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PREFACE

HE 400TH ANNIVERSARY OF DOMENIKOS THEOTOKOPOULOS DEATH has been

commemorated all over Europe and the US. The country that has done the most on the

occasion was undoubtedly Spain. Three major exhibitions, two in the city of Toledo and
one at the Prado and two international conferences, one in Madrid and one in Toledo, together
with dozens of small events and minor exhibitions all over the country paid tribute to the Greek
who spent the second half of his life in Castile producing, together with a very personal religious
imagery, some unconformable works that have become, with the passage of the centuries, em-
blematic images of European culture.

This Greek, proclaiming so loudly his identity, going so far as to create a sort of continuum be-
tween the ancient past and its 16th century forms of existence (“mis padres griegos”), has been
honoured by official and unofficial Spain during 2014 to a degree unheard of even in the case of legit-
imate children Hispania’s like Velizquez or Goya. More would have been impossible to accomplish
when you consider that the nuns of Toledo created special mazapanes to commemorate his memory.

The decision by the Greek Minister of Culture, Mr. Pavlos Geroulanos, to proclaim 2014 as
“Year dedicated to Domenikos Theotokopoulos” and the decision by the directors of five major
Greek museums to coordinate their efforts and organize five simultaneous exhibitions and two in-
ternational congresses had as a final result the exhibition Domenikos Theotokopoulos between Ven-
ice and Rome at the Historical Museum of Crete (215t of June — 2 5th of October 2014) which was
transferred to the Benaki Museum / Pireos 138 in Athens (215t of November 2014 — 15t of March
2015) with some significant changes and the exhibition Friends and Patrons of El Greco in Toledo
at the main building of the Benaki Museum of Greek Culture. The Byzantine Museum organized
the exhibition Domenikos Theotokopoulos Before El Greco (3rd of December 2014 - 315t of March
2015). Finally, two international conferences were held: one by the Society of Cretan Historical
Studies (SCHS) and the Municipality of Heraklion at the Historical Museum of Crete (21-23 of
June 2014) entitled £/ Greco: The Cretan Years and one by the Benaki Museum in Athens entitled
Domenikos Theotokopoulos: From Crete, to Venice, to Rome, to Toledo (21-23 of November 2014).
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PREFACE

For the events at Heraklion our thanks go to Alexis Kalokairinos, President of the Society of
Cretan Historical Studies, who took pains for the best possible organization of the Conference
and his immediate collaborators Eva Grammatikaki, Director of the Historical Museum of Crete,
Vangelio Violaki, Dimitris Mathioudakis and Denise Alevizou. Eleni Sapountzi was helpful in
organizing the travel itineraries of the participants. Vassilis Lambrinos, Mayor of Heraklion and
Nikos Matzapetakis, former member of the City Council, tried to find solutions to cover part of
the expenses.

For the efforts undertaken in Athens our gratitude goes above all to Angelos Delivorrias, who
supported all our initiatives and to his collaborators Polina Kosmadaki, Maria Throuvala and An-
tigone Pogiatzi. His sudden death in 2018 was a blow for everyone working in the cultural field in
Greece. This is not the moment nor the place to evaluate his contribution. Some events dedicated
to his memory have already been organized in Athens and others will follow.

The members of the Scientific Committee, Maria Constantoudaki, Panayotis Ioannou and Nicos
Hadjinicolaou, shared the responsibility to choose fourteen amongst thirty-six proposals for the con-
ference in Crete and twenty amongst fifty proposals for the conference in Athens.

We owe special thanks to Professor Dimitris Pandermalis and the Board of Directors of the
Acropolis Museum who offered to the participants a guided tour and a lunch at the Museum at
the end of the Conference.

George D. Matthiopoulos has designed the printed programmes of the two Conferences as
well as the layout of the present volume. Nicos Lagos of Indigo was responisble for the quality of
the colour separations of the images. Dimitris Kadianakis and Nikos Maravelias supervised the
delicate work of printing.

A special word of gratitude is due to Queen Sophia of Spain who honoured with her presence
the cultural events in Athens related to the Greek of Toledo by inaugurating the exhibition and
the international Conference.

As to the papers given at the two Conferences, now united in the present volume, our grati-
tude goes to the late Angelos Delivorrias. Gelina Harlaftis, Director of the Institute for Mediterra-
nean Studies and Alexis Kalokairinos, made the edition possible. Both of them decided to partici-
pate at this editorial enterprise as co-editors with the Benaki. Dr. Andreas Pittas, President of the
Andreas Pittas Art Characterization Laboratories (APAC LABS) at Nicosia, Cyprus, appeared at
the very last moment as sponsor ex machina and the proceedings after years of stagnation could
finally go to the printer. Professor Nikolas Bakirtzis, who participated at the Iraklion Conference
with Ropertos Georgiou, was the decisive factor in bringing the Cypriot sponsorship to fruition.
Maria Throuvala, Head of European Projects and Sponsorships and Dimitris Arvanitakis, Head
of the Publishing Department of the Benaki have been extremely active during these last months
coordinating the collaboration between the three Institutions functioning as editors.

Our generous and enthusiastic colleague David McTavish lost the battle against illness. Our
thoughts and thanks go to his daughter Sarah.

NICOS HADJINICOLAOU - PANAYOTIS K. IOANNOU
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INTRODUCTORY REMARKS

ovvdvaoUO, OTWG TevTa, pe uLtoy €xbeon aplepwuéyn oto €pyo Tov Aoprvixov Oco-

Tox6TTOVAOL. Bog Bupilw 6Tl To 1990, pe aopph Ty éxbeon El Greco of Crete, iop-
YovoOnxe oto HpdxAelo To opdvuo CLUVESQLO, Tl TTEOXTIXA TOL OTOLOL XLXAOPOETMOOY TO
1995. To 1995, pe agoppun v éxbeon O I'kpéko oty Italia kar 1 1Talik) Té€yvy TOL SLOPYO-
v Onxe oty EOvien Mivoxobixn g Abvvac, Tpaypatorombnxe oto Pébvuvo to avtiotoryo
OULVESQLO YO TOL TIPOXTLXE XUXAOPOPNOAY TO 1999. Tny (St ypovtd, pe aopun Ty éxbeon
EA I'péxo. Tavtotyra kar Metaudppwon. Kpty — Itadia — Iomavia mov dtopyovwbnxe ot Ma-
dpltn, ot Podun o oty Ebvuen Mivaxobnun g Abvvag amd tov aciyvnoto ouvddeipo xon
@iro Xooé ANBopeh Aomépa, EAafe ybpo ato PéBopvo 1o cuvédpro pe Béua El Greco: the First
Twenty Years in Spain, o TPOXTIXG TOL OTOLOL XVXAOPOENTOY TO 2005. TEAOG, TNV (Staw YPONLE,
T0 2005 ONAadY, dtopyovwbnxe oto PéBuuvo, émov Asttovpyel oto TAaioto Tov IvatitovTov
Meooyetonwy Tmoudoy xow 1 epevvnuxt] povéda El Greco Centre, aprepwpévn oty épguvo
7oV €pY0L TOL AouRvikov Bc0ToxGTOLAOL, T0 GLVESELO pe Béua El Greco’s Studio, to mpoxtt-
%3 TOL OTTOLOL XLXAOPOEPNTOY TO 2007.

