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DOMENIKOS THEOTOKOPOULOS
EL GRECO, A UNIVERSAL GREEK

YNUEIWOEIC TOU MKPEKO
oTov BITpoufio

El Greco's Annotations
on Vitruvius

Introduction

n ut of the great esteem he was held in he was called the Greek (il Greco)”,

writes the Italian chronicler Giulio Mancini, after praising El Greco's
unique talent and "incisive, fresh style” a few years after Domenikos
Theotokopoulos' death (c. 1620).' The artist was to proudly cherish this honorific
with pride in all his wanderings. Similarly, even though he catered for an Italian
or Spanish clientele, he preserved throughout his life the practice of signing his
paintings in his elegant Greek Byzantine letters: “El Greco the Cretan made this”.
This is not the only indication of his Greek-identity awareness. In his comments
on the margins of Vitruvius, one of the books in his library that survives to this
day, in a passage where the author discusses Greek architecture, Greco writes:
"My forefathers, the Greeks!”, a proud exclamation and a sigh at the same time.?

Four centuries have passed since Domenikos Theotokopoulos died in far-off
Toledo. Today, thanks to the tireless research of Greek and international
researchers, triggered by the constantly growing interest, not only of scholars
and the world of art, but also of the public at large, much more is known for this
“extravagant” painter. The adjective "extravagant”, which affirms the bold
originality of his art, never ceased to follow the historical fortune of the Cretan
artist to this day. Advanced beyond its time, El Greco’s art was indeed
extravagant. Characteristic of all forms of ground-breaking art, this is what
reception theory calls “aesthetic distance”.
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Eicaywyika

A né TNV NoAANv eKTiunon nou Tou eixav Tov pwvadlav il Greco, o0 EAANvacy,
« YPA®El 0 ITANOC Xpovikoypddpog TCoUAo MavToivi, Aiya xpovia peta Tov 6a-
vaTo Tou AoUnVIKOU @€0TOKONOUAOU (M. 1620), apou NAEEE! TOV UVO yia TO Hova-
SIKO TAAEVTO TOU Kal «yla TNV anodacioTIKT Kal dpoaepT) TexvoTponia Tour.' O id10¢
Ba kpatroel auTd TO TIUNTIKO NPOCWVULIO UE unepndavela o OAEC TOU TIG NEPI-
nAavroeig. ‘Onwg akpIBe Ba dlatnpnoel NEICUaTIKA WG To TEAOG TNG (wr|G TOU TN
ouvnBeia va unoypddel Touc Nivakég Tou EAANVIKA PE TNV Kopyr BulavTivr) ypadn
TOU: «AOUTVIKOC @E0TOKONOUAOG 0 Kpn¢ enoiel», kar ag aneuBuvdTav o€ pia aAo-
yAwaoon neAaTteia, ITaAikn 1y 1onavikn. Agv gival i povn evoeiEn TN eAANVIKNAC Tou
ouveidbnong. 1a napaceiidia oxOAId Tou oTov BiITpoufio, Eva and Ta cuyypdppata
¢ BIBAI0BTIKNC ToU Nou dlacwBnke, 6Tav 0 cuyypapeac avadpePeTal oTnv EAANVI-
Kr} apXITEKTOVIKY], O TKPEKO ONUEIWVEL: «OI NATEPEC UOU OI'EAANVEC!», KATI avapeca
oe unepndavo enipwvnua Baupacpol kal og avaoTevaypo. 2

TEOOEPIC AIWVEC NEPacav and TNV Koiunomn Tou AoUnvIKou @e0TOKOMNOUAOU OTO
Hakpivo ToAESO. Tnuepa, xdpn atn ¢IAdnovn €peuva EANAVQV Kal EEVwV EPEUVN-
TQV, NOU NUPOdOTEITAl and To 0AoEva auéavopevo evolapepoy, Ol LOVO TwV EIOI-
KWV Kal TOU KOOWOU TNG TEXVNC, AAAA Kal ToU EUPUTEPOU KOIVOU, YWwPICOUE NOAU
NePICOOTEPA NPAYHATA Yia Tov «napa&evon® wypado. To eniBeTo «napa&evocy,
nou enIBERAIWVEI TNV TOAUNPT NPWTOTUNIA TNC TEXVNG Tou, dev €Naye va napako-
AOUBEl TNV 1I0TOPIKT) TUXN TOU KPNTIKOU KAANITEXVT LEXP! Kal orjpepa. Mapadoén
fiTav NpdypaTti n Téxvn Tou FKpéko, yiaTi unepéBaive Tnv enoyry TneG. «Ecart
esthétique», aioBnTIKr) andoTao), ovopadlel ) Bewpia TNC UNOSOXNC AUTNV TNV
andkAion nou xapaktnpilel kaBe popdr npwTtonopiac.

