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47,48. Peter van Lint (1609-90),
Flemish.

Two views of the Medici Venus.

Drawings, black chalk heightened with white, pen and gray wash
on blue paper. 41.9X26.8 cm.: 41.9X27.4 cm.
Both monogrammed and dated Rome, 1640,

For the seventeenth century, the Medici Venus was among the most ad-
mired antiquities. The Hellenistic marble copy of a lost original, today
in the Uffizi, was at the Villa Medici in Rome when Van Lint saw it. He
added a death’s-head, it too studied from separate points of view, and
lines which can be translated: “"He who loved me here too much lost
health, wealth, and soul.” The moralizer thus thinks of erotic love, per-
sonified by Venus, as resembling the sirens’ fatal song.

Roger Fund, 1964,
64.197.8 and 9
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49. EFrégpavo vréha Mnédra (1610-1664).
Itarée (and ) dAwpevria).

“Evac véog KaAhiréxvng mol dvriypager 16 "Ayyeio Medici.

"OEuypadia. 28,6 X 27 £x.
"Yrioypappévn Kai xpovohoynuévn oté 1656,

Té < Ayyeio Medici», nov tapa Bpiokerar oté Mouoeio Uflici, frav i
onoudaidtepn and tic dpxadtnree nov £kavav T Bila Medici tig Pwung
£va onNuavTikd Tono NPooKuvAUaToS Yid ToUG KaAMTEXVESG and 1O HEKaTO
ExTo altva kai £5h7¢, &vd 16 aiodnoiaxd kbéounpa 100 papuapivou Kpartnpa
¢ Exave iSwaitepa dyannrd of kalaréxvec Thg Emoxig tod Mnapox.
‘0 Zrépavoe vidha Maéhda avréypade mota 16 ayyeio ué avaloyn xapn
kai nvedpa, Evi ouyypdvog 16 Exave xkal ud onoudn yia ™ popdn 1ol
KaAOVTUNEVOU VEWTEPOU avriypadia, mou Sév fitav GAAOG amo ToV KAN-
povopikd npiyknna e Toorkdvng. Tov péddovra Meyaho Aouka KoOQiuo
(Koopd) tév IN" 1w Medikwv. 'O Itédavo £yive SAOKQAGS TOU OTO
ox£510 v idua nepinouw £noxn.

49. Stefano della Bella (1610-64)
Italian (Florence).

A Young Artist Copying the Medici Vase.

Etching. 28.6 X 27 cm.
Signed and dated 1656.

The Medici Vase, now in the Uffizi, was chief among the antiquities that
made the Villa Medici in Rome an essential place of pilgrimage for artists
from the sixteenth century onward — and the marble krater's voluptuous
grnament endeared it particularly to artists of the Baroque. With equal
grace and wit, Stefano della Bella has copied the vase faithfully and also
made it the study of a well-dressed younger copyist, none other than the
hereditary prince of Tuscany, the future Grand Duke Cosimo 11l de” Medici.
Stefano became his tutor in drawing at about this date.

Reference: A, de Vesme, rev. ed. by P.D. Massar, Slefano della Bella: Calalogue
Raisonnd (Now York, 1971) 1, no. 832,

Joseph Pulitzer Bequest, 1917,
17.50.17-292
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50. av BéewE (1642-1719 nep.).
"Ohhavée.

'O odKKoc TOU Kuvnyoel TV YEpaKIGV.

Zwypadikée nivarac, shaoypadia of pouocapd. 134 X 111 £k,
Ynoypappévos Kai Xpovohoynuéves oré 1695.

Kata 16 Sékato £68opo aiwva 1o évdiagépov yid tole wkfnoug TAS
khaowkic énoxfic nijpe peyain Exraon. Oi kAnol Tdv "OMavdikav £5o-
yik@v nahanav, dnwe fitav 16 Baoxéd avakropo XEt Ado sixav fviu-
MWoIaKES EYRATAOTACELS Yyia TV USpeuon, Ayahuata Kai IKPOoKoNIKoUS
vaoue. Té sidulard, ppoviiopévo Tonio altol Tol nivaxka gival lowg
PavTaoTikd, alha Bupilel Tic nepiypadés Tov Pupaik@y énaviewy oty
Niivio, xabac kai Ta npaypatkd épsima g Bilag tou "Adpavod otd
TiBoh. Kai 16 tonio kai & kparpag pé 16 Saryukd Tou avayhudo eival oty
MEayuaTikGTnTa Ta GUuAka nave otd dnoia yiverar f SeEotexvirr ExBeon
TV Acudoudiav Kai Tav VEKPOV oAy, Nou anotehody 1d Bépara oty
anédoon Tav onoiwv sidikedinke kai ShiénpePs 6 Béawnl,

50. Jan Weenix (ca. 1642-1719),
Dutch.

The Falconer's Bag.

Painting, oil on canvas. 134X 111 ¢m.
Signed and dated 1695,

LY

The seventeenth century saw a widespread interest in classical gardens.
The grounds of Dutch country palaces such as the royal Het Loo had fancy
waterworks. statuary, and miniature temples. The idyllic, well-groomed
landscape in this painting is probably imagined, but it evokes Pliny's de-
scriptions of Roman villas as well as the actual remains of the Villa of
Hadrian at Tivoli. Both the landscape and the urn with its Bacchic relief
are really foils for the virtuoso display of flowers and dead birds, a genre
in which Weenix specialized and excelled.

Rogers Fund, 1950,
50.55
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51.52. TaAAia, yOpw ota 1690-1700.
Baxyog xal "Ap1aSvn.

Mnpolvi{iveg npotopés. “Yioc 45,1 xai 41,4 &x.
Névw o padpa pappdpiva B40pa.

Ma dpretolg aidves, oi nporopés 1@v Bcotfitwy, Tév alToxpardpwv xai
ol aMnyopikég npoownonofoeg fitav 16 Guoikd oupnAfipwua TAG KAa-
owfic nawdeiag. Ta d0o alrd napadeiypara nepikieiouv UnAWVIypOUS
Yia 16 ¢Bivénwpo kai 16 xakoxaipl. ‘H Tautémra Ol Snuoupyod Toue
bév Exer dvayvwpiotel drbpa, GG 1) Texvotponmia Touc dvixer oth
OxoM Tdv yAumtdwv tiig énoxfic o0 AoudoBikou 1A, dvdueoca ogroic
dnoioug ouykarakeydrav d@pavooud Zipapvrév kai b Maprév Ntelapviév,
‘'O xhaoikiopés Toug civar Babid EEidavikeupévos, ToAunpés Kal ouvapa
ExhenTuopivog, Rpwikdég ki Spws dndpaxpog p' Eva Tpdno YepdaTo Aupiopd.
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53. NikoAd Zanghé pé npéruno éva Epyo 100 Pevé Zapnavuié
(1680-1723).
raaies.

‘0 TeAcuraiog Toixog T oTodc To0 $pavooud ZipapvTov.

Xahxoypadia. 559 X 65.8 £x.
1710.

'O ®pavooud Zipapvidy ftav yAunmne nol épyaldrav yia 16 AoudoBiko
1A °, xai aveEdpnrog ouddéxtng. "Avtiypada anéd dpyaia. avayevvnoiaxd
Kai pnapéx yluntd oréufav tolde toixous nou & kahtéxvne diakoopou-
og, kai nod pbe Bupiler £50 pé wd TuIKGTNTG XaPAKINPIOTIKA TAG
énoxfic Tol Mnapdx, npocapudlovrag T OxeTikn KAipaxka Tov dvTiker-
péviwv pé oxond va Smuwoupyrost mda Beatpikny évrinwon. Té peydio
dpyaio kedpdh tod Meydhou "AleEavdpou and mopgupitn. nod Bpioxerar
Twpa ortic Bepoadieg, kai moo & Zipavrdv 16 dnédwoe oav md npotour
pE MPAcIVEG pappdapiveg nruxwocg kai Tévoue and énixpuoo pnpoivilo,
cival TonoBernuévo o1é kévipo 100 Toixou alTod.

53. Nicholas Chapellier alter René Charpentier (1680-1723),
French,

End Wall of the Gulléry of Frangois Girardon.

Engraving. 55.9 % 65.8 cm.
1710,

Frangois Girardon was sculplor to Louis XIV and a collector in his own
right. Copies after antique, Renaissance, and Baroque sculptures adorned
his walls, which the artist has here evoked with Baroque formality, adjust-
ing the relative scale of the objects for theatrical effect. Centered on this
wall is the large antique porphyry head of Alexander the Great, which
Girardon made into a bust with green marble drapery and gilt bronze ac-
ceénlts, and which is now at Versailles.

Tho Elisha Whittalsey Collection, The Elisha Whittelsey Fund, 1949,
4995151
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54. Zav-Mdapk Natng (1685-1766) .
raxioc.

Kupia pé ¢apérpa xai 680 (“Aprepn)

Zuwypapikdce nivarae, thaioypadia of pouoapd. 1353 X 105,1 £x.
“Yroypappévog Kai xpovohoynuévos orda 1756,

*And v "Avayévvnon xal népa, ol moprpaitioreg ouviitifav va xkoka-
kevouv Ta npdowna nold dnewxdwilav Sivovide TOug TA XOPAKINPIOTIKG
yvopiopata Saddpwy Beotitwy T KAaokhg dpxardmrag. 'O Nammé
Lwypadios auxva T4 povréia Tou, dvapcoa otd Onoia guyrataieyotav
kai i Mavrap vié NMopnavrolp, pé ™ popdn ThAC ayvie Bedg “ApTteung.
'H dyvwortn xupia nod noldpios yi' adrdv tév Tpravraguidévio nivaxka
Exel Eva dmpuhaktird Udog, napdho nol 16 dxupd THE alToduuvag Tng
pnopel va pryv civan 1600 andpbnro.

54. Jean-Marc Nattier (1685-1766),
French.

Portrait of a Lady as Diana.

Painting, oil on canvas. 135.3X105.1 cm,.
Signed and dated 1756.

From the Renaissance on, portraitists flattered their subjects by giving
them the allributes of classical divinities. MNattier frequently painted his
subjects, including Mme de Pompadour, in the guise of the chaste Diana.
The unknown silter in this rosy canvas has a guarded air, though her
defenses are perhaps not impregnable.

Relerence: MMA, French Paintings, XV-XVINl Centuries by C. Sterling (1955) pp.
121-23,

Rogers Fund, 1903,
03373
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55. TZoBdavwi Ntopéviko Tiénoho (1727-1804).
‘lrakée (and T Beveria).

Kévraupog kai Nopdn.

Iy £510, nevart kai kagé apawwpévo pelavt, Txvn padpou Kpayidv.
19,5 X 23.2 £x.
Mapw ot1a 1760-1780.

Té Mrtponohtikd Mouogio &xe onfv karoxh Tou Sekaentd oxéda To0
TLoBavwt Nropéviko Tiénoko pé @fparaoarupous xai xévraupoug. nou
gikovifouv Tév mAolTo ToV iSedv To0 Sefiotéxvn altold oxedaoth Thg
énox g 100 Pokokd. 'O Tiénoko ¢aiveTal NWE KaTaypdpel Tig orEPelg Tou
dnwe To0 Epyovial OTd puakd, xwpic npoonddowa, Satrdoooviag Tig
popdéc Tou of Sdpopa énineda, pé 16 va nowkiddel TV NukvETNTa TOU
dpawwpévou peiaviod, p° Eva tpdno nod Seixver St yvwpilel kanwg ™
Sopn, v &y xai npaypatika oxfuara v EAANVIKGY GvayAudwy Tav
peronav. Té ¢oAo altd pnopel va napiotdver Tov NEcoo kail Tiv Amdver-
pa, aAAa gaiveral $Eloou mBavé Gt & kKadréxvne pmopel va piv £ixe
kanota ouykekplpévn lotopia oté puadid tou. 'H dypia évépysia THG
apnayfc £xe1 dxdpa peyaritepn ducodtnra, yiati cupBaivel T600 KOVTQ
oTdv NOMTIONEVD KOO, nou cupBoliletal and 14 knpila oté Babocg,.

55, Giovanni Domenico Tiepolo (1727-1804),
ltalian (Venice).

Centaur and Nymph.

Drawing, pen and brown wash, traces of black crayon. 19.5X23.2 cm.
About 1760-80.

The Metropolitan owns seventeen drawings of satyrs and centaurs by
Giovanni Domenico Tiepolo that illustrate the wealth of the virluoso
Rococo draughtsman’s ideas. He appears to record his thoughts as they
occur, efforllessly, disposing his figures in planes by varying the strength
of wash, suggesting some awareness of the structure if not the aclual
shapes of Greek metope reliefs. This sheel may represent Nessus and
Deianira, but it is equally possible that the artist had no particular story
in mind. The wild aclion is all the more immediate for taking place so near
civilization, represented by the buildings in the background.

Rogers Fund, 1937,
37.165.57
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56. Zaph-Avipt Bav Ad (1705-1765).
raihoc.

‘H Bucia Tig 'Ig1yéverag.

Ixédio, nevart kal kapé perdvi, kadé dpalwpévo peidvi, pnid
xai donpo yroude ndvw and padpn Kipwiia of kadeti xaprti.
714 X 89.9 &x.

Mipw otd 1757,

AlTd 16 Epyo pé 1o douvhBiota peyalo pdyeBoc kai T yepdrn Spood
anédoon he Atpdodaipac TRC énoxfc, eival 16 npoxkaraprTikd oxESio
100 Bav Ad yia Eva Jwypadikd nivaka nmold napdyyelde & Opeidepikog

& Méyag té 1757, drav 8pioxdrav axdpa ord Ndrovrap. Z€ pua oxnvi
yepdtn peiodpapatiery Evraon, ol nepihuvnmot yovelg, Snhabh & 'Avya-
pépviovae kai f Klutawnorpa &év dvrnidauBdvovral dxdua, avriBera
ué Touc ExBapBoucg lepeig kai Tolg oTpani@ieg, T Bauparoupyn EndpBaon
e “Apteune, nol £oteide Eva Mg va dvukaraotfiost v "Idiyévela
navw otd Bwpd. 'O Bav Ad unopsi va sixe peismios v <Idiyévera &v
AUAS1s ToO EOpinidn kai fEepe oiyoupa neprypagés &vég nivaka pé 16
8fépa aourd, mod frav £pyo Tol Lwypddou TipdvBn 1ol Kivioy, nod
gnuildrav oty dpyxadtnra yid tic netuxnuéveg dnoddocig Thv Yapa-
KTpwv Tav "EMAvwy dpxnydv nol fitav mapdvreg ot Buoia. Mid Biviéta
o0 "Avrap ®pivrpry “Elep, nol otolifel 16 pUMO pE ToOV TiTAO TAG NP
e ékdboswe ol Epyou o0 Bivkehpav «Gedanken (ber die Machah-
mung der griechishen Werke: (Zrépeic yia ) pipnon tiv Einvikdy
Epywv, 1755). eikoviler tév Tipdvln tv Gpa nod ¢rhorexvel 16 api-
oToUpynud Tou. ‘H olvBzon tol “Elep pnopel va énnpéace 1dv Bav Ad,
4G ol OnepBoiréc yeipovopiee kai fy peyaidoroun anédoon 1ol Bépatog
anéd tév FadAoe kadatéxvn Bupilouv nepoodTepo 16 KAQoIKS pnapdx nved-
pa tig <"Ignyéveiags (Iphigénie) ol Paxiva,

56. Charles-André van Loo (1705-65),
French.

The Sacrifice of Iphigenia.

Drawing, pen and brown ink, brown wash, blue and white govache
over black chalk on brownish paper. 71.4 X899 cm.
Aboult 1757,

Exceptionally large and cooly atmosphenc, this 15 Van Loo’s preliminary
drawing for a canvas commissioned by Frederick the Great in 1757, still
at Potsdam. In a scene of operatic tension, the anguished Agamemnon
and Clylemnestra do not yet perceive — as do the amazed priests and
soldiers — the miraculous intervention of Artemis, who causes a deer to
replace Iphigenia on the altar. Van Loo may have sludied Euripides'
Iphigenia in Aulis, and he certainly knew descriptions of a painting of the
subject by Timanthes of Kythnos, celebrated in antiquity for its apt charac-
terizations of the Greek leaders present at the sacrifice. A litle-page
vignetle by Adam Friedrich Oeser for the first edition of Winckelmann's
Gedanken Gber die Nachahmung der griechischen Werke (1955) shows
Timanthes at work on his masterpiece. QOeser's composition may have .
influenced Van Loo, but the French artist's sweeping gestures and grandi-
loquent setting owe more to the Baroque classical spirit of Racine's
Iphigénie,

References: F, Dowley in Master Drawings V (1967) pp. 4247,

Rogers Fund, 1953,
53.121
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57. Zdav Mnartior Mepéd (1725-1805).
raihos.

'H Alyiva mol v EmoxénTeral 6 Aiag.

Zwypadikde mivaxkae, Ehawoypadia o poucapd. 1467 X 1959 éx.
Mopw ota 1768-1769.

'O Mkpél eivar Evag dudonuog {wypddog oxnvav NG kabnuepiving Jwng.
“Av 6 nivarkag altéc eixe Teisiwoe B4 pnopoloe Bavpdoia va Slekdiknoel
urd Béon oty peydkn napadoon Thg iotopikig Lwypadikig. 'O Beamig
karaiaBaivel nue 16 oxédio 100 nivaka sivar ma anédoon tphde otd
£pyo 1ol Twnavold kai 1ol Meoueproivo, évi ol véeg dvnihfysig yia v
apyaiohoyia ouveréleoav OtV Exouyxpoviopévn «apyaionpenis £mni-
nAwon the KpeBBaroxduapag. Té dn ¢ nivakag Sdv Exel oupminpwiet,
£yive agopun yua i Siatinwon OneBéoewy OXETIKA pé 1o BEpa Tou, yiati
 iGaitepa kaBoplomikn Adudn 1o Pwrds ndvw and T yupvl] Konéha,
Exel Eva paddov yevirsupévo oxfjpa. 'H dnoyn noe 16 8épa tol nivaxa
frav 6 épwrag Tol Ala yia T Aavan, nod 6 Bedg v Exieroe kanou padi
pé 1 Bepanmawvida tne kai v dmokéglnke odv xpuory Bpoxn. £ixe
Emrpatiost yud £va nepinou aidva. ‘H yuvaikeia popdf Tautiotnre dpweg
eheutaia pé d Aydrepo yvwoth fpwida, Snhadn v Alywva, oty
onoia épdaviomnre énione & Alag naipvovras alth T ¢opd T popdn
wde aniie pAdyac ( Metamorphoses 6.113, 7.474 kai 617). 'O aetdg
nod gikovileral oTdv nivaka naplotdvel énione tdv Ala, aAra 1 Bepanat-
vida Sév avadipeTal otiv adfynon 1ol '06idiou, nod pdc ninpogopel
gnmiong dn N Alywva fitav Képn 1ol "Acwnod, kal petadépdnke and tov
Afa o1é vnoi nov Bpioketal oTd votia TG "ABRvag. 'O yidg TAG Alyivag
kai np@roe Baotdcs 1ol vnowd Alaxds, Tol E5woe 16 dvopa TG unTépag
TOU.

57. Jean-Baptisle Greuze (1725-1805),
French.

Aegina Visited by Jupiter.

Painting, cil on canvas. 146.7 X 195.9 cm.
About 1767-69.

Greuvze is famous as a genre painter. This picture, had it been completed,
would have upheld magnificently his claim to share in the great tradition
of history painting. One senses a bow to Titian and Guercing in the
picture’s design, while new archaeclogical notions have brought about
the updated “antique” bedroom furniture. The unfinished state has caused
conjeclure as to the subject matter, since the all-important glow of light
above the nude girl is rather general in shape. For about a century, the
subject was thought 10 be the love of Jupiter for Danaé, who was confined
with her maid and visited by Jupiter in the form of a shower of gold. Re-
cently a much rarer heroine has been identified, namely Aegina, to whom
Jupiter appeared in the simple form of a flame (Melamorphoses 6.113;
7.474 and 617). The eagle in the painting also represents Jupiter, but the
maid is not mentioned in the account of Ovid, who adds only that Aegina
was the daughter of Asopus and was transferred by Jupiter 1o the island
south of Athens which her son Aeacus, the island's first king, named
after her.

Reference: Hartford, Conn,, Wadsworlth Atheneum, Jean-Baptiste Greuvre, oxh.
cat. (1976-77) no. 65.

Gift of Harry N. Abrams and Joseph Pulitzer Bequest, Pleiffer,
Fletcher and Rogers Funds, 1970,
1970.295
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58, "Avrov Pagach Mivyrg (1728-1779).
Feppavéds.

0 Nidyav Méaxiy BivacApay.

Zwypaginds nivaxes, Haioypadia of povcapd. 63.5X 49.2 i
Pon, yopw otd 176162,

‘O Mévyre, Evee and Todg onpavnixérepoug xalutéxveg Thc tnoxfc Tod
BiveeApav (171768), nod 1év yvipile xal 1év ratahdBawve nokd rkokd
Lwypadioe alTé 16 noprpaite Tou, dnwe xal & Xéhunalv eixe rhorexvin-
ot nalidtepa 16 noprpaito To0 "Epacuou (&p. xar. 40). 'O radlTdvng
alTée, nob frav yise tvée Lwypdgou. niye i npdtn $opd oth Poun
of Hluxia Sexarpuiv Eriv, xai xaT4Pepe va dnoxThoe: nokd AenToutpeia-
kéc yvioei it Td dpxaia xai 1 Gvaycvwnoiard pvnpeia g perd and
énavenupives tmorderg fxcl. Ma tév BivicApav, f AgER Tou oty
nékn adth  tic 18 NocpBpiou 100 1755 Arav f txmifpwon s parpd-
ypovng EvBopuxne tAniSeg. Ith Poun Exave dptows T yvwpiuio Tod
Mévyre, nai 016 npdownd Tou Bphixe Eva Baupdowo Eovayd xai Eva odvipe-
¢0, pé Tév dnolo pnopodoe va ovinmioc tig Béeg Tou oxenikg ut v
alofnuxd, 'H nownkdmra 1ol noprpaitow nod Snuolpynoe & Mivyrg
Eyreital oty ArdTnrd 1ou, orh oupndéoio pt Thv dnoia napdoTnoct 14
XOPAKTNPIOTING TO0 pOVIEAOU Tou, Xai OTAV dnopact Tou vé Tév antiko-
vioer thv Gpa nod SidBole xdn and Ty Thaada. M° alTh T Acnroptpeia,
& Mévyre rardgepe oyt pdvo va Seife 16 ocBaopd ol Biveehpav yid
ta £pya 100 ‘Oufipou, dMG xai va Booc Eugeon oty npwronopiaxd
Aaeooiwon 100 ilou orfv odoia xai Thv EEEMEN TS dpxaieg "EMNVIKAS
réxvne. 4god Eva and 16 onoudaia émredypata tod Bivechpav firov
16 &n Baoiotnxe of npaypatxd Epya téxvng. xai dxi 0f guAohoyineg
nnyée. Kai &1 014 ypanta tou Edwoe wd Evapdpn Exdpaon Tév dperiv
nod Staxpivay Thv Téyvn ThS "EMGBog and txcivn TG Poung. raBeg xai
Al apyaiwy mokTiopdy. Mol xpdwvia petd 16 Bavaro Tod Bivechpay
alté 16 noprpaito 100 Mivyxe Edwoe 1 Goown iSta yid Eva pvnucio
nod dveyépdnxe npde Tiph Tou o1d Ndvlco,

58, Anton Raphael Mengs (1728-T9).
German.