T 0 MAPON XYNEAPIO EINAI TO HNEMIOTO wov Stopyovovetor oty Konty, oe

Me To TwELv6 ZUVEDPLO ETLOTPEPOLUE, 24 XEPOVLOL OPYOTEQA, OTO TPWTO LEPOG TOU GUYE-
dptov Tov 1990: TV Kpontixn teplodo Tov xaAMTEYYY.

Noa Bopiow 6T 10 1990 déxa gpevyNTéG aoyoMBnxay ue Ty xpnTxn mepiodo Tov Ocoto-
x6movrov (Nixdhaog Tavorytwtdxng, Moptddn Ayepdotov-Totoptédvon, Kévtw @atodpov-
Houvydxn, OAyo I'xpditliov, Xpvodavin Mroaitoyiavvy, Mapio Kwvotavtouddxn-KitpounAidov,
Mopion Booihdon, AAEavdpog E6dng xabae ko ov Christa Gardner von Teuffel o Ronald Cueto).
Aamtiotdve 6Tt 1 etxdva g DVpov TPABnEe tote To evdLapépov TELWY epeuvnTlty (I'npd-
tCov, Partovpov-Hovydnn xar Ayetpdotov-Tlotoptdvou), 6t we to Tomio Tov Zwd ooOAY-
Bnxe 1 Gardner von Teuffel xow o Ronald Cueto, pe tig suxovoypapinéc mnyée tou I'xpéxo tvg
xpnTxng meptdédov N Mapio Kwvotavtoudaxn-Kitpouniidov xor o AAéEavdpog EUd1G, pe
7o Tpimtuyo s Modevas  Mapiaw Baotadxn xor n Kévtw datovpov-Hovydxn. O asipvynotog
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NICOS HADJINICOLAOU

Nixog ITavarytwtaxng 6yt pévo péc €dwae Evar TaVOPOUO TNG XUTATTAONG TNG TTOLdELoG aTNY
Ko7 enl Bevetoxpoatiog, alhé mapovoiooe xot Evor dyvwoTo apyelaxd Texunpto tov No-
epPpiov 1566 TOL CUPOPOVLOE TNV avTdixion Tov OgoToxdTOLAOL pE ToV PBevetd evyevh Luca
Miani. Téhog, 1 XpvodvOy, MTaktoytévyy TEOTELVE Vo OVOYVWEICOLUE GE PLOY ELXOVOL [UE
70 Oépa 1de 0 Avdpwmos, Tov Bpioxetor oto Movaotipl Tov Ayiov Iwdvvov Tov Beordyou Tng
Iérpov, to “quadro della Passione del nostro signor Giesu Christo, dorato”, wov movAifxe oe xA%-
pwom Aoyvedy oto HpdxAeto tov Aexéufplo tou 1566 1 Tig TewTeg Yépeg Tou ['evdipy Tov 1567.

A6 T0 1990 UEYEL oNUEPD M XENTLXT TTEPLOBOG NG LwNG TOL XAAALTEYYY Sev peAeTnOnxe
Waitepa, av eEatpéoovue tor dpbpa g Mopiog Kwvotavtouddxn-KitpounAidov mov dn-
LOoLELONUOY OTOL TEOXTIXA TV TEOOVUPEPDEVTWY GLVESPIWY %Ol GTOLG XUTAAGYOLS TWVY
exbéoewv. H téxyn oty Kpntn ota ypdévia Tov O@cotoxdmovAou dpyloe Oume vor Toofaet Ty
TEooOoYY. TtV éxbeon épywy ToL TOL 0pYdvwoe To 2001 To Kunsthistorisches Museum g
Btévvng mpootébnue éva TplmTuyo ™G xEMTxng OXOANG TOL 1600 TePLTOL, eV 0 ANPopel
Aomépa oty éxbeoan mov opydvwoe To 1999 ot Madpitn ovureptéAafe 9 ewxdveg, avéueod
Toug o Tplmtuyo pe ™ Aevtépa Iapovoia Tov KAdvtla mov PBpioxetor oto EAAixé Ivote-
To07T0 15 Bevetiag. Evaoydinon ovotaotiny pe 1o Béua 0to obvold Tov Sev vmpke TAvTwG.

"Etot, ovveyilovpe o’ 10 oMUEIO TTOL CTUUATACOUE TO 1990 XA EQVATILAVOLUE TO VU, 'Evo
TETOPTO TOL aLWVo EXEL TEPAoeL amd Tote. TL pmopel vor Bewpnbel xextmuévo oto petaEd
Steotuo; Qo éheyo 6Tt 1 Kotunan s Oeotokov TG VPOV OVNXEL TTAEOY OTOL OULOP WYL OLTTO-
dexta €pyo Tov {wypdpovu. H evpdtoty mordeion Tov MOy o veavixy nAtxio, Tov popTupeitoL
X0l OTTO TNV VTTOYPUPY] TOV EQYOV, TTUPOUEVEL ETTLONG Eval VEO deSoUEVO. AVaAoYo pOAo Tailet
7o Tomio Tov Zwd Tov aydpaoe 1 owxoyéveto Kaoxotptvol. [loAAég amd Tig eLxovoypopLxég
TYég Tov I'vpéxo mov 1 Mopio Kwvotavtoudaxn-Kitpouniidov evtémioe oe ttoAixd yo-
QOXTLXAL €XOVY ETLONG EVOWUATWOEL 0T XEXTNUEV TNG EQELVOG TTOL APOPE T1 SNULOVPYLUN
w1 touv oto vnotl. To éyypopo mov avaxdivde o Iovoyiwtaxng Sev Tadel vo eivol évo
onuavTixd Texpneto. Avtibeta, n amddoon g ewxdvog tng Ildtpov otov BeotoxdmTovAO dev
€ywve amodexTy]. AT’ 600 YVwPLlw Xovévas EpELYNTYG UEYPL ONUEPO BEY CLUULPWYNOE UE TNV
TEOTOOT,.

