blues, and
greens of its color scheme. While its evolution can be traced back to the
early thirteenth century and it came to be produced in many localities, the
technique reached its highest development in north-central Italy during
the sixteenth century. It was also widely exported, as finds in Corinth, for
example, testify, Nicola Pellipario was the central figure of the school of
maiolica painting in Castel Durante, specializing in narralive subjects.
Here he illustrates a non-Homeric version of the death of Achilles, based
on a woodcut in an edition of Qvid's Metamorphoses printed in Venice by
Giovanni Rosso for Lucantonio Giunta in 1497. Polyxena, daughter of
Priam, king of Troy, has lured Achilles to the temple of Apollo in Thymbra
where Paris is about to shoot him in the heel, his only vulnerable point.
Of particular note is the temple interior, a display of Renaissance archi-
tecture with precisely calculated perspective.

Relerence: B. Rackham in The Burlington Magazine XL1 (1922) pp. 21-27.

Purchaso, 1884,
B84.3.2
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29, ’lraAiia (Kaoréh Ntoupdvie) . yopw oTa 1525-1530).
Maro pé v “Aprepn Kai rév "Axraiova.

Mayidhika, Awap. 258 £k,

Té maro aitéd eival Eva dvtinpoownsutikg Seiypa 1ol £KACMTUOREVOU
ecikovioTikoD puBuol ThHe OxoAfc To0 Kaotéd Mroupdvie. "Ansixovilel
pid arépa and tie «Msrapopgwoeigs ol 'O8idiov (3.198 k.£.) nol Tono-
Beteital of Eva dvoixtd Bopetoitalkd tomio. 'Ev@ kuvnyouos ¢ Eva
Sdooc, 6 'Axtaiovac ouvavinoe tuxaia v “Aptepn Kai Tic dxdlouBig
me nol Enaipvav 6 Aoutpd toug. Md va tpwpliost Ty ispodudia now
Sitnpale pé 16 va T Sel yupviy, 1) 824 EKOPEvEOVIOE VERO OTO MPOoWNO TOU
‘Axtaiova kai 1év Exave va petapopdwdel of EAaPl, pé AnOTEAEORa va
rév Kataonapafouv ol idol ol oxkOAol tou. 'H eikovoypagia 1ol na-
padciyparde pag axohoubei motd 16 xeipevo 1ol Q8idiou. Kal eival
| ouvnBiopévn popdn napactacewe Tob Bépatog Tév déxaro Exro aiwva,
dv kai pé Kanola ouyxwveuon Tav Sidgopwy otadiwy TR iotopiag, adpol
Seiyvel v “Apreun nod Aotlerar padi pé 1 perapdpgwon xai 16 Bavaro
o0 "Axrtaiova, ‘H andédoon 1ol Bfparoc Seixver Evav ralréyvn nod
naipvel v Eunveuon Tou dand 16 NikoAd Nedndapio, 1év kar' Eoxnv
Lwypado THe payidlkag, napdio nol i axkpiBrig tou tautdtnra Sev
pnopei va £EaxpiBuwbel.

249, Nalian (Castel Durante), about 1525-30.
Dish with Diana and Actaeon.
Maiolica. D. 258 cm.

This dish admirably represents the pictorial style refined by the school
of Castel Durante. It illustrates another of Ovid's Melamorphoses (3.19811),
set in a sweeping north lalian landscape. While hunting in a wood,
Actaeon happened upon Diana and her attendants bathing: to punish his
sacrilege in perceiving her nude, the goddess flung water at Actaeon's
face and caused him to change into a stag, whereupon his own dogs felled
him. Though it conflates the stories of Diana bathing with Actaeon’s meta-
morphosis and death, the iconography follows Qwvid closely and is the

. usual form of sixteenth-century representation of the subject. The render-

ing suggests an arlist dependent upon Nicola Pellipario, the maiclica
painter, though his exact identity remains undetermined.

Reference: C.L. Avery in MMAB XXXVI (1941) p. 230.

Samuel D, Lee Fund, 1941,
41.49.3
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30. 'lraiia (QOpunivo) yopw otd 1540-1550.
Maro pé Thv ‘Apnayn Tig "EAdvng.

Mayibhika., Awdp. 46,3 £x.

‘H gxnvly nod sikoviletal ndvw ¢ adtd 16 mudro dnotehei Eva ouvnBiopé-
vo Bfpa yid payidhkee and 16 Qlpunivo, elte otiv nAfpn NG popdn,
glte oty odvrunor e, nod neplopileTal oTd KevIpikG COPMASYpa TEV
popgdv. Npdkettal yid wd anaywyd, nol tautiferal ouviBug pé Thv
apnayl Tig 'EAévng ané Tév Napi, oluguva pé tig tmypagés nou
ondpyouv o dika napadeiypara Sakoounuéva pé 16 [Bio Béua, "H olv-
Beon avrhel v Epnvevon Tng and ma xalkoypadia nol ouvBEBnke xai
pé Tév Pagand kai pé tév TLowMo Popdvo, “Eva éniong peydio maro otd
AoOBpo (4p. elp. OA 1843) Beiyver wmd napdpora anexdvion 1ol 0€-
patos kai anoddbnke otd épyaotipo THC ®ovidva, pe 16 onoio lowg
guvdéerar kai 16 Epyo 1ol Mntponohitikod Moudoeiou.

30, Halian (Urbing), about 1540-50.
Dish with the Rape of Helen.
Maiolica. D. 46.3 cm.

The scene on this plate, either complete or reduced to the central figural
group, occurs frequently on maiolica from Urbino. It depicts an abduc-
tion that is habitually identified as that of Helen by Paris, following inscrip-
tions that appear on other pieces with the same subject. The composition
derives from an engraving of the school of Marcantonio Raimondi after
a work that has been associated with both Raphael and Giulio Romano,
A similarly large dish in the Louvre (inv. OA 1843) shows the subjectin a
comparable rendering; this piece has been attributed to the Fontana work-
shop, with which the Metropolitan's may perhaps also be associated.

Samuel D, Lee Fund, 1941,
41.49.4



= ._,'__._.. &) !-‘_
- AN ||

il%




120

31. ’lraiia (Né€apo) yopw otd 1540-1544,
Maro pé 1oév "Hpaxhn kal 1ov Kaxo.