Johann Joachim Winckelmann.

Painting, ¢il on canvas. 63.5X49.2 cm.
Rome, about 1761-62.

As with Holbein's portrait of Erasmus [40). this likeness of Winckelmann
{1717-68) was painted by a major contemporary artist who knew and under-
stood his subject well. The son of a painter, Mengs first went to Rome at
the age of thirteen and, through repeated visits, came 1o know the ancient
as well as Renaissance monuments intimately, For Winckelmann, his ar-
rival in the city on 18 November 1755 marked the fullillment of a long-
cherished hope. He immediately made the acquaintance of Mengs, in
whom he found a perfect cicerone and companion with whom to discuss
his aesthotic ideas. Tho persuasivenass of Mengs's portrait lies in its sim-
plicity, in the sympathy with which he represented the sitter’s features, and
in the decision to show him reading from the [liad: by this detail, Mengs
not only indicated Winckelmann's vengration lor the works of Homer but
also emphasized his friend's ground-breaking preoccupalion with the es-
sence and development of Greek art. For one of Winckelmann's great
accomplishments was 10 have proceeded from actual works of art rather
than literary sources and, in his writings, 10 have articulated the qualities
that set Grook art apart from that of Rome and other ancient cullures.
Soveral years after Winckelmann's death, the Mengs portrait was used
as the basis for a monument erected 1o him in the Pantheon.

Asterence: J.L. Allen in MMAB ns. VI (1949) pp. 228-32.

Harris Brisbane Dick Fund, 1948,
48,141
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59. TloBdavwvi Mmattiotra Mpaveél (1720-1778).
‘Itakée (Gnoé ) Bevetia, £pyaotnke ot Pwun).

“Anon Tob £Ewrepikol ol Kohoooaiou.

‘OEuypadgia. 43,8 X 69,5 £x.
1757.

“Orav ¢ Mpavédl eide yia npwtn opd ™) Puwun. otiv Hlkia t@v cikoo
sriov. yonteudnke and 1a £pcimd TNe mMou ouyKEévIpwoav TV npoooxn
1ou. 'H Badid karavénon the dpyirekrovikie, i yoéviun ¢avracgia xai
16 TUMUKA BEVETOLAVIKG TaALVTO TOU OtV anddoon Thv Bedtpwy gaivovral
kaBapd otic nepignuec «Vedutes ("Andgeig) Tou, oTig dnoieg KaBE néTpa
tie apxaiog néAng naipver véa fwn. 'ES® & Oyxog tol Kohoooaiou
vERICEL pé TOAMN THV RAGRA, P Eva TpoNo NoU KAVEL TIC MPOONTIKES GNoYElg
the 6ol . T{oBavvi iv Aatepavo kai TS "AYidag Tou KwvatavTivou va
gaivovral otic Grpec TaV MAEUP@Y. 04y va elval pEpog MIag oxknvoypadiag
e énoxng 1ol Mnapodx,

59. Giovanni Battista Piranesi (1720-78),
Italian (Venice, active in Rome).

The Colosseum, Exterior.

Etching. 43.8X69.5 ¢m.
1757.

When Piranesi first saw Rome at age twenty, his altention was galvanized
by its ruins. His profound understanding of architecture, his fertile imagi-
nation, and the Venetian faculty for theatre are manifest in his famous
Vedute, in which every stone of the ancient city is charged with life. Here
he boldly fills the plate with the bulge of the Colosseum, allowing per-
speclives of the via S. Giovanni in Laterano and the Arch of Constantine
to appear far to the sides, as in a Baroque stage setl.

Reterence: H. Focillon, ed. by M. Calvesi and A. Monlerini, Giovanni Battista Pira-
nesi (Bologna, 1967) no. 758,

The Elisha Whittelsey Collection, The Elisha Whittelsey Fund, 1959,
59.570.411



.
"u":"'.".'l:'i'
%

r
'

CE

e |

e
W i
. g- gt

&

Ao S B ot il €

Fr

)
"
[ =
5
=
| =~
q-\-'|
=
-
W
i
iy
|| L]
i
g -
Wt
ol .
Ay
w T i -
o &
&
L. -

177



178

60. TIoBavvi Mnartiota Mpavell (1720-1778).
‘Itadég (anéd 11 Beveria, £pyaotnke oty Paun).

Navopapikn dnoyn Tol Kohoooaiov.

'"OEuypadia 499 X 71.4 &k,
Mopw ota 1776.

Eikoot xpdvia pera v Gnogn tol £Ewrepikold 100 Kohoooaiou (BA.
ap. 60) © Mpavel grhotéxvnoe kai 16 Lowtepikd Tou ¢ adth v 6fu-
ypagia pé 1) orpoBihionikh, rukhkrh Sudraln TGOV OKIOGWTIONDY.
Mapoho nol Bplnke avnipérwnog pé 16 kipoe The albBevriac To0 Bivkeh-
pav kai pé 10 Baupaoud yid v EAAnviKg Téxvn nol peyaiwve SlapKGe.
£v ToUTOIG £EaKoAOUBNOE va eival AkAdvnTa NPpooKoAAnuévos oty niotn
Tou oty unepoxf TAG Pwpaikig téxvng. Napd Thv npoooxn Tou yia Tic
Aenropgpeteg, O Mpavel peraxepiferar v dnoyupvwpévn dpéva dxi
odv ioTopikég, nol 84 unopoloe Toweg va Swaknpokel v Edpon e
andé 1 popdf ol EAANVIKOD GugiBcdTpou. AAMG yviIa va éxpcTarAcubei
Tig BuvaroTNTEG VA T XPNOIHONOoINoEL Odv KévTpo dpauankie Spaonc
kai odv éuBAnua. Té Koloooaio évowpathvel pé v anepavrooivn Tou
) d68a g Popng. Ta ypappara deixvouv 16 onueio énou KANOTE <&
Avtoxpdaropag Tiree xaréBnke 1a oxald and 1a loutpd Tous Kai éxeivo
OTO ONoio £ixe Lyraraotabel N mpatwplavy ppoupd.

60. Giovanni Battista Piranesi (1720-78),
Italian (Venice, active in Rome).

The Colosseum, Bird's-Eye View.

Elching. 49.9X71.4 cm.
About 1776,

Twenly years after his exterior view of the Colosseum [60], Piranesi
elched ils interior in this turbulent, circling display of lights and darks.
In the face of Winckelmann's authority and the growing admiration for
Greek art, he clung tenaciously to his belief in the supremacy of Roman
art. For all his care for detail, Piranesi treals the despoiled arena not as
an historian — who might proclaim its descendence from the Greek amphi-
theatre — but for its dramatic and emblematic possibilities. In its vast-
ness, the Colosseum embodies Roman glory. Letters mark the spots where
once “the Emperor Titus descended the steps from his baths” and where
the Pretorian guard were stationed.

Reference: H. Focillon, ed. by M. Calvesi and A. Monferini, Giovanni Ballista Pira-
nesi (Bologna, 1967) no. 759.

The Elisha Whittelsey Collection, The Elisha Whittelsey Fund, 1959,
59.570.426
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61. T{oBdavvi Mnarviotra Mpaveéd (1720-1778). i
'ltadde (and 1 Bevertia, épydomnke ot Poun).

'0 vabde ol Moocidwva.

‘Ofuypadia. 499 X 67.9 £x.
1778.

Oi Tpeic dwpikoi vaoi Thg Nooewbwviag (Paestum), grol onwg frav ano-
povopévor péoa o' Eva £Aideg tonio, AvakaAigBnkav pohg yipw otd
1720, 'And xei xai népa, oi orépeol Wnparoyeveic Neoooi toug, nov on-
ploupyolv TETOIOUC HaYIKOUG Xmpoug, Tpadnfav tiv mpoooxh ndapa
noAA@v Beatdv xal npokaieoav TV ayann yid v EAANVIKN ApXLTEKTO-
vikf. ‘O Mkaite fitav avdueca o° éxeivoug nou £nnpedotnkav NEPIEOSTEPO
an' avtolie: O vaoi Eywav yU altév, dnwe AEel, <16 TEAEUTaIO Kal lowe
kai 16 mué onépoxo dpapa nod 84 ndpw pali pouv o1éd Takidt pou npdg 1d
Bopetas. 'O Mipavéll, Ektég and Eva pdvo wxpd napanovo (Evag vadg
«portalel v' aviikel neproodrepo otdv Tookavikd napd otév Awpikd pud-
o) Egxivnoe W' évBouowaopd yia pda apyxalchoyirn £50punon nou
EueAAe va sival i tedeutaia tou, Kai mol sixe odv dnoréheoua M Piio-
téxvnon 1ol Epyou: «Différentes Vues de quelques restes de trois grands
édifices qui sublistent encore dans l'ancienne ville de Pesto, autrement
dir Posidonia, qui est située dans la Lucanies. (AwGgopee anéeig pe-
pIKGV Epeiltiwy TGV TPl peydiwy ktnpiuv nod owndovial dkdua péca
omiv apxaia néin to0 Pesto fj aAowwe Nooedwviag mov Bpioxketal 01N
Acukavia). NéBave npiv CuunAnpwoel autd 16 £pyo Ol Wpaieg pHOpPEg
16w ouvadéAdwy Tou EEgpeuvnT@v nol cikovifovral ¢ att tiv nmAdka
oupninpwinkav and tév yid Tou PpavifLoxo.

61. Giovanni Batlista Piranesi (1720-78),
ltalian (Venice, aclive in Rome).

The Temple of Poseidon at Paestum.

Elching. 49.9X67.9 cm.
1778.

The three Doric temples at Paestum, isclated as they were in a malanal
plain, were discovered only in the 1730's. Thereafter their study traver-
tine pillars, which create such magical spaces, drew widespread allen-
tion and greatly stimulated the taste for Greek architecture. Not least
affected was Goethe: the temples provided “the last vision | shall take
with me on my way north and perhaps the greatest.” With only minor
grumbling (one temple “seems rather 10 belong to the Tuscan order than
to the Doric”), Piranesi embarket enthusiastically on what was to be his
last archaeological excursion, résulting in the Différentes Vues de quel-
ques restes de Irois grands édifices qui subsistent encore dans I'ancienne
ville de Pesto, autrement dit Posidonia qui esl siluée dans la Lucanie. He
died before ils completion; the handsome figures of fellow-explorers in
this plate (XV1) were supplied by his son Francesco.

Reference: London, Arts Council of Great Britain, Piranesi, exh. cal. (1978) pp.
120-21.

Rogers Fund, 1941,
41.71.1 (15-17)
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62. Oolunép Pounép (1733-1808).
rariec.

'H ¢moTpoedn 1ol kenadio.

Zwypadikée nivakag, EAaoypadia of povoapd. 205.1X 1219 éx.
Mopw ota 1773,

0 kaAréxvne nipe 16 naparcouki «'0O Pounép tawv £peimivs yxAapn
of nivakeg oav autov. Ta dpylrextovikd épeima and v dpxadtnra
TOv Evdiégepav Kupiwg ywati npéoBerav ypagikdtnra ord Béuard tou.
Té BoAwtd Puopaixd kK1ipto nou mAaiciwvel 1600 Bavpdowa 1 ouvbecon,
Exel xadoer ma 16 nald tov peyaieio, xai xpnowpeler odv £va anid kara-
$OyLo yid 16 xonad. Napodro nol 1d KTipLo sivar yid Eva peyalo pépog
TOU MpoLdv THG ¢avraciag Tou Pounép, £v TouTolg altée BA xpnoluonoi-
noe gav npéTuna 14 noAudmbua oxédia Thv npaypankoy épeiniwy nod
gixe Priotexvroct katd v évdckdaypovn napapoviy Tou oty ‘ltalia,
onov ouvdEBnke $rakd kai pé 1év Mpavéll. *Evac nivakac nol oupnin-
pwvel autd 16 Epyo xai Bpioketar £nmiong otd Mnrponolitikéd Mouocio
givar xpovohoynuéveg ord 1773, 'O npdroe karoxoc kai tdv 00 Epywv
M. vT€ @pouBik 14 daveloe yia va éxteBolv otd Zaidy Told 1775.

62. Hubert Robert (1733-1808),
French.

The Return of the Cattle.

Painting, ¢il on canvas. 205.1 X 121.9 cm.
About 1773.

Paintings such as this won the artist his nickname, “Robert of the Ruins.”
The architectural remains of antiquity interested him mainly for their pic-
turesque effect. In its diminished grandeur, the vaulted Roman edifice
that 50 superbly frames this composition now serves as a mere shelter
for livestock. Although the building is largely the product of Robert's ima-
gination, he would have consulted for its design the many drawings he had
made of actual ruins in Ntaly, where he spent eleven years and became
a friend of Piranesi. A companion picture, also in the Metropolitan, is dated
1773. Both were lent to the Salon of 1775 by their first owner, M. de Frou-
ville,

Reference: MMA, French Paintings: XV-XVIII Centuries by C. Sterling (1955) pp.
162-63,

Bequest of Lucy Work Hewitt, 1935,
35401
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63.64 [aAiia, yopw ota 1785-90.
A00 SrakoopnTikég mAdkeg: NOpgeg mod yopelouv.
'Emuy pucwpévoe unpoividoc. “Yipog 32 £x. nep.

'O khaoikiopde tod Sfxarou Gydoou alwva Sagiper and Tig mponyou-
pevee avaBiwoele TS apxadtnTag. yiati ol apxalohoyikeg avaorkadiq
100 £dwoav MAOUOIWMTEPO OMKG. 'H avaxdiuyn thg 'Hpakiewag 106
1738, xaBwe xkai éxcivn e Mopnnice xai tev Ztabiv déka xpovia
dpyorecpa, doxnoav v mod xaBopionx) £nidpaon. ME Tig ExBEOEIG TV
raEiliwriv kai idwaitepa pé 16 £pyo <Antichita di Ercolano espostes
(O dpxawotniec 1He 'Hpaxkiciwae mou avaxkaAogdnxkav). pa dnpoot-
£UOT ONUAavTIK@Y S0pnuatwy nod éndodnke of OxkTw TopoUC anod 1d 1757
we 16 1796, /| Edpwnn peradgépbnee niow ordv OMxd kéopuo mol kara-
otpagpnke and v ExpnEn Too BedouBiouw 16 79 p.X.. xail nou nepypadeTar
y' Evav idwaitepa aflopvnudveuto Tpono otic émotolés Tod NAiviov o0
Newtepou (6.16). Ztig 18 'lavouapiou 1749, ¢° Eva onint yvwoTtod oav
«Bika TO0 Kiképwvas, oTa nepixwpa tAg MNounniag, Gpébnkav ol npoTEG
TOIX OYypadiee and pia Spada nol eikovifel pepovwpEVESG HOPPLESG YUVaALKY
vIUpEvES pé Qopéuata NMePooOTERO | MyOTEPO NTUXWTA, 0L XAPITWHE-
veg, avalagpes néleg. O1 <NOPGES nol Xopelouvs. NoU Eyivav yvwoTLg
gty <Xopeltpiec 1ol Herculaneums= dnpociedtnkay oTov NpwTo TONO TWV
«Antichitas, xai o0& Alyo oréulav 16 xaberi, and yapud ransroapiag
péxpt Autdavia ol Toayiol. 'O Movérdyouvt xpnoipgonoinoe Tic popdeg
aUTéc of Suapopeg nidree mol Priotexvidnravy and 16 1773 kai £EAG.
Thv éndpevn dexastia, Evac Marioec texvitng dnuolupynoe £va cuvolo
Swdeka NMAaKGv, and tic onoieg oi dlo cikovifovral £d®. “Av kai pno-
pel va eixav npookodAnBel navw of Emmda, &v toutolg civan £Eioou
mBavéd va ypnoponomBnrav yua 1 diakdounon 1ol Toixou.

63, 64. French, about 1785-80.
Two decorative mounts: Dancing Nymphs
Gilt bronze. H. aboul 32 cm,.

Eighteenth-century Meoclassicism differs from previous antique revivals
in the extent to which it was fueled by archaeological excavation. The
decisive discoveries were those of Herculaneum in 1738 and of Pompeii
and Stabiae ten years later. Though travelers’ reports and especially
through the Antichita di Ercolano esposte. a publication of major finds
issued in eight volumes between 1757 and 1796, Europe was lransported
back to the material world destroyed by the eruption of Mount Vesuvius
in A,D. 79 and described most memorably in the letters of Pliny the Younger
(6.16). On 18 January 1749, a house known as the Villa of Cicero, on the
outskirts of Pompeii, yielded the first of a group of frescoes representing
single figures of women, more or less completely draped, in graceful,
weightless poses. The “"Dancing Nymphs" or “Herculaneum Dancers,” as
they became known, were published in the first volume of the Antichita;
in time, they embellished everything from wallpaper lo tea-cups. Wedg-
wood used the figures in a variety of plaques produced from 1773 on. In
the following decade, a French craftsman created the set of twelve mounts
of which two are shown here. While they may have been affixed to furni-
ture, it is as likely that they served as wall decoration.

Reference: P. Remington in MMAB XXIIl (1928) pp. 19511; R. Trevelyan in The Con-
noisseur CXCVI (1977) pp. 10511,

Purchase, 1926,
2614016
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65. Pouncpr “Avrap (1728-1792).
“AYYAGS, i
Awaxkoopnrikd mhaicio TEaxiol yia Té omin Tod Xapyouvr oréd MNéproaip.

Ixédio, idaroypagia kai yrpi dpauwpévo peddv,
26,7 X 35.2 &k,
Mipw ota 1777.

‘0 Ixwrotlog Pounept TAviop, GvavEwpEVOoC MPETA and pia «Meydin
Nepodeia= Mol KpATNoe TE00Epa Xpovia, Eixe pdhic npoldBet va anoxTr-
O£l Kanowa Grun odv dpxirékrovac, drav yvoplos 1év “Eviouiv AQogA,
AGpSo Xapyouvt, 16 1758. To 1754, 6 "Avrap eixe ¢lyel yua v ‘ltakia,
Onou pedétnoe apyaia pvnpeia pali pé tév Zark-Noui Khepiow, nol
ouvepyaotnke pali tou Kai gf wa ibhaitepa onpavurn émxeipnon ot
Aarparia. To 1757, ol Sud Toue peAdTnoav Kai anotinwoav T4 £peima ol
naratiod To0 AoxkAnmaveld otd Inghate (Zniir), pé oxond va Econe-
PACOUV TO EPY0 TWV REQINYNTEY Z100apT Kai PeBét oty "AlBfAva, kai na-
paiinia va dwoouv OTOUC OuyXPOVOUC TOUG EUNVEUOUEVA APXITEKTO-
vikd £pya koopkol kai &yt Bpnoksunikol nepiexopdévou. 'O “Avrap
ENpoKeITo va Snpoomedos Td anoteAdéopara TRc perdtne tou otd Epyo
«Ruins, . .at Spalator ('Epeima 016 Znakaro) 16 1764. TG 1758, 14 oxéda
yia 16 onin tod Xdpyouvt sixav fdn npoxwpros apketd, xai oi npo-
1docig o0 “Aviap Enpene va évowpatwloiv pali pé 1 perétn nol eixe
avanruxBel and rév T{wv Kap. Nap' oia autda, ¢ “Aviap avaiaBe v
gUB0vn yid 16 peyalltepo pEpOC TRC £owTepikhe Siaxoounoswe, xai
16 oxé810 alTd eivan Eva and névre ol onoBAnBnkav yid Ty Kataokeun
Tol SiaxkoopunTikol niaiciou To0 Taxiod Tol £Ewmortn. 'ISwaitepa Gfloon-
peiwta otoxeia adtol 100 oxédiou esivan & guvduaoude Tol aloBnoiarol
HovIEAQpiopaTos TV Kapuatibuy Kai THC akpiBsiac Ty apxITERTOVIKGOY
AENTOPEPEIGYV OTO «&MOTOMO= Kai T yeEioo.

65. Robert Adam (1728-92),
British.

Chimneypiece for Harewood House, Yorkshire.

Drawing with watercolor and gray wash. 26.7 % 35.2 cm,
About 1777,

Fresh from a Grand Tour of four years' duration, the Scolsman Robert
Adam was scarcely established as an architect when he met Edwin Las-
celles, Lord Harewood, in 1758, In 1754, Adam had set out for Italy where
he studied ancient monuments with Jacques Louis Clénsseau. his collabo-
rator also in a most important undertaking in Dalmatia. In 1757, the two
surveyed the remains of Diocletian’s palace at Spalato (Split), with a view
to outdoing the work of Stuart and Revetl in Athens as well as to providing
their contemporaries with architectural inspiration of a secular rather than
religious kind; Adam was to publish the resulls in Ruing . .. at Spalalro in
1764, In 1758, plans for Harewood House were already well under way
and Adam’s proposals had to be integrated with the project that had been
developed by John Carr. Adam, however, became responsible for much
of the interior design and this drawing is one of five submitted for the
chimneypiece of the gallery. It is noleworthy for its combination of sen-
suous modeling in the caryalids and precise architectural detail in the
“archilrave™ and cornice.

Reference: M. Mauchline, Harewood House (London, 1974) pp. 87-88.

Harris Brisbane Dick Fund, 1934,
34.78.2(7)
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66. Tlooda Mouétdyouvt (1730-1795).
“Ayyhos. -
‘Avriypado £vég ayyeiou of oxfpa avBpamvou kKedahol TiS KAaGIKAg
énmoxig.