IMota eivort Tar TEOYUOTOAOYLXE BESOUEVO TNG XENTLXNG TTEPLHSOV;

A’. O Cwypdepog Cet oty Kofitn o’ 10 1541, omtdte yevwétal, péypt to 1567. To 1563, T0
0pYdTepO, Yivetan poiotpog. Ty dvotkn Tov 1567, T0 vwpltepo, N TRy GvolEn Tov 1568
T0 0PYITEPO, TPETEL Vo €uYE YL TN Bevetia.

B’. Ta épya mov éxovy owbel xat eivor amodextd amd Ty épsuva wg LLdYELPO Eival GA
6o Tpla: O Aovkds {wypapiler v Havayia xou v Ipooxvvyon twv Mdywy tov Mov-
oelov Mmevéinn xabode xow n Kotunan s Oeotdkov tng Zdpov.

I'". To cpyetoxd éyypopo Tov Tov opopody Gueao eival xt avtd Atyootd. Tlpdxetton Yo §
éyyoopo (28 ZemtepBpiov 1563, 6 Tovviov 1566, 5 NoepBpiov 1566, 26 Aexepfpiov 1566
xow 27 AexepPpiov 1566) TOL AVoXOAVPOXOY Ot epeLYNTEC oTa BeveTixd apyeio.

Avta eival to dedopéva. H €pevva, Egxtvidvtog amd aut] TNy TEOYLOTIXOTNT, OQELAEL

vo. TpoywpeNoet. Emitpédte pov va mpoomabiow va cuvodicow o TEoBAfuoTo TOL NTOY
GALTOL NOM TO 1990 oL EXTOTE OeV ONUELWONXE XETOLX OLOLOOTIXY TTPOOBOG WS TPOG TNV

entAvon Toug.
VRS
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INTRODUCTORY REMARKS

the last Cretan period (1566)”],I do not think that anyone else today would argue in favour of the idea
that the Triptych was painted in Crete.

What is the theological or dogmatic framework to which the Triptych belongs? Can we go
further down the track of the religious ideology inspiring the Triptych?**

Problem number three

Similar and dissimilar itineraries. To what extent did Greco’s initial itinerary (already o7 the island,
copying Western prints, and then after his arrival in Venice) derived from his condition as a Cretan
painter? In 1990 we did not go at all towards formulating this type of questions. Greco’s bilingualism
(BtyAwootar) does not characterize him exclusively. Two papers at this Conference will try to con-
front the issue. The itineraries of both Klontzas and Damaskinos allow us to see Greco’s more clearly.

Problem number four

A study of the Western prints used in Crete by the artist is still missing. I do not mean a catalogue,
because we have the contribution of Xydis, but a study. A few examples at random: a detail from Parmi-
gianino’s Resurrection (fig. 8) (for the Adoration of the Magi, fig. 9), Giovanni Battista PAngeli’s Tiscia
(fig. 10) (for Saint Luke Painting the Virgin, fig. 11) and Marcantonio’s Incense-burner (fig. 12) for the
Dormition of the Virgin (fig. 13). What kind of a visual culture do the uses of such references, from
Marcantonio to Parmese and Veronese artists imply? The use of Diirer is rather exceptional. Is this just
a “koine” consisting of a “copy-paste” practice without any further aesthetic-ideological consequences?
In a study published in 2000 in the volume dedicated to the memory of Nikos Panayotakis, I tried to
question the concept of “Cretan Renaissance’, which I find problematic and misleading. One of my
questions was “Does the use of Western prints in works of a ‘post-Byzantine’ character, as we awkwardly
call this phenomenon, have no theological, ideological or aesthetic implications?” I took as an example
a fresco by Theophanis (fig. 14) of 153 5 (Monastery of Lavra, Mount Athos), and the print by Marcan-
tonio Raimondi ca. 1509-1510 (fig. 15) brought into relationship by Maria Constantoudaki-Kitromi-
lides in a study published in the volume dedicated to the memory of Manolis Chatzidakis.

To speak of a “Renaissance spirit” in the work by Theophanis, when the construction of a uni-
fied space, of the proportions of the human body and the human nude as constitutive and positive
values of the image are nonexistent, remains a mystery to me. What is exactly the sense of these
“quotations’, inserted in totally different ensembles?

Problem number five

The fascinating artistic personality we know under so many names was oze individual. Let us not
forget this.

We are obliged to consider constantly his development as movements and changes inside a
unified whole, inside an ensemble. “National specializations” do not really make much sense. It
goes whithout saying that serious research concerning the Spanish, the Cretan or the Italian pe-
riod presupposes a good knowledge of Spanish, Greek or Italian, but also of Spanish, Greek and
Italian history, art history and intellectual history of the second half of the 16th and the first half
of the 17th century. Is this such an unattainable goal? What are the reasons that we do not coop-
erate? It is really sad to see how prevailing nationalism brings people to the point of ignoring some
of the aspects of the artist which are not related to their own national history!

** See here the papers by Michiaki Koshikawa (pp. 213-229) and Fernando Martas (pp. 231-251).
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Irene Leontakianakou

WESTERN ELEMENTS IN ICON PAINTING
IN REGIONS UNDER VENETIAN RULE
AND THE EARLY WORK OF THEOTOKOPOULOS

HIS PAPER AIMS TO SHED SOME LIGHT ON CERTAIN ASPECTS of Domenikos Theo-

tokopoulos’ early work in Crete, according to what might be described as “artistic bi-

lingualism™" The eclectic nature of Cretan icon painting, stemming from the artists’
capacity to follow different means of expression, originating from both the Byzantine tradition
and Western art, can be identified at the beginning of the 15th century.* This study attempts to
trace the historical development of “artistic bilingualism” in order to highlight trends in religious
art of the 16th century, in Crete, so as to understand the artistic environment which gave rise to
Theotokopoulos, an environment that the artist abandoned at the age of just twenty-six.

1. In a series of seminal papers, Manolis Chatzidakis has set the foundations of scholarship on Cretan icons, by in-
troducing the notion of the painters’ “double capacity”. This so-called “double capacity” would come to satisfy the
requirements of a mixed Orthodox and Catholic clientele of various classes and occupations, established in particular
in Cretan cities, but also in Italy, the Balkans, Flanders and the Dalmatian coast. See, M. Chatzidakis, “Essai sur [¢cole
dite ‘italo-grecque; précédé d’une note sur les rapports de Iart vénitien avec Iart crétois jusqu’ 2 15007, in A. Pertusi
(ed.), Venezia e il Levante fino al secolo XV, vol. 11, Florence, 1974, pp. 69-124; idem, “Les débuts de école crétoise et la
question de I¢cole dite ‘italogrecque’”, in Mynudovvor Zogpias Avtawviddy, Venice, 1974, pp. 169-211; idem, “La peinture
des ‘Madonneri’ ou ‘vénéto-crétoise’ et sa destination”, in H. G. Beck, M. Manoussakas / A. Pertusi (eds.), Venezia, cen-
tro di mediazione tra oriente et occidente. Secoli XV-XVI . Aspetti e problemi, vol. I1, Florence, 1977, pp. 673-690. See also n.
11. For new views on the topic, see O. Gratziou, “A la latina. Zoypéepor euxévwy mpocovatolopévor Sutxd’, Aedtiov
s Xprotiavucis Apyawloyudjs Etapeias, XXXIII, 2012, pp. 357-368. “Visual bilingualism” is the term used by John
Lowden for an analogous phenomenon in manuscripts of the 14th century: J. Lowden, “Manuscript [llumination in
Byzantium. 1261-1557”, in H. C. Evans (ed.), Byzantium: Faith and Power (1261-1557), exhib. cat., New York, 2004,
pp- 259-269.