MaywoAika. Awap. 24,7 £K,

'H loTtopia 1o0 Kaxkou sivar pud Popaikn) npoofnkn otolc pdBouc mol
avagépovral otdv "HparAn. “Av kai 6 Bipyilog (Aiverdda 8.193 k.8.) xai
6 AiBiog (Pwpairkry ‘lotopia 1.7 x.£.) divouv dadopenixéic Exdoxéc
yia tiv ravrétnra To0 Kaxou, nold otdv £va napouvoidlerar odv tépac
nol avanvéel PAdyeg xail ord dAho oav khégne Booxde, tv todtoc f
agriynon toug sivan 1y idia oric Gacikéc NS ypaupéc. “Orav & ‘Hpakiic
énfotpede pé Ta B6G1a 1o Mnpudvn, otapdnoe yid v' avanavtel ¢ Eva
pEpOG KOVTA OTN BEon Onou EpeAle va KTioTel N Popn. 'O Kaxog Exiese
pepikd f@a kai va Ekpuge of G onnhd, akAG adtd dpyxloav va pou-
yrpiCouv kai va ¢uwvalouv 16 OndAoino xonddt, xabwe & ‘Hparkiie 1é
odnyoloe E€w. 1 ouvixsla, ¢ fMpwag oxdtwos Tov Kaxko pé 16 pinaid
ToU, Kai favanfpe 14 86dta nov EAsimav. T mare altd KaraokeudoTnKe
otd Néapo, Eva onuavTikd KEVTPo napaywyne payldxag peta v évow-
parwor) Tou otd Soukdaro ol Qlpunivo 1é 1512, T oikdonuo ouiv kKopudn
aviikel ordv Kapbivdiio "Avtdvio NModtol,

31. Nalian (Pesaro), about 1540-44,
Dish with Hercules and Cacus.
Maiolica. D. 24.7 cm.

The story of Cacus is a Roman addition to the mythology surrounding Her-
cules. While Vergil (Aeneid 8, 1931f) and Livy (1.71f) differ in presenting
Cacus as, respectively, a fire-breathing monster or a thieving shepherd,
their basic account is similar. When Hercules was returning with the cattle
of Geryon, he rested at a place near the future location of Rome. Cacus
stole a number of the animals and concealed them in a cave, but they
began to bellow for the remaining herd as Hercules was driving it off.
The hero then killed Cacus with his club and regained the missing cattle.
This plate was made in Pesaro, an important center of maiolica produc-
tion after the city was incorporated into the duchy of Urbino in 1512, The
coat of arms al the top is that of Cardinal Antonio Pucci.

Gift of Julia A, Berwind, 1953,
§3.225.77
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42, 'lrahia (Q0punivo) yipw ord 1545.
Aoxeio pé nholdoia diakéopnon pE P14 oxnvi anaywyns.

Mayidhka. Aldp. 50 £K.

ropw ovd péoa Yol dékarouv ExkTou aiwva, T4 épyaotiipia 100 QUpunivo
dpxioav vé napayouv ayyeia peyalitepou ueyéBoug Kal pé nepinAoxn
nAaotik Siapdppwon. "'ESG n.x. Eva Zeuydpt ¢idia TonoBetnuéva mAATn
pé mAdTn oxnuarifouv tig AaBég. "H oxnvA, no kahonrel A0 10 ECWTEMKO,
avtiei AV Epnveuon e and wia xaixoypagia tol 'Evéa Biko, nou
wpovoloyeital ord 1542, kai nod 16 Bépa g anotédeos 10 AvTiKEipevo
oulntoswy. ‘O Baldp 16 owépace < Apnayf tiig "EAEvngs, xai €va
mdro ot Mouoeio Biktwpia vt “Alunept ol Aovdivou (ap. 575), dnou
sikoviteTal 1) 151 oknv ué pd émypadt ot niow pépog nod M Xepakn-
piel odv ‘Apnayn thig ‘EAévng, npooBitel Eva druxeipnua mol slvoel
alTh TV Taomon. Iopdwva pé T yvipn o0 Mndptg, f ¥aAkoypadia
100 Biko napiotéver TV dpnayh The ‘Innoddueiag o1é cupndoio TV
Kevradpwv kal tév Aambdv, xai i napoucia £vég Tpaneliod otd deg1a
kai &vée Kévraupou nol BonBdst oty anaywyr Sikaudvouv pud térola
gpunveia, “Av rai 16 cikovoypodikd neplexGpevo 1ol Epyou HNopel va
anoteAei pa vébsuon tol nepiexopévou Thv SUO loTopldv, v TolTOoIg
i napougia Tol Kévraupou npooBirel Eruyeiphpara KATA THC TauTIoEWS
Tiic oknviic ué v ‘Apnayi Thg "EALvng, £ite ano Tov enoéa eite ané 1ov
Map:.

32. Italian (Urbino), about 15435,
Cistern with an abduction scene.
Maiolica. D. 50 cm.

About the middle of the sixteenth century, the workshops of Urbino began
to produce vases of increasing size and sculptural complexity; here, for
example, a pair of addorsed snakes form the handles. The scene, cover-
ing the whole interior, derives from an engraving by Enea Vico dated 1542,
the subject of which has been disputed. Vasari called it the Rape of Helen;
his identification is supported by a dish in the Victoria and Albert Museum
(no. 575) where the same scene appears, inscribed as the Rape of Helen
on the back. According to Bartsch, the Vico engraving represents the
Rape of Hippodameia at the banquet of centaurs and lapiths, an inter-
pretation justified by the table at right and the centaur assisling in the
abduction. While the iconography here may represent a contamination
of the two stories, the centaur's presence argues against the abduction
of Helen by either Theseus or Paris.

Roferonce: H. Comstock in The Connoisseur CXVII (1946) pp. 48-52.

Gift of George Blumenthal, 1941,
41.100.282
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33, ’lrakia (Olpunivo) yopw ota 1550-1570.
Aoyeio p£ nholoia Siakdopnon pé 16 Bakdooio BpiopBo 1ol Béxxou.
Mayidhika, Ardp. 49,1 £K.

To okedog altd, nod Exel 16 oxfua 100 TPipurhold Kai Tpia TEpaT®dn
kepaha (wwv oav miaonikd cEapriuara, deixver wd tdon yid dako-
opnukly éngEepyaocia T@v Aentopcpeidv, Mo EkSNAGONKE OTH payio-
Mra oTé teheutaio pépog TobD Séxarou Exrou alwva. To 8éua nov tiko-
videral ord dowrepikd tou kal givar, Snwe dppdlel ord eidoc 1ol ayyeiov,
Bahaooio, anotedeital and ud oxknvry Bpiapdou Tod Nooedwva nol pera-
Tpénerat of OpiapBo rol Baxyxou. "Etol BAénoupe 0o navlnpee mol 14
nodla Toug Aroupnave navw oTa kKopata nou onalouv, &Eva catupo nou
okapdaiwvel ndvw o Eva npoeféxovra Bpaxo. ki £va nmpdowno nol
popacl otedavi péoa o1o dppa, 16 onoio tautifetal pé 16 Bed Baxryxo
povo ané tiv axoroulia tou. ‘O kaitéxvng npoonabel va Smoet peya-
Aorepn Epgaon oty énidei§n defiorexviag xwpig v Mot anédoon
100 KAaoikol npordnou, kKai otd Bfpa Kkai ot popdn.