Maopoc Bagdahtng. "Yog 18,7 £k,
Mopw ota 1780,

‘H kawolipyla avakaiugn tiag Nopnniag kai 1AS ‘Hpawieiag E¢rpe
pé ExmAnkuikn Tax0TATG MG peydin {Rmon kai yid dpxalotnieg Kai
yia ouyxpova £pya, nou dvriosoav v Eunveuon Toug and autée. Tlowe
Suwe kaveic &év avianoxpifnke o alth ™ {fitnon pé payakirepn Enity-
yia ané tév T{oodma Mover{youvt. Zdv péhog wag duvaoteiog ayyelo-
nAaoTiv and 16 Itagopvroaip, ¢ Moudtyouvt eixe &Eokeiwbel pé 1a
HUSTIKG TAG TéXvNg Tou and Tév kaipd nol yevviBnke, kai katépbuwos va
yivel i kupiapxn popdn IS AyyMKAG KEPOUEIKAS napaywyig. Z1Av énoxn
Tou, TG ApYaia ayyeia mol £ival TMpa yvwota oav EAMNVIKG Kail katw-
iTahMwTikG BewphBnrav odv £Tpouckikd, npaypa nol £Enyel 16 dvopa
<'Etpoupias, nod S60nKe OTvV KEPAPEIKA TV Onoia dpxICE VA KATAOKEY-
alel & Foudtdyouvt 16 1769. "Avapeoa ord npoidvia 100 fpyaornpiou
rou UmApxav ayyeia ané paipo Bacdhn nol frav £keivo nou ninoiale
nepioodtepo Ty O¢N THG Empdvelag Kai 16 ypwpa TG EAANVIKAG KEpa-
peikiic xai T@v dpxaiwv pnpolvI{ivwy GVTIKEIHEVEY. Té OMrd altd
pnopodos Gképa va otABuwlel otév Tpoysd Tol MBoEdou. "H 0dpia aldt
gival iBiaitepa évBiagépouoa, yiati £xel oav npdrund g Eva dyysio
ané pnpoiviio. Té npwrdtuno adtd £pyo, nold Gpiokeral twpa 016 AolBpo
(De Ridder, dp. kat. 2955) tival otiv npaypaukétnTa £TpouckikG, Kai
ypovohoyeltal oTdy TETapTo aikva n.x.

66. Josiah Wedgwood (1730-85),
English.

Ewer, copy of a classical head vase.

Black basaltes ware. H. 18.7 cm.
About 1780.

The rediscovery of Pompeii and Herculaneum accelerated tremendously
the demand for both antiquities and modern derivations. Perhaps no one
responded to this demand more successfully than Josiah Wedgwood. Born
to a dynasty of Staffordshire potters, thus familiar with his cralt from birth,
Wedgwood came to dominate English ceramic production. His distinction
was to have sought oul ancient models through publications, collections,
and the experience of travelers; at the same time he refined his materials
and means of production. In his day, the ancient vases that we know 1o
be Greek and South Italian were considered Etruscan, which explains
the name “Etruria” given to the pottery that Wedgwood inaugurated in
1769. Among his products were vases in black basaltes ware, a fabric
perfected to approximate the surface texture and color of Greek pottery
and ancient bronzes. It could be polished on the lapidary's wheel. This
ewer is particularly interesting because its prototype is of bronze. Now
in the Louvre (De Ridder cat. 2855), the original is in fact an Etruscan work
of the fourth century B.C.

Reference: H. Tailin Proceedings of the Wedgwood Society No. 5 (1963) p. 36.

Gilt of Frank K. Sturgis, 1932,
32.95.14
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67. Tloodwa MNouérlyouvr (1730-1795).
"Ayyioc.
AiwTo ayyeio ¢t oxnpa udpiag.

Madpoc Baodhtne. “"Yyoc 45 éx.
Mopw ota 1780.

Té ayyeio ai1d, onwe kai 16 nponyolpsvo, avikel ot oLipd Tov ano-
KACIOTIKG Qpyaiodoyik@y Mpoidvwy 1ol £pyootagiou 1ol Moletdyouvr.
Té oxfipa tou eival Eva aprerd kaAd avriypago pde EAANVIKAG KGANNS,
onAadn évoe tinou Udpilac. napdho nol Asingl ) kGBeTn Aoy otd niow
pépog. mpayua nou anoreAcl wa coBapry £vBelEn yia 16 611 6 Moudrdyouvr
tpyalotav p€ npodtuno pda duodidorarn petwmikn avanapdoraon, kai dxt
16 1010 16 MpwTOTUNO £py0. "0 Tponoe TR Suakoounoewe eivan £va Seiyua
100 <'ETpoudkikol OTuA» TOU Mouetlyouvr, SnAadn wag {wypadikng
TEXVIKAG MO0 ¥pnoipyonolel yewmypwpa opditra navw ord gacdhtn. To
1610 16 Bépa Exel mapbei and wd KGANN Nou Avike OTAY MPWIN CuAAOYN
100 Zép Mouidap XamArov (Kai Bpioketalr twpa o1d Bperavikd Mou-
oeio pé apiBud E 225) kai dnewoviotnke otd GBAio 1ol N. vi'Apxav-
B8\ «<Antiquités étrusques, grécques el romaines tirées du cabinet de
M. Hamiltons, (CEtpouorikég, £AANVIKES xKai pwpaikéc apxadtnTes
and 1 cudioyr) Tol xKupiou XauAtov. (NednoAn 176667). 'H £xdoon
auTn eixe wid Eexwpiot BLon péoa oty NAotola npoownik BiBAMobAKn
100 MouvétdyouvT, nou ouvdedrav otevd pE Tov (B0 1dv XauAtov. Napdho
nol 16 84Lo pnopel va gailvetal pé v npwTn Hatid aropo, Kal of popdéc
kanwe Stoxapnteg, v TouTolc 84 npénetl va Bupdral kaveic é1 ypovolo-
YikG ronobersital nave and capavra xpovia npiv and Tic avaorkades
100 Acutotdvo Mnovandapre otd BolArol, ol dnolec £rkavav yid npwtn
$opd yvwoTd Eva onuavikd apBud EAANvIKGY ayyeiwy.

67. Josiah Wedgwood (1730-95),
English.

Two-handled vase in the shape of a hydria.

Black basaltes ware. H. 45 ¢m.
About 1780.

This vase, like the preceding one, belongs to Wedgwood's strictly archae-
ological line of production. In shape it is a tolerably good copy of a Greek
kalpis, a form of hydria or water jar, though it lacks the vertical handle at
the back — a strong indication that Wedgwood was working from a two-
dimensional, frontal rendering rather than the actual model. The manner
of decoration illustrates Wedgwood's “Etruscan style,” a technique of
painting in earth-color enamels onto the basaltes fabric. The subject itself
is taken from a kalpis that was in the first collection of Sir William Hamilton
(now British Museum E 225) and was illustrated in P. d'Harcanville's Anti-
quités élrusques, grecques el romaines tirées du cabinet de M. Hamilton
(Naples, 1766-67). This publication figured in Wedgwood's extensive per-
sonal library and Hamilton himself was a close acquaintance of his. Al-
though the vase may at first appear ungainly, and the figures somewhat
stilted, it should be remembered that it predates by over forly years the
excavations of Lucien Bonaparte at Vulei, through which Greek vases first
became known in any quantity.

Charles E. Sampson Memorial Fund, 1966,
6617
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68. 'And tv <'Etpoupia: (16 épyootaco 1ol TLooda Mougtdyouvt)
" AyyAia, apyéc Tol 19ou aiwva.

Zkedoc mod xpnopedel od BAkn yia clvepya ypadis.
Maupoc BacdAtne. “Ygoc 20 k.

Té ouvoro THe mapaywyne 100 £pyootadiou Tol MoudT{youvT mMeEpAau-
Bavel AyoTEpa AvTiypada Apxaiodoyik@yv £Upnudtwy kKai neploodtepa
SLOKOOUNTIKG T XproTikd avrikeipeva nod otoAifovran pé potiBa TRg
kAaoikfic dpxaldétnrac, oTa dnola avikel kai 16 avrikeipevo mol £5sTa-
Coupe. ‘H kupia favn ol ayyeiou eikovifer Tov "AxiAAéa, mpdTa oav
VEOYEVWVNTO Maitdi kai geTd 1 oniyun nod i pntépa tou Q£nda Tov Bou-
TaGEL péoa otd vepd THe Eroyag. Ta Huo avtd énewgddia epdaviovtal Kai
of pid oelpd and éntd oknvée nappéves and 1 {wr) Tou "AyxIALEq, nou dia-
koopolv pud nAdra N énoia gixe kanote évowpatwiel péoa ordv Aubuwva
e Zavia Mapia iv "Apaxéeil. 'H eikdva alri, 1) onoia xpovoloyeital
oty “Yorepn "ApyxadtnTa, tonoBetninke ot Mougewo Tou KamTtwhiou
gric apyéc 100 Sékarou Gydoou aiwva. ITR ouvExela, duagopol Kaihi-
Téxveg, avaupeoa otolg onpioug Bplokdtav kai & T{wv ®AGEuav, mol
gpyaotnke ot Poun ota TéAn Thc dekaetiag Too 1780 kai ovig dpxég TG
Sekastiae tod 1790, doxolovuevoc pé T ouykévipwon oxediwv nou
ENpOKEITO va ypnoponoinBoiv and 16 £pyooTdcio, TNV Exkavav yvw-
oty otdv Moudtdyouvt. TA énewoddia and t {wh Tou "AxIAAEa éugavi-
{ovral of Siagopa Npoidvia ToU TUnou Mo Kabiépwos O MouET youvT, Kal
gupneprthapBavouy mAdkee kai Bala xkaralAnia ya va efunnpemmoouv
Siagopoug oxonole. To OKelog Nou EKTEBNKE £50, ExEl OTO E0WTEPIKO
Tou pehavodoyxeia, néveg pé ¢Tepd Kai Alha ouvepya yid ypay o apxIka
84 cixe lowe kai éva oxénacpa. 'H popdn alth 568nke kai o dAAa okeln
kai Tpononondnks €101 WOTE va PNOPEL VA XPNOIPEVOEL, Yia napadelypa,
oav avolx 1o ayvyelo i KNponmnyLo.

68. Etruria (factory of Josiah Wedgwood),
English, early 19th century.

Holder for writing implements.
Black basaltes ware. H. 20 cm.

In Wedgwood's output, archaeclogical reproductions are less numerous
than the decorative or utilitarian objects embellished with classical molifs.
of which this is an example. The main frieze of the vase shows Achilles,
first as a newly born infant and then being dipped into the River Styx by
his mother Thetis. The two episodes appear among a series of seven from
the life of Achilles that decorate a slab once incorporated into the ambo
of Sta Maria in Aracoeli; of Late Antique date, the panel entered the
Capitoline Museum in the early eighteenth century. It became known to
Wedgwood through the artists, including John Flaxman, who worked in
Rome during the late 1780s and early 1790s gathering designs for the
factory's use. The Achilles episodes appear on a variety of Wedgwood
products, including plaques and vases adapted to different purposes. The
one exhibited here has, in the interior, receptacles to hold ink, quills, and
other writing equipment; originally, it probably had a lid. The form was
also produced in other wares and fitted to serve, for example, as an open
vase or candle holder.

Reference: C. Macht, Classical Wedgwood Designs (New York, 1957) pp. 191f,

Gift of Ferdinand Hermann, 1910,
10.85.2
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69. 'And tiv «'Eprtoupias (16 épyooTdolo Tob T{oodia Fuuti‘i’,ynuwj
"Ayyiia apxéc 1ol 190u aikva.

‘Avamhaon piag dpyxaiog Auyviac Aadiol.

"Appwdng dpyiddoc pé Daleniypiopa otd ypopa oo Jayapokdhapou,
pé éniBetn Siakéounon o pooo AVTIKD.
MiKoc 12,5 EK.

‘O Moudtdyouvt xpnolponeinoe Tole Eyypwpouc auuodpyidolie Tou («ia-
onelgs ) oav KAt avtiotowxo pé v nétpa, Onwe HETAXEIPICTNKE Kai 10
padpo GaodAtn Oav KATL AvTioTOolKo pE TOV pnpouvifo. MNapdio noud
ol md ouvnBiopévol iaonsic Tou Eivar pnAhé kai donpol, é&v To0TOIG
KaTagepe va tolc SWOEL KAl «KAQOIKA= Ypwpata. To avrxeipevo autd
AVTanoKpiveTal Of yevIKEC ypaupéc otd cuvnBiopévo oxfua nol sixav
ol Aapnec ¢ GAn v EAANVIKN Kai pwpalkh dpxaidétnta, aAka & Mouét? -
youvT TonoBétnoe Eva avayAugo peviayidv navew otd XEihog, napaisi-
novTac TNV ¥apakTnpiotikn Tpona oty Kopudrn The apxaiac Aaunac, nou
yONoigeve yid va 1) yepidouv pg Aadl. 'H avBpwnopopdien Biviéra,
nol eikovilel TPEIC YUVAIKES VIUMEVES LE QOPELATA HE HEPLKES MTUY WOEIC
now motifouv TO $TEPWTO AAoyo, dnAadn tov MNMyaco, eival napuévn ano
Eva [wypadikd Epyo and tov Tado Thwv Nacoviwv, nod Bpioketar Alyo
EEw and T Poun kai avarkarldBneke 16 1674, "Av Kal 1 mpwrdtuna
alta {wypagikd Epya Enabav ypriyopa ¢Bopic, &v ToUuTOIC avTiypd-
GINKaY Kal Snuocieltnray and nollolc kalMTéxves, Kal nmp@ta and
v MigTpo Mnaptodl 16 1680. "Evac and tolc KaAMTéxves mol Solisuay
yia tov Nouverdyouvrt, lowg & PAdEpav, Eroipace 16 oxédio 1ol napa-
OElypatog pag nol SIaKGoUNOE NMAGKES, TAUNAKIEPES KAl Aduneg,.

69. Etruria (factory of Josiah Wedgwood),
English, early 19th century.

Adaptation of an ancient oil lamp.

Cane-colored stoneware with rosso antico applied decoration.
L. 12.5 cm.

Just as Wedgwood developed black basaltes as an equivalent of ancient
bronze or black glaze, so he made his colored stonewares (“jasper™) an
equivalent of stone. While s most familiar jaspers are blue and white,
he also produced them in “classical” colors. This object corresponds gen-
erally to the shape usual for lamps throughout Greek and Roman times;
where, however, an ancient lamp has a hole in the top for introducing oil,
Wedgwood eliminated this feature and applied a relief medallion to the
lid. The figural vignette, three partially draped women watering Pegasus,
the winged horse, is taken from a painting in the Tomb of the MNasonii,
situated just outside Rome and discovered in 1674, Although the original
paintings deteriorated rapidly, they had been copied by several artists and
published, first by Pietro Bartoli in 1680. One of Wedgwood's artists, pos-

sibly Flaxman, prepared the design, which appears on plaques, snuffboxes,
and lamps.

Reference: C. Macht, Classical Wedgwood Desgigns (New York, 1957) p. 103.

Rogers Fund, 1911,
11.202.3
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70. 71. “Avykélka Kaoudpav ( 1741-1807) .
‘EABeTida.

70. 'H ©Aipn Toi TnAtpayou.
71. 0i Nopgzee Tic Kaluphe Ppuxaywyouv Tov TnAEpayo.

Zwypadikoi nivakeg, Ehaloypadieg 08 poudapd.
826X 1124 éx. ki 83,2 X 114.3 £k.
1786 i vwpitepa.

‘HAvykédka Kaougpay fitav pd and Tic mo Slakekpipéves kadtéxvideg
e Eénoxic Tng odv Jwypadog noptpaitwy Kai ioTopik@v Bepatwv.
Ol 5ud abtéc hawoypadice vtiolv Tiv Eunveuon Toug and 16 Snuodiieg
Epyo 100 ®everdv «Les aventures de Télémaques (Ol nepiméreisg Tou
TrnAépaxou), Mol ypadInke yia tév veapd dolka Thg Boupyouvdiag,
uaBnti Tol @eveddv, Kai dnUocEdTNKE YId npuwTn ¢opa 1o 1699, AOTH
RBkonmAaoTikr dujynon eival Eva oupninpwpa Thg '0dlogsiag, oTd onoio
& Tnhépaxoc nyaivel va avalnrioel tév narépa tou "Oduocéa. "H "Agnva,
pé TH popdn Tod ceBaotold yépovia Mévtopa, ouvodedel Tov vEo yid va
npodyel ™AV éknaideuon tou, Kai $pravouv pali otd vnol TS Kaluas.
Ol oknvée nmol anekovifovral £6w eivar ot eENg: OT0 NpTO KEPAAQLO,
oi vopgec TRe KaAupdg nepmoiouvral Tov TnAspaxo kai Tov Yuxayw-
yolov pé Tpayoudia nappéva and £Alnvikols Bpiiovs. "Otav Spwe alTog
dxolel 16 Hvopa TO0 NAtépa Tou, NEQTEL OF pIa TH00 peyain BAIYn, nou i
Kalugw yvédel oTiq vopugeg v' ardhagouv 16 Tpayoddi Toug, 16 £KT0 KEQG-
Aao, 1 Kahupw, épwtsupévn pé Tév TnAéuaxo, naipvel Katd pépog Tov
MévTopa, £&vd ol vipgee Tre npoonadoldv va diaokeddoouv 1oV vEo pé
AoudoUdia kal xopd. Ta xaopakTikd Epya nou gixav oav MpoTumnd Toug
tic ioTopikée ouvBéosic Thc 'Avykémka Kdoudpav frav nepdnrnrar
fl SedTepn oknvr ¥ proponoifnke yid pa yaikoypadgia and tév ¢paviog-
oxo MnaproAotol 1o 1786.
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70, 71. Angelica Kaufimann (1741-1807)
Swiss
70. The Sorrow of Telemachus.

71. Telemachus Entertained by the Nymphs of Calypso.

Paintings, oil on canvas. 8261124 cm.; 83.2X 1143 cm.
1786 or before.

Angelica Kauffmann was one of the most honored artists of her day, both
as portraitist and history painter. In these two canvases, she turned to
Fénelon's popular Les Aventures de Télémaque, written for Fénelon's
pupil, the young duke of Burgundy, and first published in 1699. This moral-
izing tale is an elaboration of the Odyssey in which Telemachus goes in
search of his father Ulysses. Minerva, disguised as the venerable Mentor,
accompanies the youth to further his education and together they arrive
on Calypso’s island. The scenes illustrated are these: in chapter one,
Calypso's nymphs serve Telemachus and entertain him with songs of Greek
legend — when he hears his father’'s name he grows so sad that Calypso
signs to the nymphs to change their song; in chapter six, Calypso, in love
with Telemachus, takes Mentor aside while her nymphs divert the youth
with flowers and dancing. Prints from Angelica Kauffmann's history pieces
were in wide demand; the second scene was engraved by Francesco
Bartolozzi in 1786.

Bequest of Collis P. Huntington, 1925,
25.110.187,188






72, TLwv PAaEpav (1755-1826).
CAYYAOG.

Eixovoypagnon yia roig «"Enra £mi OfBacgs.

Ex£S10, poAlBi. 20 X 39,7 £k,
Puwpn, yupw ota 1794,

'H ypapukn akpiBela v ouvBéoewv tol OAGEpav nou Exouv Tév TONO
e {wddpou kai eival Eunvevopévec and v ayann tou yua v apxaia
EAANVIKN Ayyeloypadia, Tév kKaBiépwoav oav TOV M onpavtke oxediaotn
The &noxng Tou. 'O kahMtéxvneg altég sikovoypadgnos Tov "Ounpo, Tov
‘Hoiodo kai Tév AloxUho, EkTOC and Toug olyxpovoug ouyypageic. Ol
«Compositions from the Tragedies of Aeschylus: (ZuvBéoeig and Tig
Tpaywdiee To0 AloyxOhou), pé xapaktikd Epya tol Topag Mpoh, exkdo8N-
kav 16 1795. 'O GAGE pav EKQVE KAMOIES LETPNUEVES AAAQYEG OTIG OTATELS
TV owpaTwy Kai Tic Aenropépeiec Thc navoniiag drav pETAEPE TNV Npo-
KAQTaPKTIKI HEAETN 01O TeARG oxédio (MNiv, XVII), o1é dnoio oi yioi Tol Oi-
Sinoda, dnAadn ¢ NoAuveikne kai ¢ 'ETEOKANG, pdyxovial otrfv noAn ThHC
Ondac, kKaradikaouévol va nedavouv O Evac and té xépt Tou dldou. 'O
"Andhiwvag karapravel yid va efaodalicel TV EKMANpwon THG TpopE-
phic npognTEiac Tou yid TV oikoyévela To0 Adwou.

72. John Flaxman (1766-1826),
English.

lllustration for “The Seven against Thebes."

Pencil drawing. 20X 39.7 cm.
Rome, about 1794,

The linear accuracy of Flaxman’'s friezelike compositions, inspired by his
love for Greek vase painting, made him the most influential draughtsman
of his time. He illustrated Homer, Hesiod, and Aeschylus besides the
moderns. Compositions from the Tragedies of Aeschylus, engraved by
Thomas Piroli, appeared in 1795. Moderate changes in stance and armor
occurred between our preparatory study and the final design (pl. XVIl), in
which the sons of Dedipus, Polyneices and Eteocles, fight at the Theban
gate, each doomed to die by the other’'s hand. Apollo arrives to ensure the
fulfillment of his dire prophecy to the house of Laius.

Gift of the Estate of Mrs. Edward Robinson, 1952,
21264



o
i LVl




202

73. "AyyAia, yopw otda 1800-1810.
Aud koppwoeic of apyaio £AANVIKG OTUA.
Iyx£dio, pohuBl. 276 X 16,2 £x.

Té axédio altd npodpyetal and éva Aslkwpa nod nepiExel oxédia yia
donuévia avrikeipeva kai Slagopa Koopfparta mou ¥PovoAoyouvTal Of
Siagopec neplodoue. ‘O TLav PAaEpav Exave dpreTa an’ altda ta oxédia.
I16 mapadeiypa nmou eEeraloupe, ol AenteniAentol BooTpuxol, Ta duadn-
pata kai ta Six TuwTd kaAdppata 1ol kedaiioo nod orodilovral pé Koopr)-
para, £xouv PEAETNBEL NPooEKTIKG and ayyewoypagieg, "Etol Bupdral
kaveic TAv eidikdtnTa TOU PAGEUav, Kal TOUC Mivakes évog GuBAiou ToU
npootatn Tou Topac Xdoun pé titho «Costume of the Ancients= ('H "Evdu-
pacia tov "Apyaiwv, 1809), mol OnfApEe ma napoudiaon-dpéonuo TAG
apxaiac EAANVIKAG Evdupaciag aTd Ay yAKO Kowvo.