2. Western elements were introduced in religious painting already in the Palaiologan period. For Cretan mural painting,
see S. Papadaki-Oekland, “Avtixdrponeg towoypapieg tov 14ov awwdve oty Kofm. H dAAn 6dn pog ougidpoung
oyéong;”, in Evppdovvov. Agiépmpa otov Mavedy Xat{pddxn, Athens, 1991, vol. II, pp. 491-514. M. Kazanaki-Lappa,
“H Loypapuy oty Ko (1350-1669). H Bulavtivi mopddoon xow n oyéon ue ™ Sutixn twéxvn’, Cretan Studies, 6,
1998, pp. 53-54.
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It will be argued that despite the fame he has enjoyed since the 19th century,” Domenikos
Theotokopoulos was virtually indistinguishable from the Cretan artistic environment before
his departure for Italy. Support for such an argument provides the juxtaposition of the works he
painted on his native island (figs. 10, 11, 12) with those of other important Cretan artists of his
generation, such as Michael Damaskinos* and Georgios Klontzas.>

Cretan icons: forma greca and forma latina

The dualism in artistic expression, which appeared in Cretan icons in the 15th century and fur-
ther expanded in the 16th and 17th centuries, was a multifaceted, dynamic phenomenon, that of-
fered Greco the artistic means to abandon the Byzantine tradition and to adopt Western models.
However, no Cretan artist underwent a radical ‘metamorphosis’ while being in Venetian-ruled
Crete, as Theotokopoulos did after leaving it. Various historical and cultural developments would
seem to enhance this unique form of “artistic bilingualism” in Crete for more than two hundred
and fifty years.®

It is well known that the terms forma greca and forma latina are used in 15th century notarial
documents in order to distinguish two different styles of icons, and in particular icons of the
Virgin.” With respect to forma greca, at this time, one can identify the Byzantine pictorial style
of the Palaiologan era, widespread after the fall of Constantinople also in Crete.® Apart from
some obvious aesthetic qualities related to the specific genre of the icon (i.e. golden background,
two-dimensional rendering, linear style, hieratic postures of the figures), the impact of the Byz-
antine pictorial tradition is also inferred by the methods that were used (i.e. faithful reproduction
of iconographic types, widespread use of symbolic elements, iconographic patterns inspired by
hymns of Orthodox liturgy). A large number of works produced by Cretan icon painters is in-
formed by the essence of this tradition.

3. As it has been argued, the “rediscovery” of Greco in the 19th century reflects, in particular, modernist concerns
— aesthetics and ideology — from the Romantic movement onwards. The Prado Museum’s exhibition in 2014 has dealt
with various aspects of this issue — i.e. Greco’s impact on Picasso, Cubism, Expressionism, Surrealism, American Ab-
stract Expressionism and European Neo Figurative Art; see E/ Greco and Modern Painting, Javier Barén (ed.), exhib.
cat., Madrid, 2014. As his importance became evident, Greek, Italian and Spanish nationalism claimed him as part of
their respective cultural heritage. For this discussion, see N. Hadjinicolaou, “El Greco Invested with Nationalist Ideol-
ogies”, in E/ Greco: Identity and Transformation: Crete - Italy - Spain, exhib. cat., José Alvarez Lopera (ed.), Milan 1999,
pp- 55-82; . Alvarez Lopera, “The Construction of a Painter. A Century of Searching for and Interpreting El Greco’,
ibid, pp. 23-53.

4. Unlike Theotokopoulos, it is very probable that these painters have never left the Greek Orthodox environment. No
documentation attests that Georgios Klontzas ever left his homeland. Regarding Michael Damaskinos, even while he
was established in Venice, he had joined Saint George’s confraternity of the Greeks.

5. Therefore, we can understand why the icons of these two painters are constantly included in important exhibitions
dedicated to Theotokopoulos’ early work. Only this material allows us to understand the artistic context of the origin,
training and early work of Greco. See e.g. the exhibitions: £/ Greco: Identity and Transformation, op. cit. (see note 3) and
The Origins of El Greco. Icon Painting in Venetian Crete, exhib. cat., Alexander Onassis Cultural Center, New York, 2009
and the exhibition held on the occasion of the 400th anniversary of the artist’s death in the Byzantine and Christian
Museum in Athens Theotokopoulos before El Greco.

6. After the Ottoman conquest of Crete (1645-1669), completely different historical, political and social circumstances
would put an end to this unique artistic tendency.

7. M. Cattapan, “Nuovi elenchi e documenti dei pittori in Creta dal 1300 a 1500%, Thesaurismata, 1X, 1972, pp. 211-
213. See also M. Kazanaki-Lappa, “H oupufoly tov apyetoxdy myedy otny totopio g wéxvng’ in Chr. Maltezou (ed.),
‘Oers ™s wtopias Tov Bevetoxpatovuevov eApiopod. Apyewaxd texuifpa, Athens, 1993, pp. 435-454; Gratziou, “4 la
latina”, op. cit. (see note 1), p. 359.

8. Kazanaki-Lappa, “H cupufoli) tov opyetomey mryey’, op. cit. (see note 7); Gratziou, ‘A la latina”, op. cit. (see note 1), p. 358.
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1. Virgin and Child with Saints Christopher, Augustine, Stephen, Jobn the Baptist,
Nicolas and Sebastian, polyptych, early 15th c. Boston, Museum of Fine Arts.

With respect to forma latina, even if the term itself probably relates to the Latin dogma,’ the
paintings also attest to the gradual adoption of a variety of pictorial characteristics coming from
Western art. The general tendency towards a more naturalistic style, which is evident in a num-
ber of icons, is related to a gradual attempt for “painterly” depiction of the figures and three-di-
mensional rendering of space. In addition, Cretan icons adopt various elements from Western
painting (e.g. the ornate frames in the polyptychs from the International Gothic Style (fig. 1),
the geometric perspective from the Early Renaissance, serpentinata figures and grottesche motifs
from Mannerism). As it has often been noted, the original works of Cretan artists sometimes echo
contemporary Western trends and sometimes far more retrospective models.'