33. lalian (Urbing), about 1550-70.

Cistern with the Marine Triumph of Bacchus.
Maiolica. D. 49.1 cm.,

This cistern, of trilobed shape with three grotesque heads as sculptural
adjuncts, illustrates a tendency toward decorative elaboration that
manifested itself in maiolica during the latler part of the sixteenth century.
The subject on the interior, appropriately marine, consists of a triumph of
MNeptune transformed into that of Bacchus. Thus we see two panthers
pawing through the surf, a satyr clambering onto a projecling rock, and
a wreathed personage in the chariol identifiable as the god only through
his retinue. Both in subject and in form, the emphasis has turned toward
virluoso effect, away from fidelity to the classical prototype.

The Friedsam Collection, Bequest of Michael Friedsam, 1931,
32.100.368
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34, BiMEM Bav Navepdxep kai pabnrég Tou, nol Epydotnkav oTd péca
100 160u aiwva.
ordvdpa (BpuEiiheg).

‘0 vudikée Kortwvag TG "Epong.

Tamoepi, parii, perdEl kal petdhves KAWOTES. 437 X 536 £x.
Mopw o1a 1550.

"0 *OBibioe nepiypadet Tév Epwra 1ol ‘Eppd yid Tiv "Epon, Tiv wpaia
képn 100 Baocwd Kékpona thg "ABfvag (Metamorphoses, 798-830).
‘O ‘Epufiic Gdol xardadeps va nepaoel and 16 Swpdnio The {nAdpag
adeiofic e "Ayhadpou, nod fitav Sina, xwpiq va yivel AvniAnnrés, dppaci
avunépova péoa ordv koltwva Thg “Epong, xwpig olTE Kav va npoona-
Briost va kpiel TV TauTdtnTd Tou, GAAG pixvOvTag 16 KnpUKewo kal vd
$repwTd néESIAG Tou otév Spopo. "H SeEIOTEXVIKN XPNon TG MPoonTi-
kije, no0 Exel odv KEVIPO NG WA povoe ywvid 100 koitwva thg "Epong,
kavel T oxknvily mewonkh, doov agopd v andédoon Tol xwpou Kai v
svtunwolaxk avanapdoraon tob Béuatog. ‘H £nidpaon TAg niclowag
Slakooufioswe peyaidvel pé Ty yevvaiédwpn Xpion xpuotv Kai agnpe-
viwv KAWOTGV. Npoownononosic Tév "Apetdv nol Sév Exouv oxéon pé
™ oknvi Slakoopolv 1O MAQiow, xat’ anopipnon £keivwv nou gikovifovral
otic Tamoepi pé Tic «NpaEaig 1@V "Ancotéhwy kai oxedaomxay and v
Pagani. ‘O «Nudikég Kortavag Tig “Epongs gival pia dné 1ig OKTW TATUOE-
pl nod anekovifouv tole "Epwreg 1ol ‘Epufy, ®ai Exouv TWpa polpa-
otei dvapeoa oté Mouoeio ol Npdvro ot Madpitn, 16 MNTPONOMTIKG
Movoeio kai Touc andyovoug Tiov Soukav 1ol Mevtivatoth oty ‘lonavia.
otolc dnoiouc avike kanore dAGKANEN N oe1pa.

24 Willem van Pannemaker and workshop, active mid-16th century,
Flemish (Brussels).

The Bridal Chamber of Herse.

Tapestry, wool, silk, and metal threads. 437X 536 cm.
About 1550.

Ovid describes the love of Mercury for Herse, the beautiful daughter of
King Cecrops of Athens (Metamorphoses 2.708-830). Having made his
way past her jealous sister, Aglaurus, whose bedroom is adjacent, Mer-
cury rushes eagerly into Herse's chamber, not even pretending 1o conceal
his identity but shedding caduceus and winged sandals along the way.
The scene is made spatially and dramatically convincing by the skillful
use of perspective focused upon a single corner of Herse's chamber. The
effect of rich decoration is enhanced by the lavish use of gold and silver
threads. Personifications of Virtues with no bearing on the scene decorale
the borders, in imitation of those on the Acts of the Apostles tapestries
designed by Raphael. The Bridal Chamber of Herse is one of eight tapes-
tries illustrating the Loves of Mercury, now divided between the Prado in
Madrid. the Metropolitan, and the descendants of the dukes of Medinaceli
in Spain, who once owned the whole set.

Reference: E.A. Standen in MMJ 4 (1971) pp. 115-21.

Bequest of George Blumenthal, 1941,
41.190.135
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35 ‘lrakia (MidGvo) yopw ota 1470.

Kpavog (pnoppnoire).
"ATOGAL “YYoo 25,5 EX.

T6 pnapunodre eival Evag Tinog kpavoug nou dnuoupynénke oty 'ltaiia
16 Séraro térapto aiwva, Kt Eprace oTd AnoKopUGwWHa TAS SNUOTIKG-
mréac Tou 6 Sékaro népnro aiwva. Té napaderypa adrd avixel of wd
piKp) kKatnyopia pnapunolre, mol £xouv 0av KUPLA ¥ QPaRTNPIOTIKG TOUG
ma kaAdrra oxedov opaipikod oxnuareg, pdiiov elBlypappes NAsupEs,
kal Eva dvorypa yia 16 npdowno nol Exel nepinou 16 oxfjua 1ol «T». "H
duotdtnTa adrod tol tinou pé T4 apyaia &AAnvika kpavn £xel Suam-
otwdel and moAd kapd kai pnopel, BE8awa, va deixvel pda dindwvn ££ap-
mon. 'H 'ltahikn kai kupiwe Beveuxn napoudia oty "EAAGSQ xpovoro-
veital ané tic dpyée rol Séxarou Tpitou alwva, kai yivérav oo kai mid
Evtovn, ywpic noté v audroBnnBel idaitepa, yid 250 ypdvia nepinou:
ny. f Beveria gixe karw and wév Edeyyd e v EvBoia and o 1366
@c 16 1470. Té 1840 advarkaridinke pua kpontn pé EEaptiuara "lrakikay
navonAu@dy, nod avapeod toug Ondpyxouv Kal ApKETd «KAQOIKIOTIKG»
unapunodte, oy Xalkida. 'H OndbBeon nwg oi ixavoi onmionowol THG
‘Avayevvioswe eixav Sel 1d £pya tav dpxaiwv npoxardywv Toug Kai
¢nnpedornrav and altd Sév eivar kaBdiou aniBavn.

35. [Italian (Milan), about 1470.
Helmet (barbule).
Steel. H. 25.5 cm.