73. English, about 1800-10.
Two Headdresses in the Greek Manner.
Pencil drawing. 27.6x16.2 cm.

The drawing belongs to an album containing studies of various periods
for silver and jewerly. Several are by John Flaxman. In this sheet, deli-
cate ringlets, tiaras, and jeweled nets are attentively studied after vase
paintings. One is reminded of Flaxman's line and of the plates in a book
by his patron Thomas Hope, Costume of the Ancienis (1809), a landmark
introduction of Greek costume to the English public.

Harris Brisbane Dick Fund, 1923,
23.68.1
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74. Tractavo Mkavtdhgn ( 1734-1802).
Itakdg (and T Mnoidwvia).

0 "Anerdig Lwypadile Tiv Kapmdonn.

Exédio, palpn Kipwiia kal Azukoi Tévol ndvw of kapeti xapTi.
30,6 X 43 &x.
WROYPAUPEVD Kai ypovoloynuévo ot 1797,

'O Nilviog pag Sinyeital v lotopia Tol nig ¢ "ANEAAAC $pwTEUTAKE
v wpaia £pwpévn Tol Meyaiou "AlsEavdpou Kaundonn kafiie 1 Lw-
ypagile, kai nig & "AAEEavpog napaywmpnos pé peyahouyia «&x1 pévo
v £pwpévn Tou, AAAG kai T oTopyn Tou OTév KaAATéxvne (Historia
naturalis, 35.86-87). 'H iotopia a0t fitav wd ané tic moé dnuoduisic
aToUg KOKADUG TOV KaAMTEXV@V TG EMoxfg To0 Mnapdk, oav Eva oxdho
nou £xel oxEon pé 1 peyakoPuyia adtav nold kuBspvolv. Ol popdéc Tod
Mraviodgn eival tonoBetnuéves pé Aoyikn TAEN, GG Exouv EAdyxioTa
Lvn 1ol auotnpol veokhadikol nvelpatoc nou EixE ma EMKpaThoEel
otd Mapiol kai ) Pwpn v énoyn adTr).

74, Gaetano Gandolfi (1734-1802),
Italian (Bologna).

Apelles Painting Campaspe.

Drawing, black chalk heightened with white on brownish paper,
30.6 X 43 cm.
Signed and dated 1797.

Pliny tells the tale of how Apelles fell in love with Alexander the Great's
beautiful mistress Campaspe as he painted her and how Alexander mag-
nanimously ceded “not only his bedmate but his affection also to the artist”
(Natural History 35.86-87). As a comment on the great-mindedness of
rulers, the story was a favorite with Baroque artists. Gandolfi's figures are
lucidly arranged but show little trace of the rigorous Neoclassicism that
by this date was well established at Paris and Rome.

Reference: MMA, Drawings from New York Collections: The Eighteenth Cenfury
in ftaly, exh, cat. (1971) no. 291.

Rogers Fund, 1962,
62,1323



e e R

e g .
e T LA e




75, Zaw-fNoui Ntadivt ( 1748-1825).
I GAAog. -

‘0 Aewvidac oric @epponihes.

Iy£d1l0, poAtBl oé xapTi. 40,5 X 55 &k,
Mipw ora 1805-11.

T alTtr T Bepatoypadikn HeEAST yid Evav nivara nod Bploketal 016 AoD-
8po, 6 Aswvidac, apxnyoe T@V Inapniatkdy otpateupdTwy, sikoviferal
fipepod kai anogacotikdg, kabug ol dvdpec Tou ETolpalovral yid T pdayn
oTa oTEVA TV Gepuonuiny: GAec ol wég Toug Ba BuolaoTody yid va ava-
yaitioouv TV mpoghaon tol ZépEn kal tdv Nepodv émdpopéwv. "0
MTaBivT ykaTtEASIPE TH Soukeld Tou vy’ altd 16 Epyo 16 1805, lowg ano
$oBo prinwe ¢ ioyupdc Tou npootatne Namohéovrag aioBavBel npoobe-
BAnuévos And OMaviyMous OxeTikoUs pé TOV PENOUUNAMKAVIONS, AAN
duwe v Eavapyioe 16 1811, 'H telki oldvBeon, mod frav Apwikn kai oTé
pévefoc kai oTd nepleydpevo, TEAEIWOE TO 1814, To ay£010 pag kataypadel
S0 ¢aceic, 7 TeAsutaia and tic dnoleg £xel {wypadlotel pé ypaupég
nolt sival ioxupdtepec and Tig apyxaidtepes kai mdé dSuodidkpiieg. To
Epyo alTd mAnoaler v telkl olvBeon dpketd dote va Swaohoyel
Tév TETpaywVIOpd Tou yid T petagopd Tol BEpatog OTOV mivaka.
‘0 NTaBivt daveioTnke otoxeia and noiréc nnyég kai Iftnoe akdua kai
vd daveloTel yupiva éxpayeia and tov Sizubuvtr ol AolBpou, nou td‘rs
dvopaldtav Mouoeio Namohedv. ‘H otdon tol Aswvida naipvel 16 npo-
TUNS TRS and pia oppayida pé ) popgn Tod Ala nod dnpociedTnke ano Tév
BivisApav. Oi puBpikée Slaydvies KIVIOEIS TOV NOASROTEV OQEilouy
noAld otf yepatn Baupacpd peiétn tav Epywy To0 PhaEuav nou Exave
O MTadivr (ap. kat. 72).

75. Jacques-Louis David (1748-1825),
French.

Leonidas at Thermopylae.

Drawing, pencil on paper. 40.5X 55 cm.
About 1805-11.

In this compositional study for the painting in the Louvre, Leonidas, leader
of the Spartan troops, is shown calm and resolute as his men prepare for
battle at the pass of Thermopylae; all lives will be sacrificed to check the
advance of Xerxes and the invading Persians. Possibly fearing that his
mighty patron Napoleon would take offense at hints of republicanism in
the project, David in 1805 abandoned work on it, only to take it up again
in 1811. The final canvas, heroic in size as in content, was completed in
1814. Qur drawing records two phases, the later drawn in stronger lines
over the earlier, fainter ones. It approximates the final composition suf-
ficiently to have warranted squaring for transfer. David borrowed from
many sources — he even requested the loan of plaster casts from the
director of the Louvre, then the Musée Napoléon. Leonidas's pose derives
from a gem with the figure of Ajax published by Winckelmann. The rhythmic
diagonal movements of the warriors owe much to David's admiring study
of Flaxman [see 72].

References: J. Bean and D, von Bothmer in La Revue du Lowvre XIV (1964) pp.
327-32: 5. Nash in MMJ 13 1978, pp. 101-12.

Rogers Fund, 1963,
63.1
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76. TLoulénne Toepdwt (1751-1802).
ITakode.
‘0 T{wpTtl OUACIVYKTWY.

Mappudpivn npotopn. “Yipog 59,8 £x.
(" Apxioe ot QAwpevTia kai teleiwoe ot dhadeipeia).
1794-95,

‘0 O0AcIvyKTWY, MO NPOKAAECE Tov yeviKO Baupaoud odv Natplotng Kai
oav fjpwag Thc dnuoxpartiag, €xel o' avT TV MPOTOMN TOV XapPakKThipa
évac Pwpaiouv adtokparopa. "0 idiog ¢ yAlnng nrav £€vag pAoyepog on-
HOKPATNEC KAl KAnwe AnoyonTEupEvoec and Tic Epneipiec Tou OTov NEOo
Kdopo - ol ¢peidwlol "Apepikavoi dév pnopoooav navra va karahaBouv
Tic HEYAAES TIpEC nol {nroloav ol KAAMTEXVEG yid va ¢TidEouv T4 nop-
Tpaita TV apxnywv Touc. MeTa v émotpodrn Tou ot Fahkia o Toepaki
avapeixdnee of A ouvwpooia now andédiene ot dohogovia Tou Namno-
Aéovrta kal néBave oTh yRIAOTIVG,

76. Giuseppe Ceracchi (1751-1802),
Italian.

George Washington.

Marble bust. H. 59.8 cm.
Begun in Florence and finished in Philadelphia,
1794-95,

Washington, universally admired as patriot and republican hero, has an
imperial Roman character in this bust. The sculptor himself was ardently
republican, if somewhat disillusioned by his experiences in the New World
— the thrifty Americans did not always comprehend the big prices asked
for portraits of their leaders. After his return to France Ceracchi was impli-
cated in a plot to assassinate Napoleon and was guillotined.

References: A.T. Gardner in MMAB n.s. VI (1948) pp. 189-97; U. Desportes in The
Art Quarterly XXVI (1963) pp. 140-78.

Bequest of John L. Cadwalader, 1914,
14.58.235
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77. To Epyo autd dnodiderar o' Eva pEiog TG oikoyevelag Twv Nalép
To0 Mnopvtw (nou épyacTnre oTo TEAOG TOU 180u Kai Tig ApxEQ
Tou 190u aiwva) .
Faihia.

‘H 'AnoBéwaon Tol OUAoIVYKTWY

Ty£bio, poAubl. 454 X 599 £k,
Mipw ota 1799,

Té oxédlo altd, nol npénel va Eyive Auéowsg HETA TV Avayyeiia Tod
Bavdarou Tol QUAowvyKTwY TO 1799, kavel pua énixAnon oty nAoluowa «£§ap-
TUOT» TRAC VEOKAQOIKAC pPEMOUMMAIKaGVIKAG darAnyopiag. ‘O Aiag ota
BeE1d, oTnpilel TéV Aykiova Tou navw of pd 0dpdyero opaipa, nou O moAd-
khauotoc vekpoe OudacvykTwy Exave va yahapwoouv of dluoideg ng.
‘H Movapyia kaBetar amoxapdiwpévn otiv dAkn nieupd, évio 1) 'EAgu-
Bepia OPawveL TOV «Dpuyikd okoodos. 'H ypid yuvaika oto KévTpo, dimAa
otév Tago, eival wa and Tic poipec kai mo cuykekpipéva N " ATtponog.
“Evac BAippévoc IvBiavoe kavel md kivnon npoonabgvrac va v kabu-
oTEPROEL KOBWES kOBl TO vipa TAG fwhg pé 16 kKodmpt g, Ainka otd
nédL Tol 'lvdidvou, Evac kporddeidog, ¥wpic mordéTnra oTic £ni pEpoug
AEMTOUEPEIEC, KAVEL d diAn dvagopd oOTdv AUERIKAVIKG Xwpo. 'H
Nikn OQover tov QuaovykTwy npog v "ABavacia, evi N dnun caimifer
14 kaTopBwpatd Tou. Mida Aiin @nun karaypader 1o0g dBAoug Tou Navw
o' Evav neood, ordv onoio cikovifetar kai Eva apyaiénpeno (all'antica)
kedah Tol oTpatnyol of npodil.

77. Altributed to a member of the Palliére family of Bordeaux (active late
18th-early 19th century),
French.

The Apotheosis of Washington.

Pencil drawing. 454> 59.9cm.
About 1799,

The drawing, which must have followed immediately upon the news of
Washington's death in 1799, summons the panoply of Neoclassical repub-
lican allegory. Zeus, on the right, rests against a globe whose chains have
been loosened thanks to the lamented Washington. On the other side,
Monarchy sits dejected, while Liberty hoists the Phrygian cap. The old
woman in the center, beside the tomb, is Atropos, one of the Fates. A
sorrowing Indian makes a move to delay her as she cuts the thread of life
with her shears. At the Indian’'s foot, an alligator, if somewhat misunder-
stood, provides another American reference. Washington is raised to
immortality by Victory while Fame trumpets his accomplishments. Another
Fame inscribes his deeds on a pillar, on which appears a profile all’antica
of the general’s head.

Gift of William H. Huntington, 1883,
83.2.1102
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8. Mnévriauwv Mougot (1738-1820).
TApemravoc | Epydaotnke oty "Ayyiia).

‘0 "Epwrag vikael T mavra, i ‘H Advapn ol "Epwra ora Tpia
ZToixeia.

Zwypagirds nivakag, Ehaoypagia of pouoaud, 1788 X 2045 éx.
MNopw ota 1810-11.

‘O Mnévtiapv Mougot OnfpEe iGpuTikd péhoc The Baoihikic "Axadnpiac,
T onoiag xpnuarnioe Npdedpoc and 16 1792 @g 16 1820. Mevvnuévog
otfiy NevoudBavia and oikoyévela Koudkepwv, fykatéhsiPe AV "Aue-
pLER oplomikd 10 1760, kal éykataordadnke otiv "Ayyiia adold népaoce
Tpia ¥povia Tafidedovrag oty ‘Itakia. ‘H téxvn Tol Mouéor, nol sival
noAl ENnpeacpévn and 16 vEOKAQOIKG OTUA TOO Mévyke (ap. kat. 58)
elval ma téxvn 1ig Slavoioewg kai gAGSoEn, Al f onuaocia tng Sév elval
navTa evkoAovantn. 'O Tithog avtold Tol £pyou npodpxetal and Eva ywpio
00 Bipyihiou noo dvagépetar ouyva (Eclogae, 10.69): "0 "Epwrac
KQTakTd 14 navras, dv kai 6 Fouéor anoppintel 16 nvelpa THG Enopé-
png ypapufe tol Bipylhiou: ="Ag napadoBoipe ki éueic otév "Epwras,
‘H dnown tou £xe1 md idioppudun Buaidtnra kai dév akoioubel TAV napa-
doon ol Sékarou dydoou aiwva TG XAPITWHEVTS UNOXWPNOEWS aToV
Epwra. 'O "Epwrdg Tou, mol eival véog, Seonotikée kai aBAnTikde, Exel
TV MPAyPankdéTnTa odv npdtund Tou 1 «Aaokdovtas (ap. kat. 20). Na-
pakivnuévos and 1M pntépa Tou "Adpoditn, 6 "Epwrag alTdc Kuplapxel
navw oTa otoixeia, nold avnnpogwnedovrar and Evav aetd, Evav innd-
Kapno ki Eva Movtdpl, dAAG T4 yakwvdpla nol xpnoiponoisl sival peta-
Ewtd oxowvid,

78, Benjamin West (1738-1820),
American (active in England).

Omnia Vinci Amor, or The Power of Love in the Three Elements.

Qil on canvas. 178.8 % 204.5 cm.
About 1810-11.

Benjamin West was a founder-member of the Royal Academy and its Presi-
dent from 1792 to 1820. Born in Pennsylvania of Quaker stock, he left
America for good in 1760, and settled in England after three years spent
traveling in ltaly. Much influenced by the Neoclassical style of Mengs [58],
West's art is intellectual and ambitious, but its meaning is not always ac-
cessible. The title of this painting comes from an oft-quoted passage in
Vergil (Eclogues 10.69): “Love conquers all things,” though West rejects
the spirit of Vergil's next line: “Let us too surrender to Love.” His view is
peculiarly fierce, not at all in the eighteenth-century tradition of a graceful
yielding to erotic love. His Cupid, young, despotic, and athletic, is modeled
in fact on the Laocodn [see 20]. Prompted by his mother Venus, this Cupid
dominates the elements, represented by an eagle, a sea-horse, and a lion,
but the reins he uses are silken cords.

References: G. Evans, Benjamin West and the Taste of His Times (Carbonale, 111,
1959) pp. 77, 79-80; MMA, American Paintings | by A.T. Gardner and S.P. Feld (1965)
pp. 35-36,

Maria DeWitt Jesup Fund, 1923,
95.22.1
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9. "Avrovio KavoBa ( 1757-1822). -
Itards (and ) Pwun).

‘Eoriada.

Mapuapivn npotour. “Ygoc 50,2 éx.
Mopw ota 1819-22.

‘0 KavdBa onfpEe N douvaywviorn peyaioguia 1ol NeOKAQOIKIONOD
oTh| yAunTikr), nod enawvelnke idaitepa, yid napaderypa, ano tév ZTavrai,
yiarti émvanoe Eva véo Tuno idavikie dpopgiac, 6 dnoioc mAnoiale ne-
ploodTepo Tic olyypoves avriAelc napd Tic EAAnvikécs. 'H véa &pun-
veia nou E£Sdwoe OTV EAANVOopwpaikny Téxvn toviler v slyévela TOV
QiocBnuarwy kai v anhomnta 1av Eggé, pé Tic anépiTTec popdéc Kai Ty
apx€yovn Adfeuon mnol taipiafouv andluta pé 16 ywapaktipa Tol
gikovi{ opevou npoownou. 'H oivBeon adth fArav éEaipetikdg dnuodiinc:
Evag mpootatng Tov Texvav ot NednoAn Unodéxtnke v napaliayr
TAG MPOTONNg auThe nod Tod avijke pé napadopn xapd, ANoKalHvTac To
«Qupavia ‘Eonada MapBévos. "Alkeq napallayéc TAg ‘Eonadac tau-
TioTnkav pé v Tootowa, pda véa KoméAha nol katnyopnBnke yid Aoéh-
yela, xai 1 onoia, yid va dwoel Eva dpapatikd TEVO OTHV AyvoTnTA TN
HETaQEPE VEPO pEoa O Eva kéokivo (MAiviog, Historia naturalis 28.12).

79. Antonio Canova (1757-1822),
Italian {Rome).

A Vestal.

Marble bust. H. 50.2 cm.
About 1819-22.

Canova was the unrivaled genius of Neoclassicism in sculpture, praised
by Stendhal, for example, as having "invented a new type of ideal beauty,
closer to modern ways of feeling than the Greek.” His reinterpretation
of Greco-Roman art emphasizes nobility of sentiment and simplicity of
effect, with chaste forms and pristine carving absolutely suited to the
subject at hand. This composition was exceedingly popular; one patron
in Naples received his example of the bust with transports of joy, calling
it a “Celestial Virgin Vestal.” Some other versions of the Vestal are iden-
tified as Tuccia, a young girl accused of unchastity who, to dramatize her
innocence, carried water in a sieve (Pliny, Natural History 28.12).

Reference: Unpublished, but see L. Coletti in Art in America XVI (1928) pp. 80-81,

Gift of a number of friends through Miss Sarah Lazarus, 1891,
91.9
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80. Zolég-Avtoudv Popaviéd) ( 1782-1852 nep.).
FaAhoc.

*H 'ABnva npoorareiel Tov Baoihia Tig Poung.

*Avayiudo and yopo otdv onoio Exel dnumoupynBel nariva.
1156 X 724 £k,
Yoypapuévo kal xpovoloynuévo otd 1811.

To 1811, drav N adrokpareipa kai de0tepn oufuyoc tol NamoAfovta
yEWWNOoE TOV kAnpovouo mol adtéc Aaxrapolos, & nepfigavos nNAatépac
NPOYPAPHATIOE va Yivouv AQunpég YAUNTES NapaoTAcEL; MoU va Seixvouv
o1 10 Bpegog fTav Eva aknBivo Térkvo TAC énoxfc Tol Neokhaoikiopod.
To naidi émovopdoTtnke dpuéowe Baoilae TAc Poung, kai dpxioav va npo-
wlolvral Sudgopa oxédia yid 1 xTiowwo &vég TEpAoTIOU NAAATION yid
Aoyapladguo Tou otnv Aiwvia MoAn. Ta oxédia éykataieipbnrav pali pé
noAdd GAha perd and Alyo, drav kardppeuoe f| Altokpatopia. MeAétec
OMWSG Oav auTd TO yudivo mponiaopa Sivouv CuyKIVATIKG AnoderxTika
otoxeia yid tig £Amideg told Nanohfovta. T aydpt nolu poldalsr ndpa
noAU pg Kpoypagia Tol narépa Tou, OTEKETAL Ndvw ¢ Eva BaBpo Slako-
QUNUEVO WE Tig pEMOCEg, GnAadn 1o EpBAnua TAg oikoyévelas Bovanaptn
HE TO XEPI TOU YUPW ané 16 Aaipd ThRe Alxkaivac THC Pounc, éve npoota-
teveTal and v "Aonida A "ABnvac. ‘O Popaviédl otipiEe 16 OTOA
Tou, nmou sivar Ppuxpd kai pali xai tpugepd, mavw oTa Neo- ATTIKA
avayiuga, ki £Ton akopa kai i Eaven nativa ppsitan v nétpa Touc.

80. Joseph-Antoine Romagnési (about 1782-1852),
French.

Minerva Protecting the King of Rome.

Patinated plaster relief. 115.6X72.4 cm.
Signed and dated 1811.

In 1811, when Napoleon's second empress bore him the heir he longed for,
the proud father marshaled a splendid imagery that showed the infant a true
child of the Neoclassical age. He was immediately styled the king of Rome,
and plans were set afoot to build a vast palace for him in the Eternal City.
The plans were shortly abandoned along with much else when the Empire
collapsed. But projects such as this plaster model give touching evidence
of Napoleon’s hopes. Looking very much like a miniature of his father, the
boy stands on a dais decorated with the Bonaparte bees, protected by
Minerva's shield, his arm around the Roman she-wolf's neck. Romagnési
founded his style, at once cool and tender, upon Neo-Attic reliefs — even
the blond patination imitates their stone.

References: MMA, The Arts under Napoleon, exh. cat, (1978) no. 196: J.D. Draper
in MAMJ 14 (forthcoming).

Rogers Fund, 1927,
27.191.2
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81. T[ahria, yOopw otda 1805.
'Ecffra.

TAOTIpT HOugEAIVA KEVTTUEVN UE duadopec Belovide.
Mrkoc 231,1 £k.

Ol £08frec 1ol TUNOU <" Apnips Eyivav AvTiKe(pevo noMTikdy kKaBwe Kai ap-
Y¥AOAOYIKQWY OUOXETIONMY. ZTv émoxn Thc Anpoxpartiac kai to0 Agu-
Buvtnpiou Eva «gAAnvikd: ¢opepa moTonoloGoe TG 1) yuvaika mod 16
¢Gopoloe Eixe A opbn avtiinyn yia 1 dnuokparia. Oi aniéc nruxég nou
négprouv and 16 otiBog kai péxp v olpd, g dnuoupyodoav TV YPeu-
Saiobnon nwe ftav Eva Jwvtave dyaiua. "H xaunAn toun kai f éhagpd-
mta 1ol Ogacpatog pavépwvav Ta BEAYNTPA Tng Kai T EnETpeEnav va
KAveL OBEATEG Kivhoelg. Mud £0BniTa gdv ki autr) Bupilel avanogeukta v
autokparelpa 'lwondgiva, nov Bpnke adtd T OTUA TOOO KOAAKEUTIKG
yia 1év wpaio Tne Aapd kai 16 pnodoto tne, dorte 16 kaBifpwoe oav
auTokpatopikd npdtuno évdupaciac. To potiBo T@v douviwTdv olpdv
ThHe yatac kai v Kpivaw The kolhadag, nol eival kevinuévo oric mapu-
péc, 84 ouvexildtav ¢ GAGKANPN AV TouaAéTta, Kai 84 gupnAnpuwvoTtav
' Eva oregdvi and Aocuvioldia perafwrd fj oToAlOpEva pé MOAUTINES

NETPELS.