9. N. Hadjinicolaou, “Sxédeig yio mv ‘Konuxnh Avaryéwwnon’, in Evisunots Nucoddov M. Havaywwtdin, S. Kaklamanis /
A. Markopoulos / G. Mavromatis (eds.), Heraklion, 2000, pp. 791-792. Gratziou, “4 la latina’, op. cit. (see note 1), p. 358.
10. Manolis Chatzidakis was the first to observe this phenomenon, now an accepted fact by scholarship; see Chatzidakis,
“Essai sur [école dite ‘italo-grecque”, op. cit. (see note 1), pp. 197-208. See e.g. Gratziou, “4 la latina”, op. cit. (see note 1),

pp- 359-368.
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Panayotis K. loannou

THE MODENA TRIPTYCH AND
THE QUESTION OF THE “MADONNERI”

NY SCHOLAR ACQUAINTED WITH THEOTOKOPOULOS’ artistic production is aware

of the 1937 publication with which the Triptych, signed “xe1p aomuNiKOY”, was made

known to the public by Rodolfo Pallucchini (1908-1989) (fig. 1), who discovered the
work himself in Modena’s Galleria Estense.! The expensive, large sized (5o x 35 cm), edition was
excellently printed on fine paper, with high quality reproductions. This monograph, published in
Rome by the State (Istituto Poligrafico), with the addition of a fascist dating (xv), was distributed
by the Istituto di Archeologia e Storia dell’Arte, which was a section of the Direzione di Belle Arti
del Ministero dell'Istruzione Pubblica (fig. 2).

Apart from the above features of the edition, which was preceded by a brief article announcing
the finding of the Tiptych,* a series of concurrent events indicate how important its discovery was
considered: first of all, the publication’s prompt realization (as we shall see, Pallucchini identi-
fied the Triptych’s author with Theotokopoulos probably towards the end of 1936); secondly, the
monograph’s incorporation into the Institute’s series “Opere darte” — which began in 1929 and
dealt exclusively with publications of archacological interest; then, the almost immediate inclu-
sion of the Triptych in the Greco exhibition, organized by the Gazette des Beaux-Arts in Paris in
the summer of 1937;? finally, the prominent placing of the work in Modena’s Galleria Estense: in
the centre of a hall that since then has been named “Sala del Greco” — a hall that 3 years before had

1. R. Pallucchini, I/ polittico del Greco della R. Galleria Estense, Rome, Istituto Poligrafico dello Stato, 1937 (= R. Istitu-
to di Archeologia e Storia dell'arte / “Opere darte”, 7).

2. R. Pallucchini, “Un polittico del Greco nella R. Galleria Estense di Modena’, Bollestino darte, XXX, 1937, pp. 389-392.

3. Domenico Theotocopuli El Greco. Exposition organisée par la “Gazette des Beaux-arts”, texts by A. Rubinstein / A.
Busuioceanu / A. L. Mayer, Paris, “Gazette des Beaux-arts”, 1937, no. 13 (not ill.) - in the introduction we read about
the efforts of the Italian authorities in order to include the work in the exhibition (G. Wildenstein, “Introduction”; see
also G. Delogu, “Cronache delle esposizioni in Europa. Il Greco alla ‘Gazette des Beaux-arts”, La critica darte, 11, 11-12,

1937, pp. 255-256 and pl. 179 / 5a).
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1.Rodolfo Pallucchini (left) with Giuseppe Fiocco, 2. R. Pallucchini, I/ polittico del Greco della R. Galleria
ca. 1930. Estense, Rome, 1937 (cover page).

been planned by Giulio Carlo Argan to house a permanent exhibition of the “primitives”. (fig. 3).
All the above give the impression that the Italian state institutions aspired to the greatest possible
publicity for Pallucchini’s discovery, inside and outside the Italian borders. This can be empha-
sized more against its background: the Italian studies dedicated to Theotokopoulos up to that
time were few, compared to scholarly work published in French, Spanish, German and English;’
very few, indeed, if we consider the enthusiasm of many Italian artists (like Ardengo Sofhici, Scipi-
one, and even Giorgio Morandi)® for Greco’s painting. The price of works by the Cretan had been
rising since the first decade of the 20th century,” while certain works attributed to the artist had
already been presented in Rome in 1930, in the exhibition G/7 antichi pittori spagnoli della Col-

4. R. Pallucchini, “La Sala del Greco ed altri ambienti sistemati nella R. Galleria Estense di Modena”, Bollettino darte,
XXXI, 1937, pp. 510-514. See also D. Lacagnina, “Il Novecento del Greco. Ricezione critica, storiografia artistica,
memoria visiva’, Critica darte, LXXIII, 47-48, 2011, pp. 77-78.

5. For certain aspects of the perception of Greco in Italy during the first three decades of the 20th century see Lacagni-
na, “Il Novecento del Greco’, op. cit. (see note 4), pp. 69-84.

6. For the fascination of Italian artists with Greco’s painting in the inter-war period: D. Morosini, Larte degli anni
difficili (1928-1944), Rome, Editori Riuniti, 1985, pp. 71, 73, 85, 96, 168; B. Bandini, “El Greco e l'arte italiana con-
temporanea: 1930-1950, in E/ Greco in Italy and Italian Art. Proceedings of the International Symposium (Rethymnno,
Crete, 22-24 September 1995), N. Hadjinicolaou (ed.), Rethymno, University of Crete, 1999, pp. 499-505; Lacagnina,
“Il Novecento del Greco”, op. cit. (see note 4).

7.In 1931, Corrado Ricci prefacing V. Magnoni’s book, referred to the question of the commercial value of Greco’s

paintings, in connection with the limited number of Iralian studies published (V. Magnoni, I/ Greco, Florence, Nemi,

1931,p. 8).

144



THE MODENA TRIPTYCH AND THE QUESTION OF THE “MADONNERI”

lezione Contini-Bonacossi.® After the publication
of Pallucchini’s monograph, as expected, Italian
scholars showed a growing interest in Theoto-
kopoulos’ work.

The examination of the environment in
which the Triptych’s discovery took place, is our
prime concern here, in order to understand the
way that Pallucchini tried to comprehend and
interpret his discovery.

VRS

1
1
1]

At the time of Pallucchini’s publication, the Insti-
tute of Archaeology and History of Art together
with the Direction of Fine Arts, under whose aus-

3. Modena, Galleria Estense, Sala del Greco
(from: R. Pallucchini, “La Sala del Greco ed altri

ambienti sistemati nella R. Galleria Estense
pices the monograph was distributed, were totally di Modena”, Bollettino d arte, XXXI, 1937).

controlled by the fascist regime. Head of both in-

stitutions was the Professor of Archacology Rob-

erto Paribeni (1876-1956), who one year later, the

year of issuing the racist laws in Italy, would deliver the official speech of the Accademia d’Italia with
the title: “L ebraismo in riferimento al suo ciclo storico e alla sua naturale condanna”’?