The barbute is a variety of helmet that originated in Italy during the four-
teenth century and attained ils greatest popularity during the fifteenth,
The present example belongs to a small class of barbutes characterized
by a rounded calotte, rather straight sides, and a roughly T-shaped
opening for the face. The similarity of this type to ancient Greek helmels
has long been noted and may, in fact, reflect actual dependence. The
Italian, notably Venetian, presence in Greece began in the early thirteenth
century and intensified, without particular challenge, for about 250 years:
from 1366 to 1470, for example, Venice controlled Euboea. In 1840, a
cache of mid-fifteenth-century Italian armor came to light in Chalkis;
included were several “classicizing” barbutes. It is not at all unlikely that
skillful Renaissance armorers saw and responded to the work of their
ancient precursors.

References: C. foulkes in Archaeologia LXII (1911) pp. 381-90; J.G. Mann, Wallaco
Collection: European Arm$ and Armor | (London, 1962) pp. 96-97.

Gift of William H. Riggs. 1913,
14.25.579
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36. [epuavia, yopw oté 1535.
Kpavoe napehaocws pé popdn ACOVIOKEPOARS.
"ATOGM. "YYoo 324 &K,

"ANG 1O Séxaro néunto aiva xai népa EmBAMETAL VA KAVOURE G
Siakpran avapeoa otic navoniies nod karagkeudlovrav yid va ¢oplodv-
tal of Suapopee Ekdnhwosig, kal o' ékeiveg mol ypnoipevav yia v npo-
gragia Thv noisporiv ot paxn. Ol navoniiee nod karaoksualovray
eiBika yia tic naperaceg, dnwe sivar ny. 16 kpdvog nod eetalovpe Kai
/| donida f dnoia axkohoudel (ap. kar. 37), eivouv va Exouv puia mo nepl
1Exvn Eudavion, tvd ouyypdvee civar Miydtepo avBexTikég and Tig GAhec,
tEartiac The énsEepyaciac toug Kal Thg fnaveldnupévng Beppdvoswg
otfiv 6nola &xktédnke 16 péraido. Té kpdvog altd avnke:r of uid pikpn
Sdpada napadelypdrwy nou ypovoroyolvral o1éd SEkATO £XKTO alwva K
Exouv 16 oxfua TG AEOVIOKEQAANS. ~Av Kal ) anodoon 100 Lwou eival
teAeimwe oruhdapiopévn, &v Toltolg Snuoupyel v évrinwon ThAg anet-
Anukfc aypidtnrag, kai pnopel akdpa kai va dnpoupyodoe v Yeu-
Saiofnon nwe frav £vag olyxpovog ‘Hpakifg o altév nod 16 opoloe.

36. German, about 1535.
Pageant helmet in the form of a lion's head.
Steel, H.32.4 cm.

From the fifteenth century onward, it is important to distinguish armor
made for show as against protection in combat. Parade armor, such as
this helmet and the shield that follows, tends to be more elaborate in ap-
pearance; at the same lime, it is less strong than the other owing 1o the
working and repeated heating to which the metal has been subjected.
The helmet is one of a small group of lion-headed examples of the six-
teenth century. Though the rendering of the animal is entirely stylized, it
certainly conveys grim ferocity and may even have given the wearer an
illusion of being a modern Hercules.

Gift of William H, Riggs, 1913,
14.25.563
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38. T épyo anodiderar 016 Bopeioitahd kaAAitéxvn Movrépvo
(N kaArexvin Spaon 1ol dnoiou TonoBeteital Avaueoa oTa TéAn
ToU SEkaTou nEuNTow Kai Tig dpyée Tob Séxarou Extou alwva).

“E¢immog noAepioric.

MnrpouvT{ivo ayaluaridio. “Ygoc 21,3 éx.
ropw ota 1525,

Ta nepignua "EAMnvikG pnpolvidiva dioya nol eixav napet oi Ztau-
pogoépol oav Adadupa andé v Kwvotavuvounohn, kal mol eixav Tto-
noBewnbel omv npdooyn 1ol "Ayiou Mapkou the Beveriae, £dwoav Eva
oraBepd npdtuno yid v andédoon tav Kiviioswy Tol dhdyou of morhéc
yvevieg Bopeloltahdv kalhtexvav. ‘H «apyaidénpenns navoniia 1ol innda
xai, iblairepa, 1 aloBnon g fAaonikétnras ot £pyo altd, Eyivav aitia
va anododel otdv Movrépvo, Evav kaAATévn MOU GIACTEXVNGE MIKPES TKN-
vEQ yia T Swakdopnon makibiwv yepdreg Aupiopd, AAAG Sév sivar yvuw-
oT0g oav Kataokeuaothg dyalpandiuy dné nouBeva Ao,

38. Atributed to Moderno (active late 15th-early 16th century),
MNorth Italian,

Warrior on Horseback.

Bronze. H. 21.3 em.
About 1525,

The great Hellenistic bronze horses on the facade of S. Marco in Venice,
looted by Crusaders from Constantinople, provided a standard model of
equine movement for many generations of North Italian artists. The rider's
fancy “antique” armor and, above all, the feeling of elasticity in this piece
led 1o ils allribution to Moderno, a modeler of lyric little scenes for pla-
quettes bul not known otherwise as a maker of statuettes,

Reterence: J.D. Draper in Apolfo CVII (1978) p. 179,

The Friedsam Collection, Bequest of Michae! Friedsam, 1931,
32.100.167
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39. TZoBdvvi MnoAdvia (1529-1608). :
Itaiée (and ) PAwpevria).

“Ahoyo mol 8adilel.

MnpoivIfivo ayaApatidio, “Yoc 24,8 &x.
Mropw otd 1580.

‘H £nidpaon 1ol £pinmou aydiparog 1ol Mdaprou Alpniiou mold eixe
oTNBel Navw 016 AGP0o TOU Kamtwiiou THE Puune Ekave tolc avdpiavree
v EQINMWY oTpatiwTdv Kal NOASMOT@Y va yivouv méa and tic mé
XOPaKINPIOTIKES popdEg THRG TéxvNg The "Avayevviiosws. “"Eva ypduua
To0 Zipdve Qoprolva, mou xpovoroyeitar ord 1581, mAnpogopoios
Tév Sodxa tou Clpunivo &t O nepignuoe TLavunoidwvia éncEepyal dray
Eva oxédio yvia Eva pvnuei@dec unpolvilivo droyo, mol eixe «&i-
nAGoo péyeBog and 16 GAOYo ToU Kapmvréhos . Eival xapaxnploTiko té
dn O yAunng aldrée Tig "Avayevviioswe Sév vrinoe pdvoe miv Eunveuor
TOU ané 16 apyaio napadewypa, AAAG Siekdixnoe kai va 16 Eenepdost.
‘O TéavunoAdvia B4 dmBupolos va napet ¢ Bzanic v aloBnon tod ap-
xaiou npotunou Tou, P’ Eva Tpdno nold va npoxarei 1) olykpion dvaueca
otd napépoa aSidpara Tov G000 KuBepvnTdv kal Tiv EmBAnTIKGTNTA
TG iNnookeufie Toug, OTO TEAEWWNEVO PVNUEio Mol dveyéplnke T6 1593
oty Marca vréda Zivopia ¢ PAwpeviias yid va tphosr tév Kélipo
(Koopd) tov A" tl@v Medixwy. Té xapnuidypappo dhoyd pag Exet pd
KOoupepeEvn yaitn ki £va Gdéotpuxo Tomobernuévo ndvw OTd péTwno of
dpxalénpeno otoh, kai Bupider Eva npaipo nmpdtuno 100 pvnueiou 100
Kéfipo, driou 1) anédoon o0 dhdyou Eyive TEMKA ML vaToupaloTIK.