81. French, about 1805.
Gown.
White mull, embroidered in a variety of stitches. L. 231.1 cm.

Empire gowns had political as well as antiquarian connotations. During
the Republic and Directory, a “Grecian” dress certified the wearer's re-
publican correctness. The simple folds falling from the breast through
the train gave her the illusion of a living statue; the low cut and the light-
ness of fabric revealed her attractions and allowed nimble movements. A
gown such as this inevitably recalls the Empress Josephine, who found the
style so flattering to her beautiful neck and bosom that she made it the
imperial standard of dress. The motif of tufted cattails and lilies-of-the-
valley embroidered in the borders would have been carried right through
the entire toilette, completed by a wreath of silken or jeweled flowers.

Reference: M. Bolles in MMAB n.s. 1l (1944) p. 192,

Rogers Fund, 1907,
07.146.5
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82, Mapk Zakdp ( EpyaoTtnke and 1o 1797 e 16 1829) .
raiioc,.

ZepBitolo Tol Toayiol kai Tol KadE.

*ACTML pE haBEc and oevTEdL.
Mapio, 1809-19.

‘H kahMTexviKh dvavéwaon nod akoholdnoe v navwiebpia 1Ag FalKig
'Enavactacews ouvSEETar noAld otevd pé Thv Kuplapxlkn Emppor Tod
NanoAgovta, Kai TAv Mpogwmkl Tou duvelgdopd ot Sapdpdwon Tol
OTUA <"Aunip=. Té cepBitoio alTd ol TEAYIO0, MOU PNOPET VA KATAOKEU-
AoTnke yid 1oV npivenna Xévpu Aoupnopopoxt (1770-1850) 1hg Kpako-
Biog *Eyive Eva avTinpoowneuTikd Seiypa TGOV VEWY TMPOTIPACOEWY TAG
apyupoxoiac. Ta Koppana neplhapBavouy Eva dioko, d kagenidpa, pia
roayépa, pa yahanépa kai #va doxeio yia {eord vepd. To kaBéva an’
alta eival Siakoounuévo pé avBpwnopopdikd kai avBepwtd potiBa kai pé
[wopopdika guunAnpoparta, mod oka Eyouv odv anwTata MpodTUna Toud
MpwToTUNG Epya THC KAQOIKRC dpxawdtnrac. Ta ¢idia nod ypnoiponon-
Ankav otic AaBéc, dv kal Onfpyav f1dn oTd npoidvra The Apyupoyoiac
g Enoxfg Tol AocudoBikou A", dvravaxholv kai aiyuntiaxolg
ouppole, nold ouvnBifovral oriv Sakdounon Tol Tunou < Apnips. Kdade
oroixelo yapakrnpifeTar and pd eéxtéheon, kai €xer TomoBetnBel of
wma adornpd kaBopiopévn BEon. To anotéieoua, dv kai noAd dlagopeTikd
and T ouykparnuévn kKopdtnTa TRG mponyoupevng £noxng, Sév eival
Opws MyOTEPD EVIUNWOLAKS,

82. Marc Jacquart (active 1797-1829),
French.

Tea and coffee service.

Silver, with mother-of-pearl handles
Paris, 1809-19.

The artistic renewal that followed the debacle of the French Revolution
is tied very much to the ascendancy of Napoleon and his personal involve-
ment in the formation of the Empire style. This tea and coffee service,
which may have been made for Prince Henry Lubomyrski (1770-1850) of
Cracow, typified the new taste in silver. The pieces consist of a tray,
coffee pot, teapot, milk jug, and hot water urn. Each is ornamented with
figural and floral motifs as well as zoomorphic adjuncts, all ultimately
modeled on classical prototypes. The snakes used at the handles, while
already present in Louis XV silver, also reflect Egyptian fashions current
in Empire decoration. Every element is masterfully executed and applied
to a strictly defined area. The effect, though quite different from the sub-
dued elegance of the previous era, is no less impressive.

Reference: MMA, Three Cemturies of French Domestic Silver | by F. Dennis (1960)
p. 139,

Joseph Pulitzer Bequest, 1938,
38.12.1-5
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83. 'Epyaotfpio Tol ZeBaomiavol "Epap (1752-1832) .
Fadiou (nod épyaotnke ord Napiot kai otd Aovdivo) .

" Apma.

Z0Ao kai dpeixaikog, Lwypadiopéva Kai £nex puowpéva.
“Yipog 169,7 k.
Aovdivo, yipw otd 1815-20.

‘H dpna aldti avrkel oTiv oikoyéveld Tav éyyopBwv HOUTIKDY Opydviy
nol cuvdébnkav pé Bpnokeunikd Bépata TR AUTIKAG eikovoypadiag,
dnwe eival ny. A Alpa 100 "Anddiwva. ‘O 'Epdp, Evac Makkoc nou sixe
épyaotipia ord Napiol kal 16 Aovbivo, Eaodahioe THv dnokieioTikéTnTa
yi' alt ) popdn Thc dprag pé mevtdA, 16 1810, "H SumAf e Spdon, nou
EmTpEnel md ypriiyopn adiayf tod xkAsidiol, mapapével otabepry péxpt
ofjuepa. Ol mepioodtepeg dpneg Exouv d xapiTwpévn popdn, dAid dikawa
pnopei kaveic va Bewprjoes alTé 16 povrého Tol "Epdp odv kaT Eexwplotd
dvdpeod toug. ME tic ékhentuopéves popdéc mol Sivouv {wh otd Kio-
voxpavo xai 16 Taumiam Tol fixou, kai pé 16 neploplopévo AvBepwTd Ko-
ounua Tfg Baong, 16 padpo kai xpuocd adTd dpyavo Atav pd npoobrikn
OTd ONTIKG Kal pouoikd BEAyNTpa £vidg veoriaoikop AlBivyk-pop.

83. Manufactory of Sébastien Erard (1752-1832),
French (active in Paris and London).

Harp.

Painted and gilt wood and brass. H. 169.7 cm.
London, about 1815-20.

The harp belongs to an ancient family of plucked-string instruments that,
like Apollo’s lyre, came to be associated with sacred subjects in Western
iconography. Erard, a Frenchman with workshops in Paris and London,
patented this form of pedal harp in 1810, Its double action, which allows
a quick change of key, remains standard to this day. Most harps are grace-
ful in form, but one might well consider this Erard model outstandingly so.
With delicate figures enlivening capital and soundboard and restrained
floral ornament at the base, the black and gold instrument added to the
visual and musical attractions of a Neoclassical drawing-room.

Gift of Mildred Dilling, 1978,
1978.291.1
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84. ‘Epyaotiplo Tiv TEov Kal Xio0 ®iviel, "Apepikaviyv (nou Epyad-
oTnkav oTic apxés Tod 19ou aiwva).

Kapéxkha.

Zwypaguopévo EGko, "Ypog 86,4 &k,
BaAtipdpn, yipw ota 1812-15.

‘H avaBiwon ThAc dpyaiac EAANVIKAG TéXvng oThv EninAwon kai v
ApXITEKTOVIKT, fTav T oTUA nol doknoe Thv peyallTepn Ermppor OThY
‘ApEPIKT OTO Mp@TO pod Tob dékatou Evatou aiwva. 'H néin Thc Bain-
pdpne, énou kataokeudotnke alTh fi kapexha, Evive MApTUPAOS ULEPIKEY
ané Tic mo éxhenTuopéves ExdnAwoeg auTAG ThAG «'EAAnvikAG "Avabii-
gEwes, OTAV APXITEKTOVIKA Kai Tig dlakoounuikég téxves. 'H Kapéria
alTH avikel oé pid oeipd and évvia ouvohika napadeiypara, Kai | popgn
e KaTayeTal and 16 dpxaio EAAnvikS <kAigpds, dnhadn TO KAPITWHEVES
kABIopa pé TV KapmoAn NAGTH Kai Té anAd kapnuia nédia, nold eikdveg
TOU BAETMOUNE MEPIOTATEPO OTIG Ayyeloypadies.

84, Workshop of John and Hugh Finlay (active early 19th century)
American,

Chair.

Painted wood. H. 86.4 cm.
Baltimore, about 1812-15.

In furniture as in architecture, Greek Revival was the most influential style
in America during the first half of the nineteenth century. The city of Balti-
more, where this chair was made, witnessed some of the most elegant
Greek Revival manifestations in architecture and the decorative arts. One
of a set of nine, the chair is a descendant of the Greek kiismos, the grace-

ful seat with curved back and plain, curved legs, as observed particularly
in vase paintings.

Reference: MMA, 19th-Century America: Furniture and Other Decorative Arts, exh.
cat, (1970) no, 46,

Purchase, Mrs. Paul Moore Gift, 1965,
65.167.1
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85, Zav-Oykovor-Ntopwvik "Evykp (1780-1867) wai 16 épyactiipd
TOU,
rakhog.

"O&akiokn.

Zwypadkn of Tévoug Tou yrpi (grisaille), Ehaioypadia o€ pouoapd.
83,2 X 1092 &k.
Méaoa Tou 190u aiwwva.

‘0 nivakag autdg eival Evag neploplopds o «grisailles, pé povo Aiyeg m-
veMES Of ypopa, THS nepignune <'Odakioknes Tolu "Evykp, nou Bpiloketal
rwpa oré AolBpo. AUTH I povoypwpia g€ Tovouc ToU yKpi eive neptAngBel
oTdv Katdhoyo Tav Epywv Tol "Evykp, nol étoipdactnke v énoxn Tol
Bavarou Tou, KQi NApAuEIVE YA MOoAAG xpovia OThv Katoyn ThG oikoye-
velac “Evykp. 'O mnivakac to0 AclBpou nmapayyEABnke 1o 1813 ano v
adeipn ToUu NanmoAéovra, Kapoiiva Moupd, Bacidooa The NeanoAewe,
aiha Sév napaddBnks note, yiarti f duvaoteia 1v Moupad Exace v £Eou-
o, 'H Bacihooa, Mou Ta MKAVTIKAG XAPaKINPoTIKG TNg eixav 1owg
Kanoia avravakAaon o' ékeiva TAC odariokne, ynopel va eixe otd vou e
T Snuoupyia évoe Epyou Téxvne Kataliniou va ouvaywvioTel 1O pap-
papivo ayaipa tne adeAigne tne Naviivac Mnopykeéle, Epyo Tou KavéBa
nou BpICcKETAL TWwpa ot yKAAEP| TOv MnopykeEle ot Puun. Eival 8é6alo
ot N nofa g popdng (idwaitepa & aykwvag NG oTov onolo oTnpifeTal
Kai N paxkpld ypauun TRc nAamne) Exer oxéon p' ékeivn tod dpiotoup-
yAuatoc Tol Kavoba.

85. Jean-Auguste-Dominique Ingres (1780-1867) and workshop,
French.

Odalisque.

Painting in grisaille, oil on canvas. 83.2 X 109.2 cm.
Mid-19th century.

This is a grisaille reduction, with only a few touches of color, of Ingres’s
famous Odalisgue in the Louvre. The grisaille was listed in the inventory
of Ingres's paintings prepared at the time of his death, and remained for
many years in the Ingres family. The Louvre painting was commissioned
in 1813 by Napoleon's sister, Caroline Murat, queen of Naples, but it was
never delivered because of the Murats’ fall from power. The queen, whose
piquant features may be reflected in those of the odalisque, could have had
in mind a work of art to rival the marble portrait of her sister Pauline Bor-
ghese by Canova in the Borghese Gallery, Rome. Certainly the figure's
pose (especially the supportive elbow and long line of the back) is related
to that of Canova's masterpiece.

References: G. Wildenstein, Ingres (New York, 1954) no. 226; Paris, Pelit Palais,
Ingres. exh. cat, (1967-68) p. 104.

Walle Fund. Catherine Lorillard Wolfe Collection. 1938,
38.65
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86. [aiiia, Gedtepo TéTapTo TOO 190U aluva.
'O vadg Tolb Aia oTiv Nopnmia: éyxapoia Topd.
“Wiatoypadia. 23,8 X 40,3 £x.

'H Nopnnia éEaxohouBnoe v' dokel T yonteia g yid va peyaho pépog
Tol Sékatou Evatou aiwva. Té krrpio nol danekovifetal 4w Bpioketal
ot Eva dxkpo 1ol @dpoup (TAg "Ayopacg), dniadh 1ol dnuoTikod KévTpou,
Kai Exel v Kuplapyikh Béon péoa o adtd. KTiopévo ord péoa Tol Seu-
1epou TLX. aikva, odv vade Tod Ala, Eyive dpyotepa kamtwho, étav ol
Puwpaiol katéhaBav Triv noAn 16 80 n.X. ‘H kawodpyla dvakaiun 100 olko-
Fopfipatec kata T abyxpovn énoxi dpxioe 16 1816, Tov Enduevo xpdvo
Epebnke pud Emypadn pali p’ Eva kedgdh Tod Ala peyaritepo ano 16 puol-
Ko, moo Ekavav Suvarh v Talmon tol dpxaidtepouw vaod. To oxedio
altd, 16 onoio yapaknpifetal and Bavpdoia AemtdtnTa Kai dkpibeia, ma-
poutIALel pud éykdpoia Toun katd pfikog Tol oikodoprfpatog, kabwg Kai Tig
HIACTATEIC Hiadopwy Avupnoewy: Eniong cuvdudlel Tolg névie kioveg mou
Bpiokovral oty npéooyn To0 Kpnmudoparoc P d dnoyn tol ECwWTE-
pIKQD ToOu onkod, pé Tolc fwypadiopévous Toiyous, kal pd and tic doo
cEIpEs Mlwvikdw Kidviw nou BonBodv ot otipig§n g oTéyng. To uda-
tdonuo (gulyrpav) eival ypovohoynuévo otd 1825, 'O kahMigxvng,
nou Sév Exel TauTioTel Axdua, Atav lowe padnric The IxoAfg Kahav Te-
¥viv, mou Tol andvelpe 16 BpaBelo tne TA¢ Popng, évi alTog oupnAnpwve
TAV EKNQIGEUCT] TOU PE A AEMITOMEPELAKT] HEAETN TV Apyalwy pvnpeiwy
g "ltaAiag. "AvapdiobhitnTa dkolollnoe v napadoon 100 Zaph Nepoie
kai To0 Mép dovraiv, mod f éuneipia Tous and v dpyaidtnta elpioke
v dpeon Exkgpact g OT0 OTOA <"Apmips, Mol auToi cuvTEdeoav OTr]
Sapdppwon Tou.

86. French, second quarter of the 19th century.
Cross-section of the Temple of Jupiter, Pompeii.
Watercolor. 23.8 X 40.3 cm.

Pompei exercised its spell far into the nineteenth century. The building
represented here stands at one end of and dominates its Forum, or civic
center, Built in the mid-second century B.C. as a temple to Jupiter, it be-
came the capitolium after the Romans took over the city in 80 B.C. Modern
rediscovery of the structure began in 18186; in the following year, an in-
scription as well as an over life-size head of Jupiter were found, making
identification of the earlier temple possible. This drawing, of wonderful
delicacy and precision, presents a cross-section through the length of the
edifice, as well as measurements of various elevations; it combines the
five columns at the front of the podium with a view of the interior of the
cella, its painted walls, and one of the two rows of lonic columns contri-
buting to the support of the roof. The watermark is dated 1825. The artist,
as yet unidentified, was probably a student of the Ecole des Beaux-Arts
and recipient of its Prix de Rome, completing his education with a thorough
study of ancient monuments in ltaly. He was decidedly in the tradition of
Charles Percier and Pierre Fontaine, whose experience of antiquity ex-
pressed itself directly in the Empire style they were instrumental in forming.

Gift of Mr, and Mrs. Charles Wrightsman, 1970,
1970.736.34
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87.88. "Alefavrep TC. NténBig ( 1803-1892).
TANEmMKavVES.

*Apyaia pvnpeia kai odyypova KTipia of KAaoIKS puBpo.

Zxedia pe yepi dpaiwpévo perdvi. 38,7 X 556 &x.
40,3 X 55,2 &k.
Mipw ota 1828-40.

«Kai otiv Elpann kai omiv "Apepikn Eyivav ndapa noAréc npoondbeles
va avanapactraouv, f| va ppnboly, Touhdxlotov of d npogodrn, Tov
apyaio EAANVIKG vad, nold dpwe elxav noAd Aiyn, i kal kaBdhou &m-
Tuyia - mpenel dpaye aldtd va anodobel orrv dyvola Tol dpxiTékTova, TV
adTdpkela Thg emtponic oikodopiosws, i othv émtayn Thc Osiac Npd-
volags. "0 A, T, Nténdic Eypade alTtéc Tie ypapuée o Eva advropo adto-
Bloypagikd oxeddypappa nol dnpocieldTake 16 1834, Tryv énoyr) éxeivn,
fitav fidn £vag and tolg mo netuxnuévous év vepyeia apxITEKTOVES THC
Gopeloavarolkng "Auepikfg, nod épyalotav yia TNV oikodounon émi-
ONuWyY KTNpiwy, onwe eival n.y. T4 Taxudpopeia kai T Kpatikd kamrw-
Ma, ahhd napdiinia Epyaldrav kai yid Aoyaplaopd diagopuy iSLwTaY
nedarwv Tou. 'H yvwon TS dpxaiag apxITekTovikig nou elxe & Nténbic
Gév anoktrinke xapn of napatnproslc And MpwTo ¥EpL, AAAA fiTav ano-
TéAeopa TAG peAETNS Tou otr B1BAloBkn Tod "IBieA Tdouv, ToU Ap}iTé-
KTOVa Kai pnyavikod pé tév onoio ouvepydoTtnke dvaueoa otd 1829 kai
té 1844, 'O Tdouv, mod Atav molutafideuévos Kai oulrhéktne Epywv Té-
¥vng, eixe wa BiBlodnkn and 10,000 tépouc nepinou, nod nepiaBalve
Tig éxddoeig Tov Epywv TV ITovapt kai PRBET, Tob Kopn ol “"EAyKiy,
100 Xévpu "lvyouvt kal ol Tdpag Xdoun. AUTAE Ta S0o purka pé oxédia
Geixvouv Tig NpoodYElg NpayuaTik@Gy Katackeu@y Tol NTénBig, nol anet-
KovifovTal Of Ogipgg avapeoa otd pvnueia ¢ KAaoIkAgC apxaidtnrag.
"Eto BAénoupe T cuvenh npoondfeld Tou va elval motde oTd npdTUnd
TOU, TO0O OTA Oy £dia, Boo kal oTd KTfpLd Tow.
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89. Aouitdi Zaouhivi: 16 déoipo anodiderar orév Goprouvaro MNio
KaoteAAavt (1793-1865) xai 1a oxédia orév T{wv Mkipnoov (1790-
1866) .

‘Itakia { Pwun) .
Zovoho kaptwv: Koéopnpa tol kegahol, mépnn Kai nepidEparo.

“Ovuxac pé Séoipo and xpuod. Nidrog Tol koounuarog 1ol kegahob:
146 £K.
Ol kapéol Exouv TV Onoypagn Tod Zacukivi kai ¥povohoyolvral
otd péoa Told 190u aiwva.

Ta koopfjparta gival pua « Btk éxdhiwon Thg avabiwoews TG Gpxaid-
rac. Kai n Popn onipEe £va onuavTikd KEVTPo Tav épyadiiv TAV VEO-
KAQOIKGV Xpudoyowv kai oppayidoyAigwy. 'H ndpnn kai 1é nepidépaio
£xouv EvBeTouc Kapfoug, Mol ol MApPACTAOEIG Toug AvTypadouv nepi-
Gnua yAUNTA, avapeoa otd Onoia KatardyeTal 16 kedah ToU «"Andiiwva
MneABeviépes Kai tol «AlokoBohous=, évd & kauéog tol Biadnuarog
paiveral nuxg anewkovifel pia npwrérunn oovBeon, dnhadn v « TouaALta
rijc Nauoikacs . Z0ppwva ué Eva andxoppa and Evav aralimoto katdioyo
nwAfgewy nod ouvedeue 16 olvoho alTd Stav E¢race o160 MnTPoONoMTIKG
Moudgio, 6 oxeSlaoTig TGV NMapadTaoswy TV Kapéwv fTav & “AyyAog
yAonmne Tlav Mkipnoov, évd & xpuooxdog fitav 6 KaoteAhdvi. T dia-
&nua of oxnua ¢ulkou Baravidide Seixvel olyoupa apketd tv Emidpaon
Tic YAURTIKAC @oTe va eivar dvraElo tol Mkipnoov, nmod €ueve moAd
KovTa otév Zaouhivi ot Poprn. kai ¢ Kaotelhavi fitav & Kuplwrepog
éxppaotiic Tol «'EAANvikods OTUA TAG xoopnuaronotiag otd péoa 100
Séxarou Evartou alwva,

89. Luigi Saulini; mounts atributed to Fortunato Pio Castellani (1793-
1865) after designs by John Gibson (1790-1866),
Italian (Rome).

Sel of cameos: Tiara, brooch, and necklace.

Onyx set in gold mounts, W. of tiara 14.6 cm.
Cameos signed by Saulini, mid-19th century.

An intimate manifestation of the antique revival was in jewelry, and Rome
was a great center for Neoclassical goldsmiths’ work and glyptics. Mounted
in the brooch and necklace are cameos after famous sculptures, including
the head of the Apollo Belvedere and the Discobolus, while the tiara cameo
appears to be an original composition, the Toilet of Nausicad. According
to a clipping from an unidentified sale catalogue that accompanied the
set when it arrived at the Metropolitan, the designer of the mounts was the
English sculptor John Gibson, and the goldsmith Castellani. The ocakleaf
tiara is certainly sculptural enough to be worthy of Gibson, Saulini's near
neighbor in Rome, and Castellani was the leading mid-century exponent
of the “Grecian" style in jewelry.

Reference: M.S. Carr in The Connoisseur CXC (1975) pp. 176-77.

The Milton Weil Collection, Gift of Ethel Weil Worgelt, 1940,
40.20.55
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890. Tdpag XapThel Kpopex ( 1809-1873).
" Ayyhoc.
'H 'Axkpbmodn dnd Ta AuTika.