In this atmosphere it shouldn’t be a surprise that Pallucchini — who was a 1931 graduate of
Padua University and curator of Modena’s Gallery since 1935 — dedicated his monograph to the
Modenese linguist Giulio Bertoni, with whom he kept a correspondence at least between 1937
and 1940." Bertoni (1878-1942), President of the Accademia d’Italia during that period, took
part in the organization of Mussolini’s linguistic policy and played a major role in compiling the
Vocabolario della lingua italiana."' Being involved with matters concerning the artistic institu-
tions, he collaborated with art historians who were ardent supporters of the regime, mainly with

Ugo Ojetti.’?
BRS

8. Rome, Galleria Nazionale d’Arte Moderna a Valle Giulia, exhib. cat., texts by R. Longhi / A. L. Mayer, Milan — Rome,
Casa editrice d’arte Bestetti e Tumminelli, 1930, pp. 19-24. Amadore Porcella denounced in a fierce tone the “pseu-
do Grecos” that were exhibited (Osservatore romano, 11 May and 1 June 1930; idem, Revisioni alla mostra di pittura
spagnola, [Rome], G. Barbavara, [1930], especially, pp. 5-17). The Istituto Italiano di Cultura Fascista took part in the
organization of the exhibition, held under the auspices of Benito Mussolini (E. M. Dal Pozzolo, La giovinezza perduta
di El Greco. Breve storia di una ricerca labirintica, Verona, QuiEdit, 2015, pp. 54-56).

9. M. Avagliano / M. Palmieri, D pura razza italiana. L'ltalia ‘ariana” di fronte alle leggi razziali, Milan, Baldini & Cas-
toldi, 2013, p. 172. On Paribeni see the entry by Andrea Paribeni in Dizionario Biografico degli Italiani, vol. LXXXI,
2014, pp. 357-359; for his commitment to fascism particularly concerning art historical issues, see: M. Bernabo, Osses-
sioni bizantine e cultura artistica in Italia. Tra DAnnunzio, fascismo e dopoguerra, Naples, Liguori, 2003, pp. 190, 202.

10. The correspondence is preserved in the Biblioteca Estense of Modena, see: http://manus.iccu.sbn.it//opac_Sche-

daScheda.php?ID=168940.

11. See also G. Bertoni / E A. Ugolini, Prontuario di pronunzia e di ortografia, Turin, Ente Italiano per le Audizioni Ra-
diofoniche, 1939.

12. The correspondence can be found in Biblioteca Estense of Modena, see: http://manus.iccu.sbn.it//opac_Sche-

daScheda.php?ID=168894.
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Fernando Marias

MILES CHRISTI, ONCE AGAIN:
EL GRECO AND HIS CLIENTS IN VENICE

HE SO-CALLED Modena Triptych (ca. 1567-1569, Modena, Galleria Estense),! is one of

the works by Domenikos Theotokopoulos that still hovers somewhere between Candia

and Venice, although there is now a growing consensus among scholars that it must be
attributed to the artist’s Venetian period. First published in 1937, the triptych currently appears
to have been acquired by its first known owner, the last marquis of Cataio Tommaso Gravato degli
Obizzi (1750-1803) of Battaglia Terme (Padua), late in life and in Florence, from whom it then
passed to the Este collection in Modena.”

The meaning of the triptych, however, remains a question. As we still know nothing about El
Greco’s eventual clients during his time in Venice, the triptych has been interpreted as a work of
sole authorship, i.c., as “by El Greco”, and as a reflection of his religious and cultural position. It
is conceivable, though, that precisely because of its substantial and novel cultural complexity, the
triptych was not an autonomous work, not just “by El Greco’, and could have involved “co-authors”,
rather than merely a new approach to the figure based on earlier paintings and prints. In other
words, it is conceivable that the triptych was commissioned by one or more persons who had
similar interests to those the triptych represents.

1. This research was accomplished thanks to the proyecto de investigacion “El Greco vy la pintura religiosa hispanica’,
HAR2012-34099/ARTE by the Ministerio de Ciencia ¢ Innovacién (MICINN). My text has been translated into
English by Dr. Andrea van Houtven and it has been updated by February 2017.

2.1t passed to the Duke Ercole III d’Este (1727-1803), and to Vienna from 1805, belonging to his daughter Maria Bea-
trice Ricciarda d’Este (1750-1829), duchess of Massa and Princess of Carrara, and given back in 1822 thanks to her hus-
band Duke Francesco IV d’Este [Francesco Giuseppe Carlo d’Asburgo-Este (1779-1846)], the same year the triptych
entered the Galleria. See Marco Duconi, “I dipinti del lascito Obizzi nella Galleria Estense”, in G/i Estensi ¢ il Cataio.
Aspetti del collezionismo tra Sette e Ottocento, Elena Corradini (ed.), Modena, 2007, p. 77 and Davide Gasparotto, “Dal
collezionismo principesco al museo pubblico. La Galleria Estense dalla vendita di Dresda agli anni di Adolfo Venturi
(1746-1894)”, in Splendori delle corti italiane: Gli Este. Rinascimento e barocco a Ferrara e Modena, Stefano Casciu /
Marcello Toffanello (eds.), Modena, Franco Cosimo Panini — La Venaria Reale, 2014, pp. 73-81.
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1. Lambert Zutman ‘Suavius, Baptism of Christ, 1545. Stuttgart, Staatsgalerie.

Within this perspective, let us look at the triptych in this paper as a transactional object, for
which the artist was but one component at the origin of its ideological production.

There is no denying at all the singular nature of some of the compositions in the triptych, and
three of them in particular: the Admonition of Adam and Eve by God the Father (Adam and Eve
with God the Father Showing them the Tree of Good and Evil), the View of Mount Sinai, “Path of
God” on the reverse, which is the only image from the triptych that EI Greco will repeat a second
time, and the Last Judgment with the Coronation of the Christian Knight in the central panel. The
other scenes, the Annunciation or Incarnation, the Adoration of the Shepherds and the Baptism of
Christ,? were painted by El Greco throughout his career, from Candia to Toledo.