© 39. Giovanni Bologna (1539-1608),

Itahan (Florence).
Pacing Horse.

Bronze statuetle. H. 24.8 cm.
About 1580.

Under the influence of the equestrian statue of Marcus Aurelius on the
Capitoline Hill in Rome, porlraits of soldiers and rulers on horseback
became one of the most characteristic Renaissance art forms. A letter
of 1581 from Simone Fortuna informed the duke of Urbino that the great
Giambologna was working on a project for a monumental bronze horse,
which would be “twice as large as the one on the Campidoglio.” Typical-
ly, the Renaissance sculptor was not only inspired by the antique but also
challenged to surpass it. In the monument that finally resulted, erected
in 1593 on the Piazza della Signoria in Florence to honor Cosimo | de’
Medici, Giambologna would have wanted the viewer to sense his antique
protolype, inviting comparnsons as 1o the relative dignity of the two rulers
and the soundness of their mounts. Qur curvilinear horse has a clipped
mane and bound forelock in antique style and records an early model for
the Cosimo monument, where the horse eventually became more natu-
ralistic.

Reference: Arts Council of Great Britain, Giambologna, Sculplor to the Medici,
exh. cat, (1978) no, 154,

Gift of Ogden Mills, 1924,
24.212.23
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40, Xave Xolunailv 6 Newtepoeg, (1497/8 - 1543).
Feppavée.
'0 “Epaopog and 16 Pérrepvrap.

Sukoypadgia. 34,5 X 22,1 &k,
Mopw oté 1540.

‘H Evhoypadia alth sivar Eva tumkd Selypa tol avBpwnmiotikold mved-
Haros TR "Avayevvhioswe otic 8dpeiee xhpes kai 1ol Tarkévrou 1ol Xohu-
naiv ¢av noprpartiora kai oav xapdkn. "Angikovilel tév Nreliviépioug
“"Epacpo, { 1466-1536 nep.) , nod yvapios & Xohunaiv ¢ 1515. 'H ¢udia toug
gixe obdv anoréheopa 1 Photéyvnon wde oeipdc noprpaitwy, N dnoia
dpyioe 16 1523, To napdderypa nol £Eevaloupe gaiveral dt pdaviornre
Yy npwtn ¢opd 16 1535, AdAd p' Eva Suadopenikd Keipevo otd Buped Tol
kaGTw pépouc N Exdoxn mol BAénoups cuvdéetar pé Thv Exdoon TEv
"Andvrwv Tol 'Epaopou and tév Exdomikd oiko 1ol ®popnéviousg, Tol
£xBoTn and T Baoihela, pé tév dnolo ocuvepyaomeav kai & Xohunaiv
kai & “Epacpoc. 'O "Epacpog, nod & kodréyxvng 1ov £ibe £60 neplo-
gbtepo odv pedemnty TAG khaomkfe dpyxadtnrag napd odv Beoddyo,
cikovileral péoa of pd miolowa Suakoopnuévn apida nod nephapBaver
éva {edyoc épuaikdv nmpotopdv, ol dnoiec ypnoipeuav odv omnplyuara
{«@rhavregs ). 'O "Epaouog otnpeifel 16 xEp Tou ndvw GF uua GAAn £ppaind
npoTopr, TG XQpakTNPIoTIKG Tic dnoiag tautifouv T popdn e pé
£xkeivn To0 Beod Ndva 1 kdnowou adtupou. 1 84on e dvaypdetan 1y Aé-
En TERMINUS. 'O «Terminuss, fitav fy pdvn Bedrnra nol apviidnke va dno-
xwpfioz oy émbupia Tod Taprivou ol "Ynepigavou va krioe Eva vad
navw ordé Kamrtmho. ‘0O “Epaopcg eixe ouiv karox tou éva dpyaio
appayiddibo, ndvw ordv odnoio sixe wapaytel 1) sikdva Evée Tétolou
opdonuou, kal té potido andktnoe wd npoowmkn dEia v aldtdv ody
smemento mori= (Onduvnon Bavarou), yiati kai & Bavatog, dnwe ral
O Taprivoe §&v kdvel xapn of kavéva,

40. Hans Holbein the Younger (1497 /8-1543).
German.

Erasmus of Rotterdam.

Woodcut, 34.5X22.1 cm.
Aboul 1540,

This woodcut exemplifies Northern Renaissance humanism as well as
Hans Holbein's gifts as portraitist and printmaker. It depicts Desiderius
Erasmus (ca. 1466-1536), whom Holbein met in 1515, Their friendship
resulted in a series of portraits beginning in 1523, This one seems to
have appeared first in 1535, but with a different text in the cartouche
below; the present version is associated with the publication in 1540 of
the complete works of Erasmus by the firm of Joannes Frobenius, the
Basel publisher with whom both Holbein and Erasmus collaborated.
Viewed more as a classical scholar than as a theologian, Erasmus ap-
pears within an arch whose lavish ornament includes a pair of herm-busts
used as allantes. He rests his hand on another herm-bust with features
suggesling a pan or satyr; TERMINUS is inscribed at its base. Terminus,
the Roman god of territorial boundaries, was the only deity who refused
to give way when Tarquin the Proud wished to build a temple on the
Capitol. Erasmus owned an ancient gem engraved with the image of such
a boundary marker and the motif acquired a personal meaning for him,
in the nature of a memento mori; for death, like Terminus, yields to no one.

Reference: H. Koegler in Kunsisammiung Basel: Jahresboricht NV, XVII (1920)
pp. 3511,

Gift of Felix M, Warburg and his Family, 1941,
41.1,168
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41, "Avrdédvio Pavrootar (nol £pyasTnke dvaueca ota 1537-1550)
pé npdtuno Eva Epyo Tol Opavrotoko Npuuaritow (1504-1570) .
'Itakée, Zx oAl TO0 POVTAIVE MMAL.