“Yoatoypagia. 33,3 X 56,3 &x.
1834.

‘0 Topag Kpduek, nod fitav yide évde xahkoypddou NEPLOTOTEPD yVw-
otol yid T4 noptpaira tou, Eekivnoe yid 1 GAwpevTia 16 1830, kal Sév
Ensotpede povipa oty "Ayyiia péxp 16 1849, IZtd évBidpeca xpdvia
£fnoe otfiv "ltakia, Sivovrag padfpara oxEdiou of “Ayyiouc takibidTee,
gToug dnoioug ouykataieydrav kai & “Evrouapvt Afip, évd napdiinia
rafideve noAl kai & iBiog. "EmokédBnke v "ABfva TouAdyiotov dlo
dopég, dnhadi 16 1834 xai Eava 16 1845. *H 0Batoypagia alth npéne va
Xpovohoyeital omiv npwtn énickedn] Tou. ThHv dvolEn Tod 1833, 1 "AKpo-
noAn Eavaylpioe yid uid akdun ¢popd oé Eainvika xépla, kai 6 Mdio tol
idiou xpdvou dpyloav £xkel neploplopéveg EAANVIKES Avaokadéc. Ol
np@Teg onuaviikés dvackadés mold tic émxesipnoav Meppavol dpyalo-
Aéyour dpxwoav oTig 10 ZentepBpiov to0 1834. *H dnogn nod Aneikdévios
o Kpdpek eival idaitepa évBiadépouoa, yiati deiyvel T Sutikr npdooyn
ThG "AKpondAews, pé T popdlf nod eixe Alyo nplv dpxicel va petapop-
Piveral pé Tov kaBaplopd kai Tiv dvaoThiiwon.

90. Thomas Hartley Cromek (1809-73),
English.

The Acropolis from the West.

Watercolor. 33.3 X 56.3 cm.
1834.

Thomas Cromek, the son of an engraver best known for his portraits, set
out for Florence in 1830 and only returned to England permanently in 1849.
During the intervening years, he lived in Italy, giving drawing lessons to
English travelers, among them Edward Lear, and traveling extensively
himself. He visited Athens at least twice, in 1834 and again in 1845. This .
watercolor must date from the earlier visit. In the spring of 1833, the Acro-
polis once again reverted to Greek hands and in May of that year limited
Greek excavations were initiated. The first major excavations undertaken
by German archaeoclogists started on 10 September 1834. Cromek's view
is particularly interesting because it shows the west front of the Acropolis
as it appeared just before it began to be transformed by clearing and re-
storation.

Rogers Fund, 1972,
1972.92.4
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80. Topag Xdapthel Kpopek ( 1809-1873).
" Ayyhoc.
'H 'Axpbémodn ané Ta AuTika.

“Yéatoypadia. 33,3 X 56,3 &x.
1834.

‘0O Topag Kpdpek, nol fitav yidg £vdg xakkoypddou NEPIOTOTEPD Yvi-
orol yid T4 noptpaira tou, Eekivioe yia T ®AwpevTia 16 1830, kal Sév
Ensotpede pdvipa otiv "Ayyiia péxp 16 1849, EZtd évdidpeca xpdvia
£fnoe otriv 'Itakia, Sivovrag pabhpara oxédilou gé “Ayyiouc TabididTee,
gToug dnoioug ouykatakeyétav kai & “Evriouapvt Afp, év@ mapdiinia
rafideve moAl kai 6 iSiog. "EmoxégOnke Thv 'ABfva TouAdylotov S00
popég, dnhadn 16 1834 kai Eava 16 1845. 'H uSatoypadia alTh npénet va
Xpovohoyeital oty npdtn nioked Tou. Thv dvolEn oo 1833, 1) "AKpo-
noAn Eavaylploe yid i axdpn dopd of EAANVIKAG xépia, kai 16 Mdiwo tod
iiou xpovou fpxloav ékel neploplopéveg EAANViKEG dAvaokagéc. Ol
np@Teg onupavtikés dvackadés nol Tic dmxeipgoav Meppavol dpyaio-
Aoyol dpyoav otig 10 ZenrepBpiou tod 1834, 'H dnoyn nod dnsikdvios
o Kpdpek eival idaitepa éviagépouoa, yati Seixvel T Sutikr) npdoodn
TG "AKponoAews, pé T pwopdh mou eixe Aiyo npiv dpyicel va petapop-
Piveral pé v kabaplopd kai Tv dvaotiiwon.

90. Thomas Hartley Cromek (1809-73),
English.

The Acropolis from the West.

Watercolor. 33.3 % 56.2 cm.
1834.

Thomas Cromek, the son of an engraver best known for his portraits, set
out for Florence in 1830 and only returned to England permanently in 1849,
During the intervening years, he lived in Italy, giving drawing lessons to
English travelers, among them Edward Lear, and traveling extensively
himself. He visited Athens at least twice, in 1834 and again in 1845. This .
watercolor must date from the earlier visit. In the spring of 1833, the Acro-
polis once again reverted to Greek hands and in May of that year limited
Greek excavations were initiated. The first major excavations undertaken
by German archaeologists started on 10 September 1834. Cromek's view
is particularly interesting because it shows the west front of the Acropolis
as it appeared just before it began to be transformed by clearing and re-
storation.

Rogers Fund, 1972,
1972924
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91. Topac Xaptiel Kpopek [ 1809-1873).
“Ayyhog.
'0 vade Tol "AndAAwva oric Baooeg,

‘Yoatoypagia, 40 X 53,7 &x.
Kpovokoynuévn otd 1843,

Kara 1 Sapkela tiv tafidiov tou, & Kpduek eixe T ouvhBsia va
£Tolpadel okitoa nol okdneve va ta énsfepyactei drav Ba EnEoTpEQE
a6 £pyacTipld Tou. ‘H Udatoypadia alTh, pé 1év EKAEKTIKG Tpodno nol
£xElL 0OV KUPLO ONUELD TOV vag, pé Thv £xktaon Tig navopapikne Bac, kai
Tig ONMEWOELS Y14 T4 XpwHaTa, paiveTal e elval wda 1éTola NpoKATapKTL-
KM pehémn. T £pyo dépel v £EAG mypadry:  <Temple of Appolo (sic)
at Bassae. . . August 3rd 1843-. ( Nadc Tol "Andihwva (sic) oTic Baooee. . .
3 Alyouotou 1843) . 'H Béon alth dvakaAldBnkes 16 1765, AAAA Sév Gey orav
Ouxva EMOKENTEG, ££ aitiag TAG anopoveoeng Tg. Té 1811-12, md dpada
andé Efepeuvniée, nol eixe NMpwTdTEpa KataypdPsl T4 yAUNTd TOO
Naou g "Agaiag oty Alyiva, Ekave dvaokagéc otic Baogose kai avaka-
Aue T4 avayhuga kai dAAa Epya mou Eywvav KTApa toU Bpetavikod
Moudeiou 16 1814. "0 Kpduek 84 npénet va eixe yvwpioesl alra 1a Epya
fi npiv @UyeL ané v "Ayyhia 16 1830, f) 0f Kanowa ané Tic EnavelAnpuuéve
emokéYelg nod Ekave oAV natpida Tou, Mpiv EMOTPEYEL ékel OPIOTIKA.

91. Thomas Hartley Cromek (1809-73),
English.

The Temple of Apollo at Bassae.

Watercolor. 40 % 53.7 cm.
Dated 1843,

During his travels, Cromek habitually prepared sketches to be worked up
on his return to the studio. This watercolor, with its selective focus on the
temple, breadth of the panorama, and color notations, seems to be such a
preliminary study. It is inscribed Temple of Appolo [sic) at Bassae . . .
August 3rd 1843. The site was discovered in 1765, but owing to its iso-
lation was not often visited. In 1811-12, a group of explorers, who had
earlier recorded the sculptures of the Temple of Aphaia on Aegina, ex-
cavated at Bassae and discovered the reliefs and other pieces that the
British Museum acquired in 1814. Cromek would have become acquainted
with these either before he left England in 1830 or during one of his re-
peated return visits,

Rogers Fund, 1972,
1872.92.5
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92, Tépag Tdrhu (1783-1872).
TALEPIKAYOC,

MnTépa Kai yiég.

Zwypadikéc nivakag, Aaloypadia of pouoaud. 1448 X 1153 ék.
DAadEAGeLq, OMoypappévoc Kai x povohoynuévog oto 1840,

'O KhaouKgpds fTav Eva oxeTika wahapd {RTRMG yid o0 nmpaipgouc Bi-
KTwplavols: Arav dniadn mda SwavonTikn katdotacn, ki &xl uda oeipd
ang kavdvee, ‘0 pappapivec kpatipac tol Zainiwva, mol eikovifel
popdt ToO ‘Eppn kal Bpiokeral ord Mouoeio The Neandiewes, eival pia
ouyKekpiLpévn dvagopd oty dpxaldtnta o' altéd Tév nivaka. ‘0 Zarhu Ba
eixe lowe yvwpice 16 dyyelo alté pé ) poper évog avtiypagou oty
‘Akadnuia Kahiov Texviw thc MNevourBaviag or Miadéigeia, Gnou
Efnoe and 16 1810. 'Extde 4’ altd, 14 dAda KAaQOIKIOTIKG OTOLXEIQ TOU
nivaka eival f| yeparn xapn tonoBémon wag onypfg dvanaddews péoa
o Eva pdvro nold npénet v Avikel OTo peooyelakd xopo. Ta npdowna
nol sikovil ovtar elvar 1) kdpn 100 KalMTéyxvn Kal & &yyovég Tou, & onolog
kAnpoddTnos Tov nivaxka otd MnTponoltikd Mougeio.

92. Thomas Sully (1783-1872),
American.

Mother and Son.

Painting, cil on canvas. 144.8XX115.3 cm.
Philadelphia, signed and dated 1840.

For the early Victorians, classicism was a relatively relaxed affair, a state
of mind rather than a set of rules. A specific note of antiquity in this pic-
ture is provided by the marble Salpion krater and its figure of Mercury —
in the Naples Museum but probably known to Sully in the form of a cast
at the Pennsylvania Academy of Fine Arts in Philadelphia, where he lived
from 1810. Otherwise, its classicism consists of a gracefully arranged
moment of repose against a backdrop suggesting the Mediterranean. The
subjects are the painter’s daughter and his grandson, who bequeathed
the picture to the Metropolitan.

Reference: MMA, American Paintings | by A.T. Gardner and S.P. Feld (1965)
pp. 165-67.

Bequest of Francis T.5. Darley, 1914,
14,1265
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93. lowviMap Mkénd kai Mdg (Mol épyastnray oT6 NpWTo Jod 10 190U
aiwva) .
'AUEpIKQVOI.
KopmooTiépa pé KAaoikd kbopnua

"Aonul. Yoo 24,3 EK.
M£a 'Yopkn, npiv and g 1863

'H napaywyh @palwy donuikoy fTav pa napddoon othv TAREPLKY Aand
v £noxn Tol anowaopod kai £EAc, napdio nou ol texvortponies dAialav
kai mAn8dvovrav dakoiouBdvrac Tic £Eshifeic ordv slpwnaikd x@po.
“Eva kivnua davnidpdoswe nol yapoktnpeifetal and md npotipnon yvia
Tig kaBapdtepeg ypappés Kal pia mo neBapynuévn petaxeipnon Tov
SakoounTikGy OTolxElwy SadéyTnre WA nepiodo nol xpovoloyeital
o016 SelTepo TéTapTo Tol Sékatou Evatou aidwva, kKatd v onoia Kuplap-
¥00oE f nepikopyn dakoopnon Tod TOmMou poxokd. ‘H éneEepyacia
aiTod Tol kunehhou avravakid Eva ainBvo évdiadépov yid TV alinie-
nidpaon TG SlaKOOUNOEWS KAl TOO oyxfupatoc nol anoteiel TR Bdon
g 'O dotpdayaiog kal & paiavBpog tovilouv 16 néd kai 16 xeiloc Tol
ayyeiou, nol E£xel Eva iloxupd mpogik, P’ Eva oxeddv ApxITEKTOVIKG
Tpéno. ‘H Baon 1ol nodiod £xe1 ouvapuohoynuéva keddiia mold Exouv
odv anwtato npdtund toug 1o Keddl g Médoucac. Ol AaBéc, nold
anoteAolvral and keddhia npoBarwy pé Kpikous OT6 OTANA TouS, AvijKouy
of wa eficou paxpoypovn napddoon IwopopdIKhC SLAKOOUNOEWS.
‘H kopnoomiépa adth ftav £va ddpo évéec "Apepikavol kuplou o Evav
GhAo, «odav Eva deiypa edyvwpooivng kai Eknipioewss, onwe avagépe:
N &y} apartn Envypadg.

83. William Gale and Son (active first half of the 19th century),
American.

Compote with classical ornament.

Silver. H. 24.3 cm.
New York, before 1863,

The production of fine silver was a tradition in America from colonial times
on, although styles changed and proliferated according to European de-
velopments. A period of rococo ornateness during the second quarter of
the nineteenth century was followed by a reaction in favor of cleaner lines
and a more disciplined handling of ornament. The treatment of this bowl
reflects a real concern for the interaction between decoration and under-
lying shape. Applied almost architecturally, the beading and meander
emphasize the fool and strongly profiled lip. The base of the stem is
articulated with heads ultimately derived from that of the Medusa. The
handles, consisting of sheep's heads with rings in their mouths, are from
an equally long tradition of zoomorphic embellishment. The compote was
a gift, engraved “as a token of gratitude and esteem,” from one American
gentleman to another,

Referance: MMA, 19th-Century America: Furniture and Other Decorative Arts, exh.
cat. (1970) no, 172,

Anonymous Gift Fund, 1968,
68,114
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94. ‘AkeEdviep Pol (1813-1886 nep.)
"AUEpIKaVOES.
Zrapvi.

Zwypadotd Euko.  “YWoc 60,3 Ek.
MNEa “Yopkn, yipw oTd 1865,

Napoho noU 16 okauvi altd dév Simhavel, évrolToe /| popdl| Tou KaTA-
YETAL and 1oV dpyaio EAANVIKG «digpo dkAabias, Snhadh 16 okapvi noo
avoiyel kai kheivel kai otnpulldrav ouxva of nodla owy pé dnidc. Ol
nAsupég Tou Exouv TO oxfua dvorxTEv avBepiwv, &vd ma Aapnpr
=KAagikr)s noAuxpwpia ané kexplunapévio, KOKKIVO, padpo kai énixpuco
HEYOAWVEL TH CUVOMKT EvTUMWoN.

94. Alexander Roux (ca. 1813-86),
American,

Stool.

Painted wood. H. 60.3 cm.
New York, about 1865,

Although it does not actually fold, this stool derives its form from the Greek
diphros okladias, the folding stool that often terminated in animal legs and
hooves. Its sides are shaped like open palmettes, and a bright *'classical”
polychromy of umber, red, black, and gilt serves the whole.

Reference: MMA, 19th-Cenlury America: Furniture and Other Decorative Arts, exh.
cat, (1970} no. 168,

Edgar J. Kaufmann Charitable Foundation Fund, 1969,
69.108
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95. Towihap Xévpu Pavxapt (1825-1874)
"TAHERLEAVOC,

"H *Avmiyévn kavel oniovi navw oté nr@pa ol NoAuvei Kn)

Mapuapo. “Yyoc 1816 £k,
Pwun, 1870.

‘O NeoxAaowkiopds ThAg duepikavikie yAunmtikic £¢race oté anoxopu-
Pwpa Tou OTOV OO aiwva Mol pedoAdBnos Avdpsoa oré 1825 kai TG
1875. "H mi6 pnuiapévn dnuioupyia Tou ftav iowe & «*EAAnvac IxAdBocs
(1843) tou Xipap Naouepg, nod avranokpivéraw oTi¢ Analthoele The
ENOXAG EKEIVIG Y14 Bépara cagac Baoiouéva of apxaia npdtuna kai
Epunvevpgva pé KkAnoleg MBIKONMAGOTIKEG 1 SIBAKTIKES NPOEKTACELC,
‘0O Pawvxapt Arav Evag ano tolg nodlolc karMtéyvee nod énnpedornKay
ané 1év Ndouepg kai nol, dnwe ékeivoc, népace 16 HEYAAUTEPO pépoc
e enoxig g SpactnpioTnTag Tou oty Poun. To yAUNTo autd Tod na-
payyEABnke and tév Twv XA, Evav JuunaTpuwTn Tou, Mol dgnos Tov
Pawvxapt éAedBepo omv émAoyn tol Bépatée Tou. Té EpY0 Eival oty
MPAYUaTIKOTATA Wd ot anewkdvion ThAc oknvilc nou neprypagetal
oTolg oTixoug 430-31 TAG «' AvTiydvnes Tod ZogokrAn:

“£K T eUKpotiTOU XaAkéag Gpdnv npdxou

Xoaiol TpianévBolot Tov vEKuv OTEQELs

'O Pawyapr, naipvovrag o4 8aon tou éva dpyxaio npétuno, nod fTav
lowg &va yuvaikeio dyahua 16 Hnoio Avike Kanote ot CuAAOYT) BEokoBai
Tiig Pwung (Clarac, mv. 588), xapioe ot dnuodpynua Tou Kai Tiv Rpeun
eruBAnTIkéTNTA NOw TAlPIGLEl OTE Bépa,

85. William Henry Rinehart (1825-74),
American.

Antigone Pouring a Libation over the Corpse of Polyneices.

Marble. H. 181.6 cm.
Rome, 1870.

The half-century between 1825 and 1875 marked the highpoint of Neoclass-
iIcism in American sculpture. The most celebrated creation was probably
Hiram Powers's Greek Slave (1843), which satisfied the contemporary
demand for subjects clearly based on ancient prototypes and interpreted
with some moralizing or didactic overtone. Rinehart was one of several
artists influenced by Powers and, like him, spent most of his working life
in Rome. This sculpture was commissioned by a fellow-countryman, John
Hall, who gave Rinehart freedom to select his subject. It is a virtual illus-
tration of two lines (430-31) in Sophocles’s Antigone:

Then holding high a wemwmugi‘:-.' brazen urn,
Thrice on the dead she poured a lustral stream.

Basing himself on the antique, probably a draped figure once in the Ves-
covali collection in Rome (Clarac, pl. 588), Rinehart has endowed his figure
with a calm solemnity worthy of the subject.

Reference: MMA, American Sculpture by AT. Gardner (1965) p. 24.

Gift of the Family of John H. Hall, 1891,
91.4
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96. ®pévrepik "Evryouiv Toéptg ( 1826-1900) '
"AHEPIKAVOS.
‘0 NapBevvag.
Zwypagikde mivakag, Edawoypagia of povoapa.
112,2 X 1832 éx.
‘Ynoypappévog kai xpovohoynuévog otd 1871.

‘0 Opéviepik Toéprg Eexwpilel dprerd and tolg ‘Apepikavolc Tonio-
ypagouc tod Séxatou Evarou aiwva, yari Tov anaoyéinoav ouvéxela
&x1 povo TG OMUAVTIKG XapaktnpioTikd Thg natpidag Tou, arha K Exeiva
dAMwV ANOPaKpUOuEvy Neploxv, [Buaitepa The NoéTag "Auepikilg kai
T ‘Avatohikiic Megoyeiou. Adokaiog Tou fitav & Tépag Koouh, nod w-
ypagIoe navopapkés anéyeig ol onoieg ouvdualouv T glon HE YERATEG
gavracia avapvioeig ané 16 naperBov. 'O Toéptg Eyive Sigonuoc orig
apxéc The Sekaetiag Tou 1850 pé eikdveg ano 1 Bopeloavatohikr "Apspi-
kn. kai iSuaitepa ané Tolg katappakteg To0 Niaydpa, kai pe anders TV
"AvBewv. nol Tic émoxépbnke 0o Popég. 'Avauecoa ord 1867 xai o
1869 TakibeWe pé Npooplops Oxt povo Ta kaBiepwpeva PEpn TN Elpwnnc,
arAa npoxwpnoe kai népa am’ autd, péxp v "ABfdva, ™ Bnputtd, v
‘lepougaifp, Trv Nétpa, T Aapacksé, 16 Mnaakunék kai T Madpn ©dhao-
oa. 'O Toépre katéBale peydin npoondeia v AnokTOEL £uneipie Tawv
puoikiv parvopévwv — elte alta fitav figaiotea orig TPOTIKES XWPES,
gite ApkTikG maydBouva — and npeto xépl. "ETon Eyel kaveic v
évronwon ot eide tov MNapBeviva pé Tév iBio nepinou Tpéne onwg Ki
éxeiva, SnAadn odv T6 Gvandé$euxTo xai npokaBopiopévo dnokoplduwya
1ol peyaisiwdoug neptBAlAOVTOG TOU.

96. Frederic Edwin Church (1826-1900).
American,

The Parthenon.

Painting, oil on canvas. 112.2 X 183.2 cm.
Signed and dated 1871.

Among American landscape painters of the nineteenth century, Frederic
Church stands somewhat apart through his preoccupation not only with
the great features of his own country but also with those of remolte regions,
notably South America and the eastern Mediterranean. His teacher was
Thomas Cole, who painted panoramic vistas combining nature with imagi-
native evocations of the past. Church made his reputation in the 1850s with
pictures of the American northeast, notably of Niagara Falls, and with
views of the Andes, which he visited twice. Between 1867 and 1869, he
traveled not only to the time-honored European destinations, but also
pushed beyond, as far as Athens, Beirut, Jerusalem, Petra, Damascus,
Baalbek, and the Black Sea. Church went to great lengths to experience
natural phenomena at first-hand, whether volcanoes in the tropics or ice-
bergs in the Arctic. One has the feeling that he saw the Parthenon in
much the same way, as the preordained culmination of its majestic setting.

Refarence: J.T. Flexner et al,, The World of Winsiow Homer 1836-1810 (New York,
1966) p. 20.

Bequest of Maria DeWitt Jesup, from the cellection of her husband Morris K. Jesup,
1915,
15.30.67
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97. 'Avrtoudv-houi Mnapd (1796-1875)
Masioc

“Eva Leuyap knponfyia, Té kabBéva pe Séka BEoEIg yIa KEPIA

Mnpodvtfog. Yoo 63 £k
"Avapeoa ote 1857 wa 1o 1875,

‘O Mnapl elval NEpLOoSTEPO yWwOTAE and Ta pnpolvi{iva ayaipatidia
tou mod eikovifouv {oa, AN Arav £miong Evag efaipemikog TEXVITNG
the SakoounTikic yhunmmkfg. Ta knponfya adtd avTinpoownelouv
1oV EKAEKTIKIONS nol xapaktnpifel 14 péoa 1ol Séxatou Evatou aiwva
oé oxéon pé v khaokn gnoxn, kai Eva Nopnmave napadsiyua Unnipge
6 KivnTpo yid v karaokeur touc. Méoa o1d napadooiakd diakhaduw-
pévo oxfpa ondpyxouv avBéua, ypineg kal paokeg pé omopadikd v
npamvne nativac, nol SnuoupyiBnkay TeEXVNTA yid va dwoouv OTd
AVTIKE (HEVO QUTA PIa «ApxXaIoAOYIKT* Eugavion.