As is well known, the program running through the six panels of the small triptych is the affir-
mation of divine law as the means to eternal salvation. The story begins with Admonition of Adam
and Eve by God the Father (fig. 2), which is based on two woodcuts from a series of six illustrating
the story of Adam and Eve, from the Creation to the Expulsion, made ca. 1540 by the German
printmaker Heinrich Aldegrever (1502-1561), an acknowledged Anabaptist sympathizer, active in
the Protestant city of Soest (fig. 3). The tree, landscape and figure of God the Father in the panel
are all taken from these woodcuts; and while his use of these print sources is indeed interesting, it
is equally important to consider what elements from these woodcuts El Greco rejected, or did not

3. The Baptism of Christ depends upon a new source — maybe a lost print or its preparatory drawing — now identified in
the drawing by the Flemish painter Lambert Zutman (Ledoux) ‘Suavius’ or ‘Soete” (Litge, ca. 1510-Frankfurt, 1576).
His Baptism of Christ (1545) (fig. 1) is at the Staatsgalerie, Stuttgart. He travelled to Italy, working maybe even in Venice
according to his portrait print of Titian (ca. 1550, although with the date of Titian’s knighthood in 1539, and the por-
trait of Antoine Perrenot de Granvelle (1517-1586), in 1554 and 1556, still as bishop of Arras and advisor to Charles V
in Augsburg. See Michiaki Koshikawa, “The Current State of Research of El Greco’s Early Works: The Modena Triptych
and the newly-discovered Baptism of Christ’, Bulletin of Nagasaki Prefectural Art Museum, 4, 2011, pp. 31-42 and his
essay in the present volume.
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i 3 £ & — — —
2. El Greco, Adam and Eve with God the Father Showing 3. Heinrich Aldegrever, Adam and Eve
them the Tree of Good and Evil, ca. 1567-1569. with God the Father,1540, woodcut.

Modena, Galleria Estense.

rely on for his composition, and why. The image of God the Father at Eden during the Creation
is also interesting; he has more the traditional physiognomy and clothing of Christ, and does not
look like the white-haired Old Creator that Michelangelo had shown in the Cappella Sistina, for
instance; now He looks more like a Christ that could give His image to the human being, while
He proceeds to Adam’s and Eve’s Creation and their admonition.

So, for instance, El Greco did not model his figures of Adam and Eve on Aldegrever’s prints, al-
though presented as intimately putting their arms on their couples’ shoulder, and instead turned to
three engravings by Gian Jacopo Caraglio (1505-1565), from the series of twenty Caraglio made, based
on drawings of the pagan gods by Rosso Fiorentino, originally issued in 1526 but republished in the
1540s by Antonio Salamanca (t1562) (figs. 4a, b, ¢).* El Greco’s intermingling of the figures of Ops and
Ariadne for his Eve and the use of the figure of Mercury as the source for his Adam seem to indicate a
clear desire by the artist to return to a less inhibited classical nudity, of pagan origin rather than Chris-
tian, for the figures of the first Man and Woman. The classically-inspired nude has been also present in
another work, the Saint Luke Painting the Virgin and Child (41,5 X 33,2 cm), at the Benaki Museum
in Athens, signed “xEip AoMHNIKOY”),> dated ca. 1563-1566; but, perhaps, this dating should be

4. See Louis Dunand / Philippe Lemarchand, Les compositions de Titien intitulées ‘Les amours des dieux; gravées par Gi-
an-Jacopo Caraglio, selon les dessins préparatoires de Rosso Fiorentino et Perino del Vaga, Lausanne-Geneva, Institut d’ico-
nographie Arietis-Michel Slatkine, 1989, pp. 487. and Christopher L.C.E. Witcombe, Copyright in the Renaissance.
Prints and the Privilegio’ in Sixteenth-Century Venice and Rome, Leiden, Brill, 2004, pp. 63-67. It was firstly pointed
out by Gianvittorio Dillon, “El Greco e l'incisione veneta. Precisazioni e novitd”, in E/ Greco of Crete. Proceedings of the
International Symposium. Heraklion, Crete, 1-S September 1990, Nicos Hadjinicolaou (ed.), Heraklion, Municipality
of Heraklion, 1995, pp. 229-249.

5. Andrew R. Casper, E/ Greco and Italy. Art, Theory and the Religious Image of the Late Cinguecento, PhD diss., University
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HZQH KAI H TEXNH TOY AOMHNIKOY @EOTOKOMOYAOY ONUASEVTNXOY OTTO EVIUTTWOLAXES
600 o PLlxég peTaoTPo@és. OL TéTOL 0TOVG 0TTOloLG EUNOE AL EQYATTNUKE NTOY TOOO
JLaopeTxol LETAED TOLG TTOL Xo POVOY awTé av AdBet xawveic vtdPn Tov Ha StamioTwoet,
oV Un TL AAAO, TNV LXoVOTNTO. TTPOCOEUOYNG TOL. «TautdtnTtor xow MeTtopdppwaon» NToy pé-
00G TOL TITAOL WUlog UEYGANG €xbeong Tov apLepwbnxe o’ awTéY TELY amd UePLXA YPOVLOL.
Towg o TAnOvvTXdg, «TavtdtnTo ®ow MeTaOPPHOOELS», Vor NToy axdun Lo eVOTOYOG. LTO
TEAOG TNG LG TOVL, OTa YEOVLOL 1608-1614, 0 NALXio 67-73 ETWY, LOYPAPLOE T TILO TOAUNPE
gpyo tou: Ilpoocwmoypagpia tov IlapaBiivo, Amoyn kar xdptns Tov ToAédo xor Aaoxdwy.

OewPNoOUE YENOLLO, TTPOXELUEVOL VoL XAELOEL XOTA XATTOLOY TPOTTO 0 XVUXAOG TTOL AvoLEE
ue 1o «oa@Lépwuo» oto Tpimtvyo s Mddevas, LoypopLopévo oxeddy pLody aLdva vweitepa,
vo. {nTHoovpe yia To oLVESPLO NG AbMvacg ueAéteg ue avtixeiuevo Tov Aaokdovta.

2NV TEWTN epuNvEia Eval NTay To eTTLXELPNUO TTOL LTTOoTNEYXONUE e Eupaon: o Aaokdwy
™™g Ebvixng IMvoxobxng g Ovdotvyxtov cuviatd éva £(30g avTl-tPOTOTOL TOL YALTITOV
0L aVoXoAVPONKE 0T Pdun T0 1506, %x0bdg 0 Lwypdpog amépuye xdbe avopopd o’ avTd
Omwe o otov xhootxd xéouo yevxdtepa. H aviimoapdbeon tov odyypovou oxnvixod g
TOANG Tov ToAEdo oto Bdbog pe 0 dpopotixy) oxnvy] Tov Bavdtov aTo TPWTO emtintedo ov-
Y*POTel TN povTépva exdoyn NG Lotoplag Tov Acoxdovto.