Ol Buyatépec Tou Mivia.

Xaikoypadia., 254 X 30 £x.
X povohoynuévn otd 1545,

‘O ¢payriokog 0 A" Epepe pavieplotée kardtéxvee and v 'lrakia yua
va fpyaotolv yid v Saréounon tev nailan@y Tou, Kai idairepa 100
dovrawvepniw. Ol kalutéxvee avtol Sakpibnkav otfjv anédoon onaviwy
pUBwv, nol yivovrav dvrkeipevo éxdentuopdvayy, dv kal KAnwe OKOTEL-
vioy guvBenik@v éneEepyaocidv. 'H "TAMNBON xkal ol ddehdéc e, Buyaté-
pe¢ 1ol Baoma tol 'Qpyxopevold Mwvia, apvrignkav va AdBouv pépoc oric
YIopTEC MoU SatdxInke va yivovrar npéc tiph 1ol Avovioou. "Adiadopeg
yid 16 naifipoe e pouoikne EEw, ol kKonéAec Epcwvav pEca yveBovrac
parAl kal drolyoviae Tic dnayyeiiee ThHe "AlBdne. Ma va tipwpndoiv
yid v Qo£Be1d Toug pETauopdwBnKav OFf vuxTERIBES. 'H ERKEVTOLKN
Sopry Thg oxnvig and Tév Npparirowe hatnpel kanowa iyvn apyaionpé-
newag, idairepa otiv dnédoon Téhv KoppWoewy Kal Tdv éminkwy.

41. Anlonio Fantuzzi (active 1537-50) after Francesco
Primaticcio (1504-70),
Italian, School of Fontainebleau.

The Daughters of Minyas.

Engraving. 25.4 X 30 cm.
Dated 1545,

Francis | imported Mannerist artists from ltaly for the decoration of his
palaces, especially Fountainebleau., They excelled in portraying rare
myths, setling them in refined if obscure compositional treatments. Al-
cithoé and her sisters, daughters of Minyas, king of Orchomenos, declined
to join the festivals ordained in honor of Bacchus. Deaf to the music-
making oulside, they remained within, spinning wool and listening 1o
Alcithoé's recitations. For their impiety, they were afterward turned into
bats. Primaliccio’s eccentric construction of the scene includes "antique”
touches, especially in the headdresses and furniture.

Reference: H. Zerner, Ecole de Fonlainebleau, gravures (Paris, 1969) no, AF. 81,

The Elisha Whittelsey Collection, The Elisha Whitlelsey Fund, 1949,
49.97.583
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42. Twavée (Tirowavoe Betodh, 1488-1576 nep.).
‘Irarhde (and ) Beveria).

*Agpoditn Kai " Adwvig.

Zwypapkde nivarae, Ehaloypagic of pouoapd. 106.7 X 133.4 éx.
Mipw otd 1565-70.

Té £pyo alrd, nol givar wd £Eaipetn napaiiayn mac cuvBéocewe nol
otdABnke ord Baod TAC ‘lomaviag ®iainno B 1 1554, wai Bpioxe-
Tar Twpa ord Npavre g Madpimeg, dndonace noAiolc énaivoug
yia m Sovapn xai m Sadaveia Tod ¥popatdée Tou. 'O Twowavie avakoi-
viwge o Eva ypdupa Tou npde 16 Gilinno nwe O nivakag avtég B4 Edeyve
T yuvaikeia popdf and v niow pépogs. Npdyupar, 1) npogoxn Tou
QUYKEVTRWENKE OtV NoLa TS "Adpoditng, Evay EvTunwolakd oxnuanopsd
nod avriel mv Epnvevor Tou ané Eva dpyxaio GvayAugo yvwotd pé Tiv
dvopacgia «Letto di Policletos (Kpe8an tol NoAtxAeitou), Eva napd-
Sewypa 1ol dnoiow avijke ordv Aopévroo Mripunépt Evav aidva vwpitepa.
‘O Twavég eikovifer Evav @paio "Adwvi, nold A "Adpoditn «1dv
npotiunoe ané tév olpavéds, xai otiv sikdéva maveral aneyvwopéva
an’ aurdv. Zdpgpwva pé v dujynon ol 'O6idiou, (Metamorphoses
10.519 k.£.) 1 "Agppoditn eivar éxcivny nod npéoet va Eykarareiper Tév
“Adwvi. 'O Twoavée nol eivar Evae and role peydhouc avavewrée 1ol
Bepatroroyiou kai g TExvotrponiac TG {wypadikhc, Anopaxkpuveral
ang 10 keipevo yati nopordvel Tov "Adwwvi kel anoondrar Biala and
1O mAEupo TG Bedg, oav va dppd dvundpova npdc v Emkeipevn Kara-
oTpodr Tou.

42, Titian (Tiziano Vecelli, ca. 1488-1576),
Italian (Venice).

Venus and Adonis.

Painting, ¢il on canvas. 106.7 X 133.4 cm.
About 1565-70,

Praised for the power and transparency of its color, this is an excellent
variant of a composition sent 1o Philip Il of Spain in 1554 and now in the
Prado. In a letter to Philip, Titian announced that his painting would show
“the female from the back.” Indeed, his first care is the pose of Venus,
a striking configuration derived from an ancient relief known as the Bed
of Polyclitus, of which Lorenzo Ghiberti had owned an example a century
earlier. Titian shows a handsome Adonis “preferred to heaven” by Venus,
who clings to him desperately. In Ovid's account (Melamorphoses 10.51911)
it is Venus who must leave Adonis. Tilian, one of the great inngvators in
imagery as in painting style, departs from the text by having Adonis tear
himsgelf from the goddess's side, as if rushing impetuously toward his
imminent destruction.

References: E. Panofsky, Problems in Titian (New York, 1969) pp. 149-54; MMA,
ftalian Paintings: Venelian School by F. Zeri and E. Gardner (1973) pp. 81-82.

The Jules 5. Bache Colleclion, 1949,
49.7.16
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43, Mixord Novogév (1594-1665).
raihoc.

'O Midag nol AolZeral orév morapd MNaxkTwAo.

Zwypadikée nivakag, Ehawoypadia of poucapd. 97.5X 72,9 £x.
Pwun, yopw otd 1629-30.