97. Antoine-Louis Barye (1796-1875),
French.

A pair of ten-light candelabra.

Bronze. H. 63 cm.
Between 1857 and 1875.

Barye is best known for his animalier bronzes, but he was also an excel-
lent decorative sculptor. *These candelabra typify mid-nineteenth-century
classical eclecticism, and are especially motivated by Pompeiian example.
Within the traditional branching shape are palmeltes, griffing, and masks,
with occasional touches of green patina artificially induced for an “archae-
ological’” appearance,

Gift of Maria A.S. de Reinis, 1976,
1976.425.1,2
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98. Xiwhaip Zeppaiv "Evrykdp Nteykd (1834-1917)
raahoc,
Fpa ‘lrakida.

Zwypadlkog mivakae, Edaloypadgia of povaapd. 74,9 X 61 &k,
P, UNoypappévoes kal x povohoynuévod ota 1857.

I1d ypovia mod & Nteykd Exave pehéteg otrv ‘ltakia, yEwds 1a teTpadia
TV ORITOWY TOU pPé ONUEMDOEIC MAve oty EAANVIOTIKA yAunmikn kai
Tolc vromoug Aypoteg nod, Ki alTog Kai nodhol Eknmpdownol TAG YEVIAG
Tou, £BAENAV T4 ATOMIKA ¥APAKTNPLOTIKAG Toug odv JwvTavEg EVOapRMOELS
ol khaowkod Tonou. 'H émuBintikh npoBoin TAg popdmng, T4 KITpvwna
ypipara, kai 16 agnpnuévo s0Blypappo niaiowo Sivouy TV EvTUNWoT
kanowag avnouyiag, kai deiyvouv TOV ANOQACIOTIKG NEIPAPATIONG TWV
Taoswy ToU NTEYRA, Ardpa kai 016 Eekiviipa TAC Kaplépac Tou.

98. Hilaire-Germain-Edgar Degas (1834-1917),
French.

The Old Italian Woman.

Painting, oil on canvas. 74,961 cm.
Rome, signed and dated 1857,

During Degas's study years in Italy, he filled his sketchbooks with notations
of Hellenistic sculpture and of the local peasantry whose features he under-
stood, as did many of his generation, to be living embodiments of the clas-
sical type. The forceful projection of the figure, the acid colors, and the
abstract rectilinear framework produce an unsettling effect and show
Degas determinedly experimental even at the outset of his career.

Reference: P.-A. Lemoisne, Degas et son ceuvre (Paris, 1946) I p. 19; 1, p. 12,
no. 29,

Bequest of Charles Goldman, 1966,
66.65.2
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99. Zav-Mnariot-Kapiy Kopd (1796-1875).
raihoc.

'H Moioa - Kwpwbia.

Zwypadiroe nivakag, shaloypadia of povsapda. 46, 1X 353 éx.
Mipw ot 1865,

Napd 1) onpagia Tou yid v loTtopia Thg olyypovng Téxvng, ¢ Kopd napa-
pével yepdatog yahfvn 6w an’ dAeg Tig oTuloTikEg kaTNyopieg. 'O KaAMTE-
wvne a0rég eixe onoudacel otiv 'ltadia, dAAG ol khaoikiomikés Tou
Tacelg siyav pida yevikn kai TeAsiwg MPoowrkh popdrn. ITiG HUITwHES
npogwnoypadisg yuvaikav nol fwypddioe & Kopd, 1a Bépara Tou, Hnwg
oupBaivel kai pé T podoa Tol napadeiypardg pag, dév eival Téoo0 onpavt-
KA 600 TO yEVIKG <E£@dds TAC ouvBioswe. AUTOC O OCUMNNMUKVEMEVOC
nivakag, nou xpovoioyeital ¢ Eva npoxwpnuévo otadio Thg xapigpag
TOU Kopd, £xel moAld éAelBepec mveléc, AAAG koBema an’ aldtéc guvte-
Ael ot oTEpEdTNTA TOU Epyou,

99. Jean-Baptiste-Camille Corot (1796-1875),
French,

The Muse, Comedy.

FPainting, oil on canvas. 46.1 X353 cm.
About 1865,

In spite of his importance for the history of modern art, Corot stands
serenely outside all stylistic categories. He had studied in ltaly, but his
classicism remained generic and deeply personal. In his half-lengths of
women, the subjects — here a muse — are not so important as the composi-
tional effect. In this tightly knit painting from late in Corot's career, the
brushwork is remarkably loose yet each stroke contributes to the solidity
of the image.

References: A. Robaut, L'(Euvre de Corol (Paris, 1905) 111, no. 1388; MMA, French
Paintings || by C, Sterling and MM, Salinger (1966) pp. 56-57.

The H.O. Havemeyer Collection, Bequest of Mrs. H.O. Havemeyer, 1929,
29.100.193
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100. Tépag "Exwve (1844-1916)
"ApepLravas.

"Apxadia.

Zwypadlkog nivakag, ehaloypadio of povoapd. 98,1 X 114,3 éx.
dihadéhgeia, ydpw otd 1883,

‘0 "Erkwvg fitav Evag ané tolg kupl@Tepoug dmadolc Tol peahopod
oty apepikavikly {wypagikn. ‘O wkaltéxvng altdc émonpave Td
HElOVERTAMATG TRAG WehéTng dnd yogiva mponidopata, ué thv naparr-
pnon ét <N ¢lon napoucidfer &ficou peydahn nowiAia kai slval 16
idlo wpaia ofjpepa, énwe fTav v &noxr Tol Oeidias. 'Akdua kai o
alTh v eidulaxn oknvr, nod eikovifsl Eva Kopitor THv @pa nod
axolel 300 aydpla nod naifouv tolc avholc Tol Mdva, T¢ Tonio xai oi
Hopgég Exouv gdv mpdtund Toug wrtoypadicc Mol dvikav otov ibilo
Tov "EKvg, Kai T6 povTédo yid T piookaniwpévo aydpt fitav & aveyndg
ToU. 'O pooTeAswwpEvog alTog nivakag, nou & “Exive Swpnoe ¢ Evav
éniong "Apepikavé ouvadeAo tou Lwypado, Tov MNouikkiap MéppiT Toéni,
Xapaktnpifetan and pd edyaplotn dodpeia oTic AenTopgpeisc.

100. Thomas Eakins (1844-1918),
American.

Arcadia

Painting, cil on canvas. 98.1 X 114.3 cm.
Philadelphia, about 1883.

Eakins was a leading advocate of realism in American painting. He warned
against the study of plaster casts, observing that “nature is just as varied
and just as beautiful today as it was in the time of Phidias.” Even in this
idyll of a girl listening to two boys playing the pipes of Pan, the landscape
and figures are based on Eakins's own photographs — the reclining boy
was his nephew. There is a pleasant mistiness in this unfinished canvas,
which Eakins presented to a fellow American painter, William Merritt Chase.

Reference: G. Hendricks, The Life and Work of Thomas Eakins (New York, 1974)
pp. 148-55,

Bequest of Miss Adelaide Milton de Groot (1876-1967), 1967,
67.187.125






101, Mép Noudi vreé Zadav (1824-1898)
Faihog.

"Ayavag Omép The matpidac.

Zwypadikdg nivaxkag ehawoypadia of poucsapd.
333X 134,23 éx.
1888-89.

‘0 Noudi nétuxe va dwoel wd Suaxpovikn Ekdpacn oT6 BEua Tou, pé
tig drivnreg popdéc tou, nod naipvouv Ta npdTund Toug and Ta Evrova
Buppara Thc apyaiag Téxvne, kai pé tolg dppovikols cuvduaopolg
Toov axvav kal yepulapopévay x pwpdtey nol yapaktnpifouy 1 Souksld
tou. "0 MouBi fitav «and T fion Tou Apuwikde, fmkde kai pvnuelarde,
of ma enoxn neldérnrag kai pealopols, dnwe napatfipnoe & Teodik
Mkwné. "H 1aEn kai f adaipeon told Epyou Tou yofnTeudav &ficou Tdv
NtTeyrd kai 1év Mkago. 'O «aydvac Onép TAc narpibacs elval ua évu-
néypagn opikpuvon pag peyding Touxoypadiog mod (iAoTéxvnoe 6
fwypadog yid 16 Mougeio Tfig Mrkapdiag oriv "Amévn. Ol InapTiareg
adintég To0 Moudi, mod elvar TonoBetnuévol oTé KévIpo TAC Eikdvag,
tLaokolvTal OTd Aakdvmio. 'H Etupodoyikr npoghsuon tol dvopatog
i Meapdiag Bplokeral ¢ altiv akpBag Thv dvopacia Tod drdvTiou
(pike).

101. Pierre Puvis de Chavannes (1824-38),
French.

Ludus pro Patria.

Painting, cil on canvas. 33.3X134.3 cm.
1888-89,

Puvis achieved an expression of timelessness with his still forms, derived
from the intense experience of ancient art, and with his characteristic color
harmonies, pale and grayed. As Théophile Gautier observed, “in a time
of prosiness and realism” Puvis was “naturally heroic, epic, and monu-
mental.” The order and abstractness of his work appealed to Degas and
Picasso alike. Ludus pro Patria is an autograph reduction of a large mural
painted for the Musee de Picardie, Amiens. Puvis's Spartan athletes in the
center are practicing with pikes, from which the name Picardy has been
etymologically derived.

Reference: Parig, Grand Palais, Puvis de Chavannes, exh. cat. (1976) no. 150.

Gift of Mrs. Harry Payne Bingham, 1958,
58.15.1



259



260

102. MNoi Zedav ( 1839-1906)
rasiog.

Mév Zaivr-BikToudp.

Zwypadikdc nivaxkag, Ehaloypadio of poudapa.
65,5 X 81,7 éx.
1885-87.

MNapdho mod 16 Tomio alTd Sév mepiéyel épeima andé 1o naperBdév Thg
kiaokne 'Eadadac fj Th Poung, év toltoig 1) £vTonwon nod divel ouvdietal
ohogdvepa pé Ty khaowkn énoyr. 'Erkelvo nol Eexwpilsl neplogdtepo
givar f alofnon Thc loopponiac nmod & kalltéywvne nétuye va ool
otn oovBzon pg Thv oBoyEdupa oTd Kévipo, N Onoia Snuoupyel TAV
EVTUNWON &voo pwuaikod Odpaywyeiou, Kai vepyel oxeddv odv ywpo-
oradun. Mnpootd kal miow an’ adTh, 16 Tomio anAdveTal of peTpruéva
¥ Ppwpankd éminsda. 'O Zedav Seiyvel pd nowdtnTa EVIovou HECOVELQROD
pwroc 1o dnolo kabBopilel Tic popdég, pé Tov Bladavo ¥aparktrpa alTiwv
v Emnédwy, 'O nivarae nol £Eetdloupe elvar Evac and Tole Tpeic nod
{wypadios & kahMTEXVNGand v idia okonia dvdpcoa otd 1885 kai 16
1887, "AKoua slval pio and tic ££hvra nepinou andeic 1ol Mdv Zaivt
Biktouap, ol {uypadioe & Zedav o Gin ) Jwn tou. AGTA ) EEavTAnTikn,
neiBapynuévn avdiuon &vdc eibikold Bfpatog i kalMrexvikoD mpo-
BAnuarog kabiEpwoe £niong OpLOTIKAG ToV Zeldv odv KAQOIKIOTT.

102. Paul Cézanne (1839-1908),
French.

Mont Sainte-Victoire.

Painting, oil on canvas. 65X 81.7 cm.
1885-87.

Although this landscape contains no remains of the classical Greek or
Roman past, its effect is unmistakably “classic.” Most evident is the sense
of balance in the composition, achieved by the viaduct at mid-distance,
giving the impression of a Roman aqueduct and acting almost like a level;
before and behind, the landscape opens out in measured planes of color.
Through the translucency of these planes, Cézanne suggests a quality of
strong, form-defining, Mediterranean light. The present picture is one of
three that the artist painted from the same vantage point between 1885 and
1887; it is one of about sixty that he painted of the Mont Sainte-Victoire in
his lifetime. This exhaustive, disciplined analysis of a specific subject or
artistic problem also establishes Cézanne firmly as a classicist.

Reference: MMA, French Paintings 1l by C. Sterling and M.M. Salinger (1967)
p. 107,

The H.Q. Havemeyer Collection, Bequest of Mrs. H.O, Havemeyer, 1929,
29.100.64
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103. TZwv Zivykep Tdaptlevt (1856-1925)
"AHEPIKAVEC.
T6 apyaio £AAnviké BEarpo Tie "Emdadpou.

Zx£810, poh0BiL, 25,7 X 35,2 &k,
MeTa 76 1891.

‘0 Zaptlevr Epewve olowaorika Evag {wypdgoc Tol Séxkarou Evatou
aiwva, NapoAo nou E(noe kai o1d MpdTe TETAPTO TOU aidva pac, ki Evive
HAPTUPQC TV ONUavTIK@V Adllaydv otiv kahdtexvikl Exgpaon mol
enfABav npiv ano tov Nparte Naykdomo Noéiepo. Mevvnuévoe oth Giw-
peviia kai yovog pidc Slakekplpévng dueplkavikhic oikoyévelag, onou-
dacuevog oto MNapiol kai neTuxnuévog pé 16 npato, Einoe ™ Lwh) &vég
APIOTOKEATN-KAAMTEX VN, Yotpaloviag TO peyarkiTepo pépoc 1ol xpoévou
TOU avapeoa otd Aovdivo kai 1 Bootdyr. ‘H ¢hun nol andéktnoe ddei-
AETQL OTA EMTEUYPATA TOU OAV NPOSWNOYPAGOU TEHY SIAnpENMY NPOTWTwY
Kai and tig S0o mAsupée Tol "ATAavTikoU. T4 Katomva xpovia apooia-
Bnke otig nmapayyehieg yia onoudaie Tolxoypadikéc SIQKOOPNOEIC OTH
Bootavn kai 16 XdpBapvt. AUTS 176 oyédlo, kaBwe Kai 6 éndpevo (ap. kar.
104}, ot avikouv O PG onpaviikl opdada yapiopévn otd MnTponohl-
Tikd Mouogio ano v adeAgr Tol IZdprtievr, cival npoidvra talidiov
TOU KaAlMTéxvn otV "Avatolkn Meodyelo peta 1 1891, of ouvduaoud
ué TV Epyaoia Tou yid Tic Towoypagiee. *H dnoyn aldtr Tic 'E mdadpou
METUXE va oudhaBel £xeivo mol sival kal ofjpepa dkdua f md évrunw-
owakf dmoyn Tod x@pou altol, pé 16 dvuPpwpéve éninedo 1ol Bedrpou

v avoiyetal ndvw ané pd nedidda kai va nepiBaiietal K altd and wa
opooelpd.

103. John Singer Sargent (1856-1925),
American.

The Greek Theatre at Epidauros.

Pencil drawing. 25.7 % 35.2 cm.
* After 1891.

Sargent lived well into the twentieth century and witnessed the great
changes in artistic expression that occurred before the First World War:
yet he remained fundamentally a painter of the nineteenth century. Born
in Florence to a distinguished American family, trained in Paris, and suc-
cessful from the first, he lived the life of a gentleman-artist, dividing his
time principally between London and Boston. His fame rests on his ac-
complishments as portraitist to the prominent on both sides of the Atlantic.
In his later years, he devoted himself to commissions for great mural deco-
rations in Boston and at Harvard. This drawing and the next [104], from
an important group given to the Museum by Sargent's sister, are products
of voyages he made to the eastern Mediterranean after 1891, in connection
with the murals. The view of Epidauros captures what is still today the
most dramatic aspect of the site, the elevation of the theatre opening onto
a plain, itself enclosed by a range of mountains.

Gift of Mrs. Francis Ormond, 1950,
50.130.141hh
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104, Tiwv Zivykep Zaptiecvr (1856-1925)
"ApEpilRavas.

‘H 'A8nva Tol BapBaxeiou.

Zxelio, pohlB. 251X 178 éx.
MeTa T6 1891,

Té oxébio aurd, nol eikovilel v «"ABnva ol BapBakeious, dniadn eva
avrivpago TA¢ <ABnvac NapBévous Tol Beidia of mxpdtepn wAlpaxa,
eival £va and noAdd ypfiyopa okitoa Tol kaAMTéxvn, mol sixav odv
npotuna onoudaia Epya TG apxaiag EAANVIKAG yAunTikAg. 'H «"ABnva
ToU BapBakeiou=, nou guhotexvrBnke Tév Se0Tepo alwva p.X., GvoudoTnre
£Tol and T Beon dnou dvarkaAudTnke TS 1880, 'O Tpinoc pé Tév dnoio &
Zaptievt nAnoiace 16 Epyo Bév eival dpxaichoyikdc. "Etol, 16 BAENEL
HE TA pdmia évde mpocwnoypddou nold napaksinet Siec Tic noludpBuse
hemropepeieg, Kai Sakéyovrag wd onmikn ywvia nod, dnwe dmoyialeTal
kaveic, 84 Taipale dkopa kai ¢f md koopkn Kupia pé émidAnnikée dva-
hoyise,

104. John Singer Sargent (1856-1925),
American.

The Varvakeion Athena,

Pencil drawing. 25.1%17.8 cm.
After 1891,

One of several rapid sketches after major pieces of Greek sculpture, this
sheet shows the “Varvakeion Athena,” a reduced copy of the Athena Par-
thenos by Phidias; made in the second century A.D., it is named after the
site where it came to light in 1880. Sargent's approach to the work is hardly
archaeological. He sees it with the eye of a portraitist, omitting all of the
considerable detail and selecting an angle which, one suspects, would
also have suited a society lady of imposing proportions.

Gift of Mrs. Francis Ormaond, 1950,
50.130.143¢cc
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105. ®@péviepik, Adpdog Aéitov ( 1830-1896)
" Ayyhog.
Lachrymae (Adxpua).

Zwypadikog nivakag, sAaioypadia of pougapd.
1575 X 629 £k,
“Mopw otd 1895

'0 nmivakag altdg eival Eva €pyo nou ansikovilel mda Yuxiki Sidbeon,
Kai 16 Bfpa Tou sival Wd kopn Tt dpxaiac ‘EAAGSac nod npoodEpet
onovdEg oTov TONO TG dvanaloswg Tol vekpol dyannuévou tne. T
aknvA alTh Ondpxouv Unawviyuoi nov Seixvouv KAMola yvaon Thc apxaid-
™rag — otn 84on 100 dwpikol kiova dakpiveral ma kohika pé {wypa-
pLotn Sakdounon, 1 énoia katdyetal and Eva napadelypa nou BpiokeTal
o016 AolBpo (G 471) — AAAG TA npaypatikd Béuara nold anacyoiolv
TéV Afitov elval 16 xpopa kai 16 & dé mol Snumoupyeital and Tig Puypéc
AnoXpwoelq Tou mévBipoy Gopéuatog navw oTd yuaMotepd papuapo.
‘0 ouvBETIKOG KAQOIKIONGS TRAC sikdvac OhokAnpuvetal Kal otd nhaiod
Mg, Mol eival Eva wpaio GavTaoTikG potifo o "luvikd puBpd.

105. Frederic, Lord Leighton (1830-96),
English.

Lachrymae.

Painting, oil on canvas. 157.5%X62.9 cm.
About 1895,

The painting is a mood piece, its motif a Greek maiden offering libations
at her dead lover’s resting-place. There are knowing allusions to antigquity
— at the foot of the Doric column is a painted kylix derived from one in
the Louvre (G 471) — but Leighton's real subject is color and the effect
produced by the cool shades of mourning against the glowing marble.
Synthetic classicism is carried through the picture's frame, a fine lonic -
fantasy.

Reference: Manchester, City Art Gallery, Victorian High Renaissance, exh. cat.
(1978) no. B2,

Wolte Fund, Catherine Lorillard Wolfe Collection, 1896,
96.28






106. "Oyragroug Zaivr-Fkavreve ( 1848-1907)
"AHEPIRAVES.
Nikn

Mnpouvt{og émypudwpévoe. “Ygoc 106 ék.
Yroypappévo kal xpovoroynuévo otd 1902,

To méd emBAnTikd dnuoowo £pyo YAUNTIKAG TAC "AUEPIKASC eival 16 pvn-
pewo To0 louthiap Tekauon Zépupav, oTparnyou ThHg ‘Evaocwe otdv
TAHEPIKQVIKG "EpdUAio NoAepo. AUTSO aveyépbnke 1d 1903 ot votioava-
TOMKN ywvid Tod Zévtpal Ndpk To0 Mavyarrav, kai deixvel Tdv oTpatnyéd
£gunno kal 0dnynuéve and ma popgn Nikneg. Té prpolvitive #pyo nol
eCetafoupe eival N o€ pkpn khipaka andédoon Thc Nikng, The énoiag 1
otdon eival pid éAelBepn npooapuoyn TAg avtiotong «Nikng tic Zapo-
Bpakngs o1é AodBpo and tdv Zaivr Mkwvreve. Tad Spooepd, KupatoTa
EQPE TWv MTUXWOEWY Eyivay ME ueBodikd Tpdno: O Zaivt Mkavieve nepi-
YPAPE TO MG KOAAAPIOE MPOOEKTIKG TiC nTuxéc To0 OdaopaTos, Kavovrac
QUAGKWOELG MAVw 0TS yUyivo Tou npdmhaocpa.

106. Awugustus Saint-Gaudens (1848-1907),
American.

Victory.

Gilt bronze. H. 106 cm.
Signed and dated 1902,

America's grandest public sculpture is the monument to William Tecumseh
Sherman, Union general in the Civil War. It was erected in 1903 at the
southeast corner of Central Park in Manhattan, and shows the general on
horseback led by a figure of Victory. Qur bronze is Saint-Gaudens's reduc-
tion of the Victory, whose pose he freely adapted from the Nike of Samo-
thrace in the Louvre. The fresh, billowing effect of the drapery was ob-
tained methodically: Saint-Gaudens described how he carefully shellacked
the folds of cloth in ridges upon his plaster model.