2t 3ebTeEY TPOGEYYLOY, OTY BEGN VO POVLOTIXWY Xow oLYYA aLBLPETWY EQUNVELLY TOV
2000 atdva — 6TTwe N TEdTOon Yo TodTLon Tov Aaoxdovto pe Tov apylemtioxomo Kapavba,
N gpunveion ToL Tvaxo wg EUPAUO TG amoTuYNUEVTS eEéyepone Twv Kouovvépog atny
Kootidn (1520-1521) %ot 0 TopoAAnAtopnoc tov Toaédo pe v Tpoia — owxoSophdnxe wio
epunveio g Buoiog Tov Aaoxdovta wg TEOKOTLETY TOL SNUOCLOL cLUPEPOVTOS. H ToALTLXN
epunvela Tov €pyou dev eival aovuPBiBooty pe ™ B€oM TOL XUANMTEXYN TTWG N LOVTEPVOL TEYVY
Eemépooe v apyaio. O OcotoxdmovAog, amépuye, xot €51, ouveldnTtd xa&be OpnoxevTind
LTTOUVLYULO. ENUELD OVOPOPABS TOL GTAOMNUE N OVAYVWOY TNG Awelddds, XKoL TTLO CUYXEXPLUEVOL
7oL eTeLgod{ov Tov Aooxdovta, amd Tov Toreddvo Inoovity Juan Luis de la Cerda (1612) %o
TIPOYEVEGTEPWY OYOALaT®Y ToL BrpyiAlov, étwg o Germain Vaillant de Guélis, avtituTo TwY
o)0AwY ToL omoiov (1575) elye otn BLBALOBYxn Tov 0 Pedro Salazar de Mendoza, @iAog %o
poxnvag Tov Lwypdgov. Eivor ToAd mhavd o mivoxog tng Ovdolvyxtoy va ftoy Tapoyye-
Ao Tou Adytov evyevy) [1€Spo Adoo vte Ao Béyxoa, x6un vte Aog Apxog, CUAAEXTY EQYWY TOL
Lwypdpov, oty LdLoxtnolar Tov omolov BELOXGTAY XAl TO CUYXEXPLUEVO EQYO, OOUQWVA UE
TNV ATOYPOPN TNG TEEPLOLGLOG TOL TO 1632.

H tpitn gpunveio ovyxAiver ue ) 8edtepy, ue 0 SLo@opd 6TL 1 éupaoy Sivetonl oTny
HVPLOEYLXY] AVOLUETENOY TOL T'xpéxo pe Tov Muyahd Ayyedo (opexxdoto twv Medixwy oto
San Lorenzo otn ®Awpevtia, KaméAa Ziotiva, n Niky, To Lovtého amd dpytho utag Boido-
otag Bedtnrog oty Casa Buonarroti). Tuvdo, Toviletat 1 onuacion Tng avopétpnong e Ty
apyoio éyxvn (o Aaoxdwv xow to Torso Belvedere oto Botixowd, to. Adoya tov Ayiov Mdprov
ot Bevetia).

O Aaoxowv tov I'xpéxo amotelel T LOVTEQVA {WYPXQPLXT] ATTAVINGY GTO AP0 YALTTTH
mov extibetal oto Batixovs. H emavetinuuévn @paotixn vmootiolEn twy Movtépvwy amé-
vovTl 0Toug Apyoilovg xal NG Zwypopixns amévavtt ot NALTTIXY, ToOL CLYAVTAUE OTLG
oNUELWTELS TOL LwYPdpov ota TepLbwpla Twy exddoewv Tou Brtpolflov xal Tov Boaldpt,
Boioxel €d T0 LA TG avtixpiopa. O mivoxog Tov I'vpéxo, OTwe xow O Aaokdwv-TidnKos
Tou Tiotovod, xportdve amootaoelg amd Lo Aatpeia Tng Apyotdtntacg N x(BONAN eEdavixev-
on g omolag NTay N37 0poTY).
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D OMENIKOS THEOTOKOPOULOS’ LIFE AND WORK are characterized by radical and im-
pressive changes. The places he lived in and worked at were so different from each other that
even if one took only this factor into consideration one would admire his capacity of adaptation
but also the deep-seated features of his character and personality. “Identity and Transformation”
was the explanatory subtitle of an exhibition dedicated to him. Perhaps the plural, “Identity and
Transformations’, would have been even more accurate. Towards the end of his life, in the years
1608-1614, when he was 67-73 years old, he painted some of his most audacious and outstanding
works : the Portrait of Paravicino, the View and Plan of Toledo and Laocoin.

We thought it would be useful, in order to close the cycle opened by the studies dedicated to
the Modena Triptych, painted almost half a century before, to ask participants at the Athens Con-
ference for papers related to Laocoon.

In the following first interpretation, the prevailing argument is defended with vigour: the
Washington Laocodn is a sort of counter-model of the sculpture unearthed in Rome in 1506,
although the painter avoided any reference to it and to classical antiquity in general. The juxtapo-
sition of a contemporary background with the city of Toledo to the dramatic scene of death in the
foreground forms the modern variant of Laocoon’s story.

In the second approach, abandoning the grounds of anachronistic and often unjustifiable in-
terpretations of the 20th century, such as the identification of Laocodn with archbishop Carran-
za, the decipherment of the painting as an emblem of the unsuccessful revolt of the Comuneros
in Castile (1520-1521) or the identification of Toledo with Troy, an interpretation has been con-
structed considering Laocoon’s sacrifice as a consequence of his state as a defender of “res publica”
This political explication of the painting’s meaning is not irreconcilable with the artist’s convic-
tion that modern art had surpassed ancient art.

In the painting Theotokopoulos onstensibly avoided any religious reference. His interpreta-
tion follows the Toledan Jesuit Juan Luis de la Cerda (1612) but also former commentators of
Virgil like Germain Vaillant de Guélis, whose commentaries (1575) were in the library of Pedro
Salazar de Mendoza, friend and patron of the artist. It is plausible that the Washington canvas was
a commission of the erudite nobleman Pedro Laso de la Vega, count of Los Arcos, collector of
paintings by the artist, to whom the canvas belonged according to an inventory of 1632.

The third interpretation converges with the second but stresses Greco’s rivalry with Michael-
angelo (Medici chapel of San Lorenzo in Florence, Sistine chapel, Genius of Victory, Clay-Model of
a River God ) without underestimating the importance of ancient art in this context (Laocoon and
the Belvedere Torso in the Vatican, the Horses of San Marco in Venice).

The Laocoon at the National Gallery of Art in Washington is a modern pictorial response to the
sculpture kept at the Vatican. The reiterated defence of the Moderns against the Ancients and of
Painting against Sculpture in the painter’s marginal notes on the editions of Vitruvius and Vasari
finds here its material realization. Greco’s painting and Titian’s Monkey Laocoon have in common a
critical distance from a cult of Antiquity whose affected idealization was visible already then.
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