'O Nouooév Eavadinyeital £60 v lotopia tod Mida, Bacha The $puyiag,
noU pé dnepioxeia nmapakaiece tdv Advuoo oTL ayyilel va yivetal
ypuode, Onwe avagipst & 'OBidioc (Metamorphoses, 11.92-145). 'H
eOxf Tou mpayparonomBnke, GAAG & Midag ypryopa peraviwos, orav
ardpa Kai f) tpodh yivérav ypucadt péca ot1éd otdua tou. Tére & Advuoog
tév Eoteide o Eva «pépa nod kudolos dpunrikds, Sniadn tév NakTwAo
KovTa otic Zapdeie. yid va Eemhiver 16 xpuoddt kai Tiv aninotia Tou.
Frév nmivaxka, ¢ npoownonoinuévoc norapds Samiwpévog vwxeMKA
napatnpel tév Aouvdueve Mida, v SU0 pwpd mou kparouv 05pieg
napiotavouv pikpdTepa péuata. Ol tpepovciactés mvehé Kai ol yepdreg
naApd avnidiocie To0 PwTds Kai TAG oxkude eival anorédeopa ThG Emdpad-

ocwe 100 Twowavoed, 16 £pyo 100 dnoiovw peAénos & Nouoodv £EaipeTikG
gvTankd yopw otd 1630.

43. Micolas Poussin (1594-1665),
French.

Midas Bathing in the River Pactolus.

Painting, oil on canvas, 97.5X72.9 cm.
Rome, about 1629-30.

Poussin retells Ovid's story of Midas, king of Phrygia, who rashly begged
Bacchus that everylhing he touched be turned to gold (Metamorphoses
11.92-145). The wish was granted but Midas soon repented when even
food turned to gold in his mouth. Bacchus sent him to a “tumbling stream,”
the Pactolus near Sardis, there to wash away gold and greed. In the paint-
ing, a lounging personification of the river observes Midas bathing, while
the two babies with urns apparently represent lesser streams. The flicker-
ing brushwork and vibrant contrasts of light and dark resuit from the in-
fluence of Titian, whom Poussin studied most intensively around 1630.

Reference: A. Blunt, The Paintings of Nicolas Poussin (London, 1966) no. 165.

Purchase, 1871,
T1.56
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44. TloBavwvidpavioiéoko Popavéll (1610-1662).
‘Itadde (and ) Poun).

‘0 Aiveiog kai ) Kupaia ZiBulAda &viy clobpyovral ordv “Adn.

Ixtdio, nevart kai xadsd peAdvi, pnié Apauwpévo pEAGVI TOVIOPEVO
pé Gonpo, ndvw and padpn Kipwiia of pnké-ykpiloxapti. 22.9X 32 éx.
Mipw orda 1630.

'O Aiveiag ddnyeitan and v Kupaia ZiBuriha péoa otd £ykara Tic Kora-
oews (Aeneis, 6.268-94), dnou 84 Bpel 1) K14 1ol narépa Tou Kai Ba pades
16 péAdov TAG PuARS nou altéc B4 éykataotioel otV 'ltalkio. Qaiverat
g 16 oxEdio ol Popavéd énpdreito va peradepbel of ma ramoepi.
‘0 Kapdwvahiog @pavroéoxko Mnappunepivi idpuoe Eva pupaikéd £pyaotiplo
ramoepi 10 1627, rol dnoiou md and tic onpavukdrepee napayyeiicce
frav & KOkAog nol avagéperar orév Alveia, kai nephapBaver dxTo Kop-
pana. Zeipée Tav ramoepi nol aneikovifouv v lotopia o0 Alveia
kai naipvoyv TG npdtund Toug and tdv Popavéri, Bpioxovral oty Ma-
Tofvroq, 1 Bigvwn xai 16 KAfBehavr, 4MAG 3év nepidauBdvouy adtd 16
eneaddo. Ol gpardikéc péhooeg, oikdonuo TAC oikoyeveiae T@v Mnap-
punRepivi, naploTavovral oxnpatixkd nadvw orfiv donida nol kparder & dxd-
AouBog Tol Alvela.

44. Giovanni Francesco Romanelli (1610-62),
Italian (Rome).

Aeneas and the Cumaean Sibyl Entering the Infernal Regions.

Drawing, pen and brown ink, blue wash heightened with white, over
black chalk on blue-gray paper. 229X 32 cm.
About 1630.

Aeneas is guided by the Cumaean Sibyl past the three-headed Cerberus
into the bowels of hell (Aeneid 6.268-94), there to find the shade of his
father and learn the future of the race he will establish in Italy. Roma-
nelli's design was apparently intended for translation into tapestry. Car-
dinal Francesco Barberini established a Roman tapestry atelier in 1627,
and one of his most important commissions was an Aeneas ¢ycle of eight
hangings. Sels of Aeneas tapestries after Romanelli are in Piacenza, Vien-
na, and Cleveland but do not include this episode. The heraldic bees of
the Barberini family are sketchily indicated on the shield held by Aeneas’s

follower.
Relerence: MMA, 170th Century Halian Drawing by J. Bean (New York, 1979), no. 321.

Purchase, Mr. and Mrs. Carl L. Selden Gill, 1977,
1977.134
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45. KAwwvrt Aoppaiv (1600-1682).
raiioc.

Qi Tpwadinooeg not Balouv pwrid oTd OTOAO TOUG.

Zwypadikde nivarkag, éhatoypadia of poucapd. 105.1 X 152.1 éx.
Paun, yupw orda 1643,

QO {wypagoc airdg, nou SaxpiBnke oty anédoon ToMiwv Epnveu-
opévwy and Ty kKhaoikl dpxaidétnia, £ikovider Eva moAU onavio Béua
ané v Aiverada (Aeneis, 5.604-95). Ma nodha xpovia PETA THV NTWON
e Tpoiae, & Tpuikde oréhee £ixe dyrupoBofost E§w and v Zikediq,
Srav i “Hpa, pé 16 dxdproro picog e évavriov TAG Tpolag, E0TEIAE TV
“lpida perapopwpévn of Bepdn va Onodavhioer Tov navikd avapeoa
otic Tpwadinooee. 'H "Ipe eikoviletal o1d kévrpo, kpadaivovrae a Sada
Kai napakivevrae Tic yuvaikeg va 8alouv ¢und ord nioia voug, nou
Exouv Gpaia dakdounon ané avayiuda mhdopara Tig Bdlacoag. 'O
TAOKGVIOC EvTOMIOE TG pAeyOuEva MAoia and 16 oTparénedo Toug anévave
anéd 1év kdAno, xai & narépac Tou Alveiag npoceuxninke ord Ala napa-
KaAwvrae tov va oBrfoel tic ¢Adyeg. 'H npooeuxh Tou £iCaKOUOTNKE, Ki
£rol 14 olvveda 1ol Ala nol 84 ¢pépouv Bpoxn palevovral 016 SEE16 pEpoc
the eikdvac. Metd v kararyida, owdnxkav dAa Td NAoia £KT6G Gno TECOEPQ
“Exel Swarunwdei f dnogn nag 16 BLpa sixe pid npoowmikh onuagia yia
Tov T{ipdhapo @apvéle, mod napdyyeilhe TéV nivaxka, yiati autédg ouykpive
Tic Suokohiec tol Alveia katad 1 Sidpxeia v TaEidiv Tou pE TG MPo-
ownikéc Tou doxipaciee drav Bpiokdtav pakprd and v narpida Tou ('O
dapvéle frav narmkdée vouviolog otd éABenkd kavrdvia, ané td 1639
HEX P TO 1643) .