Reference: MMA, American Sculpture by AT, Gardner (1965) p. 55.

Rogers Fund, 1917,
17.90.1
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107. 'Qyrdotouc Zaivr-Fravreve ( 1848-1907)
"ANERIKAVES.

Inoudn yid 76 keddh THS Nikng.

Mnpoovilog. “Yyog 21 €k,
“Yrnoypappévo kal xpovoloynuévo oo 1907,

‘0 Zaivr-Meavieve kataoketaoce Eva pnpodvi{ivoe avrituno Tol kegahod
povo The Nikne (ap. kat. 106), kai otic peAéreg yi' altéd xpnoiponoinae
Eva povTého 1o dnolo dvopaldrav "Akg Mnathep. Té keddh Evowpa-
TWVEl T4 XapakTnpuotikd yvwplopara thg véag yuvaikag tol Tékoug Tod
&éxartou Evatou kai T@dv dpxdv 1ol eikootol aiwva, kaBocg kai T dovaun
kai T yahfvn nod Onodnidver i EAAnvikn émypagr) NIKH-EIPHNH.
‘0 Zaive-Ckavreve eixe oxond va Eavaoxedidosr 14 Auepikavika vo-
piouyara pé Baon ta dpyaia EAANVIKG vopiopara, oé ouvepyaoia pé Tdv
Npéedpo Betdwpo PollBeAtr. Té kegpdh Thg Nikng Enpdkeito va xpnot-
ponoinBel yia 16 xpuod vopopa twv Séka SoArapiwv kai Tol gfvr, Ta
voulopata, nol Atav of EEgpyo dvayhudo, dév fArav Suvard va oror-
Baytolv o' Eva owpd, kal xpelaotnke va EavaoyediaoTolv.

107. Augustus Saint-Gaudens (1848-1907),
American.

Study for the Head of Victory.

Bronze. H. 21 cm.
Signed and dated 1907.

A separate bronze edition was made of the head of Victory [106], studied
from a model named Alice Butler. The head embodies turn-of-the-century
young womanhood as well as the strength and serenity implied by the Greek
inscription NIKH-EIPHNH, In collaboration with President Theodore Roo-
sevell, Saint-Gaudens planned to redesign American coinage, based on
Greek coins. The Victory head was to serve the cent and the ten-dollar gold
piece. The coins, being in high relief, would not stack and had to be re-
designed.

Reference: MMA, American Sculpture by A.T. Gardner (1965) p. 55.

Rogers Fund, 1907,
07.90
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108. "Oywooot Povrév ( 1840-1917)
raihog.

‘H yévvnon 1ol EAANVIKOD ayyeiou.

Ty £510, JOAUBL pé yroudg. 49,2 X 32,1 £k,
Mipw otd 1900-13.

T¢ mpoxwpnuévn NAkia, 0 Poviév éngotpeds oTov £auTd TOU va KAVEL
alTév TOV Mveupatodn, aAAa BoBuotdyaoto otoxaoud yia Tigc dpxég
The dae TS Téxvne, unoBétovrag nwe oi "EMnvee nijpav 1a npdruna
TV oxNUATwy TOvV ayyeiwv Touc and Quoikéc popgec. TO oxEdio nol
sEeTaloups QEPEL TAV Emypagn “Maissance du vase grec” (Mévvnon
Tol éAAnvikol Ayyeiou). MNpaypatixkd, S&v pnopodos va koitager Eva
KAQOIKG EAANVIES Ayaiua, xwpic va £xel Thv aicinon Tow {wvravol Jov-
Téhou, Kai aneuBlivanke ' aldtd ta Adya npde v "Agpoditn The MriAou:
«Eioal Muvaika, k1 adto sival N 66Ea gou=. 'H yovarnortn yuvaika-augo-
péac ToU Povrév Exel v (6o nepipépeia Wpwvy Kai yogpav, kKal o
yaontne Swarewvétavy e adth Atav 1 oldia tov apxaiwv EAARVIKGV
AvarloyLv.

108. Auguste Rodin (1840-1917).
French.

Birth of the Greek Vase.

Drawing, pencil with gouache, 49.2Xx32.1 cm,
About 1900-13.

In old age, Rodin permitted himself this witty but profound reflection upon
the origins of art itelf, speculating that the Greeks derived the shapes
of their vessels from natural forms; the drawing is inscribed Naissance du
vase grec. Indeed, he could not look at a classical statue without sensing
the living model and addressed himself in these terms to the Venus de
Milo: “Tu es Femme, c'est 14 ta gloire.” Rodin's kneeling woman-amphora
has shoulders and hips of equal width, which he claimed was the essence
of Greek proportion.

Reference: Washington, D.C., National Gallery of Art, The Drawings of Rodin, exh.
cat, (1971) p. 126, no. 96.

Gift of Thomas Fortune Ryan, 1913,
13.164 .2
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109. Asdv Mnakor ( 1868-1924) .
POoooc.

‘0 Aagpvic kai i XAon ywpilouv T konadia Touc.

YWoaroypadia. 21X 27 &k.
Mipw ora 1910-11.

‘0 Mndkot emokedBnke 14 EAANVIKG vnowd pali pé Evav dAio Pooo Lw-
ypado, Tov Zepwd, 10 18905, Oi avapvnoeig Tou and ™ {wh ord vnowa
eixav oUOcOTIKA onuacia yid tv émruyia tov S00 pnalétwv TOO
NTiaykihed, nold Atav «'Q Adgvne kai f) XAdn» pé pouoikr Tol PaBéh kal
10 < Andysupa £veg Palvous pé Louoikh Tod NTtepnuool. AUTA avéBnkay
¥iQ MpWTN ¢opa oto NMapiow 16 1912, € oknvika kai kooTouma Tod Mnakor.
‘H «noipevikr] ouppwvias nol éEerdfoups 50 avravakha Tic dvelpono-
Afgeig Tou Mnakor, kabwg npoonabioude va kaBopioer Tév TUNO TOU KATAA-
AnAou VIEKOP yid TO Epyo Tou PaBEA, naipvovrag od 8d4on Tou 16 dpyaio
EMMVIKG puBioTdpripa <Addvic kKal XAdn= 1ol Adyyou. "H oknvry dnou ol
duo Epwrevpevol ywpifouv 14 npdbara and Tic KATOIKEC TOUC TIPOEP-
XeTal ané 16 BiBAio | Tol Adyyou. ‘H O&atoypadgia altr, mapdio 16 Evro-
vo @i Tng, Sév Seiyxvel v Eémpovi oTd SlakoounTikd potiBa nol xapa-
kmnpilel Ta Epya tol Mndarkor Ta dnola npoopifovrav yid T oKknvh 1ol
Beatpou. "lowg xpnowwonowfnke odv aveEdptntn dlakdounon.

109, Leon Bakst (1868-1924),
Russian.

Daphnis and Chlog Dividing Their Flocks.

Watercolor. 2127 cm.
About 1910-11.

Bakst visited the Greek islands in 1905 with another Russian painter, Serov.
His recollections of life on the islands were vitally important to the success
of two Diaghilev ballets, Daphnis et Chloé with music by Ravel and L"Aprés-
midi d'un Faune with music by Debussy, both first performed in Paris in
1912 with sets and costumes by Bakst. Qur pastorale reflects Bakst's
musings as he formulated the décor for the Ravel work, based upon the
Greek romance, Daphnis and Chloé, by Longus — the scene of the lovers
separating their sheep and goats is from Longus’s Book 1. Though brightly
lit, the watercolor is not insistently patterned in the usual way of Bakst's
work for the stage. It must have served as an independent decoration.

Reference: |.N. Pruzhan, Lev Samuelovich Baks! (Leningrad, 1975) p. 118,

Gift of Sir Joseph Duveen, 1922,
222262






276

110. 'Epyaotfipio To0 Mapidvo ®optodve u vie Movipabo
(1871-1949),
lomavia.

‘EoBfra.

AVOIXTO pol peTalL pé yudhivee XAavTpeg oTrv napudn.
Miroc 162 £k.
Bevertia, yUpw ortd 1930.

‘0 fwypagoc kai ofuypadog doprolvu, fitav cuyxpdvwes kai oyeda-
otic, nol 1 3pactnEéTnTa Tow KAAUNTE MokAd nedia. Zta oyédia Tou ouy-
katahéyotav 16 avéBaoua Tiwv Epywy Tol Bayrvep ot Zraha Tod Middvou,
kai ) émvonon TeV katdAAnhwy GwTIopOY YId T4 £pya TAG CwypadIkng
Sagopwy EKKANOWv Thg Bevetiag. 'O moAumisupog alToc KaMMTEXVNS
HeAETNOE pepkd And Ta oxEda Tou Mol npoopifovray yid T Srakdounon
Udaopdtwy. and npoidvra TAG Opavroupyiag nod BpéBnkav Of Avaoka-
péc apxainv EAANVIKGV xwpwv. ‘H <EcBiTa ®oprolvus Eva Gypovo
Evdupa KAQolkoU TUMoOu, fTav TO mpoidv g guvepyaoiac Tou HE TN
Ul uyd Tou "Avplét, yopw ota 1907, 'H owinvwTr ¢oloTa, pé Tic NMUKVEG
kai Aentée métee, Arav Eunveuouévn ané o dyaipa TAG "Hpag and
Zapo, nol BpiokeTal Twpa o1 AoUBpo, AAAAG T opepa NAPE v idioppul-
un énwvupia «deAdpags , npogavwg Npog Tipt) 1ol «'Hvioyxous Twv Ashdiv.
T6 MAOApIoPa TOU Gopéparog fTav 16 anoTéieopa pidg pUoTIKGG Sadl-
kaoiae, mou sixe pia Tétowa émtuyia, Gove Eva dopeua Goptolvu va
pnopel va anoxkthioe Eava tAv npwtn Tou fwvtavia, akopa kal dv Exel
TuhixTel kai puraxTel péoa of pid kaneMEpa yid moAlad xpovia.

110. Workshop of Mariano Fortuny y de Madrazo (1871-1949),
Spanish.

Gown.

Pale pink silk, edging of glass beads. L. 162 cm.
Venice, about 1930.

Fortuny, the painter and etcher, was also a designer active on many fronts.
His projects included staging Wagner for La Scala and devising lighting
for the paintings in Venetian churches. Some of his fabric designs were
studied from textiles found in Greek excavations. The “Fortuny dress,”
a timeless classic, was a collaboration with his wife Henriette, around 1907.
The tightly pleated tubular skirt was inspired by the Hera from Samos in the
Louvre but the dress was quaintly styled a “'delphos,” apparently in honor
of the Charioteer of Delphi. The pleating was a secret process and so
successful that a Fortuny dress can spring to life even after being rolled
and stored for years in a hatbox.

Gift of Claudia Lyon, 1974,
1974.339
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111, 'Epid-"Avroudv Mnouvpvtéd { 1861-1929) .
rarioc.

‘0 *HparAng rokeler Tig Zrupdalideg “Opvibec.

Mnpolvrlog. "Yoc 63,5 £k,
1909.

‘0O "HpakAfig altég Tou Mnoupvtéd, nold kara8daiiel Evrovn npoondbeia,
unopel va ¢pawvdtav gav puid napwdia oroic napadociakouc KAQOLKIOTES.
"AMAG Kkal 6 MmoupvTEA evBiagepdtay vid Ta apxaia elpripara. *H dpxaio-
Aoykn £Eepedvnon 1ol Sékatou Evatou alwva dnokdhupe Tév KdoPo ThC
apxaidtnrag pé napafeva, anpdBienta kai mBANTIKG oyxfuata. “Evac
apxaiog Tefotng and 1é Nad thg "Adaiac otiv Alywva, nol Bpioketal
Twpa oro Movaxo, unopsi va ypnoipeuvos odv nnyn éunveloews TOO
yAONTH, napdho nol 16 npaypatikd poviéio Tou Atav Evac aBAnmic Thc
guyxpovng enoxfc. ‘O Mnoupvtéh, dv Kai povrépvoe pé ¢pLaodoko Tpdno,
£v To0Tolg Emkadsital Suvdpele népa and éxksivee THe nnyhc ThHe spnved-
Cews Tou | To0 povtéhou Tou. Z0pdwva pé Ta ida Tou Td Adyla « 16 KAaoIKd
dév elval olte anhoikd olite Eenepacuévo. Eival f| téxvn nou sloduce
uéoa ord odunav kai £ywve Eva pali Tou, dniadfn ) mé aidvia kai /| mo
avBpwmvn téxvn=. T MnTponolTikd Mouoeio £xel OThv Katoxh Tou éva
napadelypa 1ol Eémypuowpévou pnpodvi{ivou dydipatoc of péyedoc
HEYQAUTEPO ANo TO QumKS, mol duioTexvwiBnke PeTd T Snuioupyia Tol
ayaipandiou adtol.

111. Emile-Antoine Bourdelle (1861-1929),
French.

Hercules Drawing His Bow against the Stymphalian Birds.

Bronze statuette. H. 63.5 cm.
19049,

To traditional classicists, Bourdelle's straining Hercules may have seemed
a burlesque. But Bourdelle too was in the grip of the antique. Archaeolo-
gical exploration in the later nineteenth century revealed antiquity in
strange, unforeseen, and compelling shapes. One ancient archer — from
the Temple at Aegina, now in Munich — may have been the source of inspi-
ration, although a contemporary athlete was the actual model, Ambitiously
modern, Bourdelle yet calls upon powers beyond those of his source or
his model. In his own words, “The archaic is neither naive nor outmoded.
It is the art that has penetrated and is at one with the universe, that is both
the most eternal and the most human.” The Metropolitan also owns an
example of the qgilt statue in bronze, more than life-size, executed after
the statuette had been made.

Reterence: M. Pays in L'Arl et les artistes VI (1923) p. 218.

Rogers Fund, 1923,
23.68
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112. "Aplotivr Mayoh (1861-1944) .
rarzioc.

MNpoownonoinon TAc “IA-vTé-dpave.

Mnpouvif{oc "Yyoc 1076 £x.

Té npdnAaoua KQTAoKEUAoTNKE npiv and 1d 1921, aAAG yiBnke of
¥XaAKO KAnoTe npiv and 16 1925.

‘0 Mayloh BpICKETAL OTO KEVTPO TOU MP@IPOU VEOKAQOLKIONOOD TAC oUy-
ypovne Enoxng. T4 yAumtd tou, ol Exppacelc TAC KAQOKAS Hopdnc
gival ouvapa dndxoopec Kai npoownikée, duvatée kal Avpikée. Napdio
nol &év tafidsus modld, & Mayidh émokédOnke Thv "EAANASa 1d 1908
pali pé toév npootdtn Tou Koun Xdpu Kéohep kai tdv aldorplakd mounti
Xolyko ¢ov Xoéppavvorah Td oToh tou eixe fidn kaBiepwBel, alda ol
HEpeEc TRAC MEAETNC OThv 'OAupnia kal otolc AsAdgolc guvrtéleoav OT6
vad AnokTiosl 16 £pyo TOU NMEPIOCOHTERD PVNHELGKS wapakThipa kal ¢pé-
oka £pefiopara. 'E&® Bupifel tic Baupdmes dvaloyies kal v Kivnon
gvoc EAAnvikold papudpivou aydiparoc, nold té pavraletar odv Eva Kop-
pan «onacpévos: oTd xépia Kai 1o Aapd. Té éxpayeio alutd Exer pud
povadikr kagtavdy puon nariva.

112. Aristide Maillol (1861-1944),
French,

Torso of the lle-de-France.

Bronze. H. 107.6 cm.
Modeled before 1921, cast before 1925.

Maillol stands at the heart of early modern neoclassicism. In his sculptures,
the revelations of classical form are both awesome and personal, power-
ful and lyrical. Though not much of a traveler, Maillol visited Greece in
1908 with his patron Count Harry Kessler and the Austrian poet Hugo von
Hofmannsthal. His style was already established, but days of study at Qlym-
pia and Delphi certainly contributed to greater monumentality and fresh-
ness of impulse in his work. Here he evokes the wonderful proportions and
movement of a Greek marble, visualizing it as a fragment “broken” at arms
and neck. This cast has a unique golden-brown patina.

Referance: W. George, Aristide Maillol et I"ame de la sculpture (Meuchatel, 1964)
pp. 180-81.

Edith Perry Chapman Fund, 1951; acquired from the Museum of Modern Art, Gilt
of A. Conger Goodyear,
53.140.9
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113. NaA Mavoun (1883-1966) .
TAHEDIKAVES.

Kévraupec kai Apudda.

Mnpolvrloc. “Ydoc 71,1 €.
Yoypappevo Kai xpovoloynuéve otd 1913.

"0 NwA Mavown dvthnoe v Eunveudr) Tou and v dpxaia eAAnvikn kal
iGraitepa v adpyaikn Téxvn, u' Eva BaBitepo kai mo dueco Tpono and
énolovannote dAAe "Apepikavd yaonTn. O npwTteg onoudés Tou Tov Ege-
pav ané Tv natpida tou Miveodta ot Néa "Yopkn kai ) ®ihadéddea,
kai 16 1909 képdioe 16 Bpadelo mou To0 éngrpeys va onouddoel yia tpia
¥povia otiv "Apepikavik ‘Akadnuia tAg Poung. Ta takida tou 016 Hia-
otnua altéd Tév 68fynoav othv 'EAAGSa, Snou dvekahue TV TéXVN Mol
Euerde va Sapoppnoel 16 oToA Tou TéoO dnogacioTikd. 'O «Kevraupog
kai i Apuddas, 16 npdTo onuavTiké £pyo mold dnuodpynos peTd v £m-
atpodn Tou ot Méa "Yoprn eixe ApkeTd peyain émruyia, nol npowenoe
AnoTeheopaTika TV Kapiépa Tou. *H nnyr| and dnou avTAel P Eva yeviko
Tpéno 16 olpmAsypa pnopsl va ftav 16 dvarohlko aérwpa 100 vaol 1ol
Ala oriv 'Olupmia. Té ocupninpwuévo Epyo sivar Evag dBhog Sefiote-
wviae, nmod méZsl Tig apyaionikés Tdoeig vd pnolv oty Unnpegia ToU
UOVTEPVIONOD THG « " Ap NTEKG=.

113. Paul Manship (1883-19686),
Centaur and Dryad.

Bronze. H. 71.1 cm.
Signed and dated 1913.

Paul Manship drew more deeply and directly than any other American
sculptor on Greek, specifically archaic Greek, art. His early training
brought him from his native Minnesota to New York and Philadelphia, and
in 1909 he won the prize that enabled him to study for three years at the
American Academy in Rome. His travels during this time led him to Greece,
where he discovered the art that was to shape his style so decisively.
Cemtaur and Dryad, the first major work he executed after his return to
New York, met with considerable success and effectively launched his
career. The general source for the group may have been the east pediment

“of the Temple of Zeus at Olympia. The completed work is a tour de force

of craftsmanship that presses archaism into the service of Art Deco moder-
nism.

Reference: MMA, American Sculpture by A.T. Gardner (1965) p. 150.

Purchase, Amelia B. Lazarus Fund, 1913,
14 .61
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114, Mapnio Mkdgo (1881-1973).
"lonavdg ( Epydotnre ot MTaldia).

Muvaika pé dompa.

Zwypagikic nivarag, £haloypadia of pouoapda. 99,1 X 80 &x.
Napio, 1923,

Té povtého nid Tov mivaka adtdv ftav 7 punarapiva “Olya KdxhoBa,
olfuyoc Té1E ToO Mikdoo. 'H néla tng pé Ta Sinhwpéva yEpia Sév gpaivetal
vd Exel pid ouykexkplpévn dpyaia nnyn. "Ev todtowg & nivakag, nod eival
oxebov drovikdg, £xel Trv alobnon pac "ATTIKAG OTAANG, YiaTi CupdIAwvEL
npaypata gavopevikd avriBera, dnhadn v fpeun }ahapotnTa Kai 1o
EmBANTIKG oxEdio, T AsntdrnTa kai v alodnon Told dykou. Z1d SdoTnua
nod pecordBnoe and té 1917 péypt 16 1924 6 Mikaoco Eavayupioe o' Eva
vatoupahorikd otih nod Baoldrav of kKhaomkd npétuna, v napaiinia
tEakorolbnoe va épyaletar oopdwva P 1o nvelpa Tdv kuBlotav. “OTav
Tév Katnyopnoav om npodive Tic dpxéc Tov poviepvigtav, £E£¢paos
kKanowa dugapéokela yia Tig idéeg ToU OTUAMOTIKOD «MOUPLOPoDs. Ta Adyia
not eing oé pa ouvevieuEn Soopévn 16 1923, SnAhadn tdv 1Blo xpdvo mod
fwypddlos autd TéHV mivaka, kheivouv pé TOV MO TAIPIOOTO TPOMO THV
ExBeon) pac: «Ma péva Sév undpyel napshBov f| pedhov othiv TéXVI.
"Av Eva Epyo Téxvng dév pnopei va (el navra oTo napdv, Siv MpEnel va
AngBsl waBdhou Onowrn. 'H téxvn Tov apxaiwv ‘EANV@Y, TOV Alyo-
nriwy, TOV peyaiwy Lwypddwy nold Elnoav oé.dilec Enoyxég, &év elval
pa Téxvn Tol napsiBdvroc, dhAd sivan Towe md {wvravh ofuepa and
MoTEs,

114, Pablo Ruiz Picasso (1881-1973),
Spanish (active in France).

A Woman in White.

Painting, oil on canvas. 99.1 X 80 cm.
Paris, 1923.

The model was Picasso's wife, the ballerina Olga Koklova., Her pose with
folded arms does not appear to have a specific antique source. Yet the
picture, almost atonal, has the feeling of an Attic stele in reconciling
seeming opposites of quiet relaxation and grand design, delicacy and
massiveness. During the years 1917-24, Picasso reverled to a naturalistic
style based on classical models, while continuing to work in the Cubist
vein. Taxed with betraying modernist principles, he expressed some im-
patience with notions of stylistic purism. What he had to say in an inter-
view in 1923, the year of this painting, fittingly concludes our exhibition:
“To me there is no past or future in art. If a work of art cannot live always
in the present it must not be considered at all. The art of the Greeks, of
the Egyptians, of the great painters who lived in other times, is not an art
of the past; perhaps it is more alive today than it ever was."

Reference: MMA, French Paintings Il by C. Sterling and M.M. Salinger (1967)
pp. 235-37.

Rogers Fund, 1851; acquired from the Museum of Modern Art, Lizzie P. Bliss Col-
lection,
53.140.4
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