45, Claude Lorrain (1600-82),
French.

The Trojan Women Setling Fire to Their Fleet.

Painting, oil on canvas. 105.1X152.1 cm.
Rome, about 1643.

The master of classical landscape illustrates a very rare subject from the
Aeneid (5.604-95). Years after the fall of Troy, the Trojan flaet was
anchored off Sicily when Juno, insatiable in her hatred of Troy, sent Iris
in the disguise of Beroé to foment panic among the Trojan women. She
is piclured at center, brandishing a flame and encouraging the women 10
set fire 10 their own ships (beautifully decorated with reliefs of sea-
creatures). From their camp across the bay, Ascanius spotled the blaz-
ing ships and his father Aeneas prayed to Jupiter to pul out the flames.
Jupiter's rain clouds gather at the right of the picture. After the storm,
all but four vessels were spared. It has been suggested that the subject
had a personal meaning for Girclamo Farnese, who commissioned the
painting, comparing the hardships of Aeneas during his travels with his
own trials away from home (Farnese was papal nuncio to the Swiss
cantons, 1639-43).

References: M. Rothlisberger, Claude Lorrain: The Paintings (New Haven, 1961)
I, pp. 215-16; M, Rothlisberger, Claude Lorrain: The Drawings (Berkeley and Los
Angeles, 1968) 1, p. 216,

Fletcher Fund, 1955,
£85.114,
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46. Pépnpavt 8av Piv (1606-1669).
"OMAavdoc.

.. ..'H Zaoria wc MneAidva.

Zwypadirds nivarkag, thaoypadia of poucapd, 127 X 97.5 éx,
"Ynoypaupivog Kai xpovoloynuévos oo 1633,

'H ¢mypagn otd drpo TAG donidac e Tautiler T popdn nol ansikovi-
fetar p& ™) Mnedddva, ™) Pwpaixr 824 100 noAdpou. 'O nivarag altég
givar pd Soxpn. kai 16 nmphro napddeypa tvée Huiowpou yuvaikeioy
noprpaitow pé puBohovikn popdl 016 Epyo 100 Péunpavr. Xpovohoyikd
ronoBergital #va ypdvo vwpitepa and M «@ASpas 1ol "Epmtdl, Evav Ao
nivaka otdv ONoio xpnoiponoinoe yud poviého 1 yuvaika tou Zdoxia
8av Ooihevpnoupyk. 'O Péunpavr dppoaBuwvidotnke ) Zdokia 16 1633,
™ xpovid nol fwypddroe ) <Mnedddvas, "Ev Toldroic ftav avandpeukto
va dnuiovpynbei pa odykpouon avapeca otd pn efidavikeupdvo Kai
udAhov alrdpeoro npdownd e kai v sikovildpevn popdn. Snhadn v
drodhvn Bedtnra. Ki Spwe aldtr eivar pid éviunwolakn sikdva, Napdio
nod ¢ Bupakag powddel va sival kanwe koutooupepévoe, dhha pépn TR
navoniiag, xai idaitepa 16 hodio e nepikeparaiag, eivar 1600 padt-
vapiopéva 600 16 kaAdtepo dMavBing aofu. TR énoxie. ‘H yvnodinra
To0 nivaka dugroBnmBnke kanore. dAAG T6. Teheutaio kabdplopd Tou
(1979) Sikaiwoe altéd 16 npunpo £pyo To0 Péunpavt. ‘H nalduevn xpuw-
pankf khipaka paivetal idlaitepa kaBapd ot Babu kKGKKIVE THe PoloTac.

4(%. Rembrandt van Rijn {1606-69),
Dutch.

Saskia as Bellona.

Painting, oil on canvas. 127 X 97.5cm.
Signed and dated 1633.

The inscription on the rim of her shield identifies the subject as Bellona,
the Roman goddess of war. This is an experimental picture, the first
instance in Rembrandl’s work of a half-length female portrait in mytho-
logical guise. It precedes by one year the Hermitage Flora, for which his
wife Saskia van Uylenburgh also served as model. Rembrandt was be-
trothed to Saskia in 1633, the year of the Bellona. A certain clash was
perhaps inevitable between her face, unidealized and rather complacent,
and the subject, the steely divinity. Yet this is an arresting image. If the
corselet looks rather truncated other parts of the armor — notably the
crest of the helmet — are as refined as the best Dutch silver of the period.
The painting's authenticity has been questioned once, but the latest clean-
ing (1979) vindicates this early Rembrandt. The vibrant palette is parti-
cularly evident in the deep red of the skirl.

References: T. Rousseau and M. Pease, MMAB n.s. VI (1947) pp. 49-53; K. Clark,
Rembrandt and the ltalian Renaissance (London, 1968) p. 138: W. Sumowski in
Neue Beitrige zur Rembrandi-Forschung (Berlin, 1973) p. 94,

The Friedsam Collection, Bequest of Michael Friedsam, 1931,
32.100.23
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47.48. Nérep Bav Aivr (1609-1690).
drapavdoc.

Ado e TiRc "Adpodirtng Medici.

IxéSia, pavpn Kipwhia toviopévn pé donpo, nevdxt kai yrpilo
ApQlwpEvo HEAGVI Of UnAL wapTi. 419 X 268 2k. /419X 27.4 &k,
Movoypappéva kai xpovoloynuéva, Puoun 1640.

‘H «"A¢poditn Medici» guyrkaraheydrav dvapeoa otic apymoTnTeg mou
Baupdotnkav neploodrepo kard 16 Séxaro £85opo aiwva. T EAANVIOTIKS
papudpivo avtiypado Evec xauévou npwieTunov. Mou onuepa GploxeTal
otd pouoeio Uflizi, ftav ot Bida Medici tig Paoung drav 16 €ide ¢ Bav
Aivt. Z16 £pyo tou npdoBeoe mda vEKPOKEDAA, NOU TN peAdnoe £niong
and SiagopenikG onueia, kKabwe xKai pepikéc ypappéc mold pnopolv va
peradpacrolv we £ERe: «AlTée nod w' dyannos £8& ndpa mMoAD £xaoe
v Oyeia Tou, Tév MAoUTO Kai v Yuxr Tous. 'O NBikoAdyog ouyypadEag
Ex el E1a1 016 puakéd Tou Tév Epwra, Nposwnononuévo and Tiv "Agpodimn,
nod mMotedet mwe potdlel pé 16 poipaio Tpayoldt TGV CEIpfivwv.