O Aopnvikog @e0TokONoUAOC gival éva KAMITEXVIKO GalvOUEVO LovadIkd aTnv
loTopia TNC TEXVNC. O TKPEKO SNUIOUPYNOE HiA TEXVI NOU NAPAUEVEI Hia HUOTNPI-
won¢ vrjoog. BulavTivog, BeveTaoldvog, pwpaioC paviepioTng 1y 1Ionavog PUoTIKI-
0TNG, o Fkpeko d1EkdIKEITAl and navTtou, yiveTal AdBapo €Bviknc 1beoAoyiag
EAAvVwV kal lonavwyv, npodnTng kal npddpopog TnG HovTEpvac TEXvng. Molog
gival, aAriBeia, o npaypaTikog M’kPEKo;

O kaBnynTtrc Fernando Marias, évac and Toug KUPIOTEPOUG LEAETNTEC TOU
FKPEKO, 0TOV KaTAAoyo* TNG eNIBANTIKNG €KBEONC, Nou opyavwBnke oTo TOAESO
OTO NAQICIO TWV ENETEIAKWV EKONALCEWY NOU TOU aPIEPWaE 1 lonavia yia Ta 400
xpovia and Tov 6avaTéd Tou, enionuaivel 0TI TO 1914, TNV avaloyn ENETEIO TWV 300
XPOvwv ano Tnv anodnuia Tou, fTav yvwoTd HOAIC TPIAVTA ENTA APXEIAKA TEKUNPIA
yla ToV KpNTIKO {wypado. nuepa ywwpiloupe nepIocOTEPA and NeVTakoola.
Kupiog, 6pwe, alpvidlo kal anokaAunTIKO wC EXOUV piEEl TNV NPOCWNIKOTNTA,
oTNV aloBNTIKT) Kal 0TO €PYy0 TOU Ol 20.000 aUTOYPAPEC AEEEIC TwV OXON WV TOU OE
duo ouyypappara Tne BIBAI0BTIKNS Tou,® oTov BiITpouf3io kal aTov Balapt.
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El Greco is unique in the history of art. The art he bequeathed remains an enigmatic
island lost in the ocean of historical time. Whether as a Byzantine, a Venetian, a
Roman Mannerist or a Spanish mystic, El Greco is laid claim to by many and has
become a banner of national ideology for Greeks and Spaniards, a prophet and
herald of modern art. What was the historical figure of El Greco really like? In the
catalogue for the imposing exhibition organized in Toledo as part of the activities to
mark the 400" anniversary of the artist's death in Spain, Prof. Fernando Marias, a
leading authority on El Greco, notes# that, a century ago, there were only 37 known
documents pertaining to El Greco; these days there are over 500, without counting
his abundant annotations to Vitruvius and Vasari, a total of 20,000 words written
by the artist himself on the margins of these two books in his personal library.5

El Greco in Candia

Domenikos Theotokopoulos was born in 1541 in Candia (or Chandax), modern
Heraklion. He was descended from a prosperous bourgeois Christian Orthodox
family.® Candia, the capital of Venetian-ruled Crete, was at that time the
wealthiest and busiest harbour in the eastern Mediterranean, with
approximately 16,000 inhabitants. Yet, above all else it was a thriving
intellectual centre, where the currents of the Renaissance merged with a
flourishing local culture, producing the Cretan Renaissance. Candia was also a
vibrant centre of artistic creativity; only in the 16" century approximately two
hundred painters, organized into quilds, were active there. Many of the painters of
the Cretan School were "bilingual”, as they could paint alla greca, in line with the
Byzantine idiom, and alla latina, that is, in accordance with Western techniques.
Indeed, sometimes both styles could be found in the same painting. It was in this
environment that the intellectual and artistic personality of the young El Greco
was shaped. Apart from painting, Domenikos must have studied the Classics,
ancient Greek and Latin; the splendid library he left upon his death in Toledo
testifies to this. In1563, at the age of 22, Domenikos Theotokopoulos is described in
a document as a master. Recent archival research has brought to light valuable
evidence: a Byzantine icon by Domenikos Theotokopoulos depicting the Passion of
Christ, painted on a gold ground, was appraised and sold in December 1566 in
Candia for 70 gold ducats, equal in value to a work by Titian or Tintoretto in Venice
in that period. What was the art of the Cretan painter El Greco like, which enabled
him to achieve such high prices? The recently discovered (1983) Dormition of the
Virgin in the church of the same name on Syros provides a clear answer to this
question. The painter "employed a Palaeologan stylistic approach with
neoclassical grace”. The icon is signed in a uniquely personal way that reveals the
painter's knowledge of antiquity and his self-confidence: AOMHNIKOC
OEOTOKOMOYAOC, O AEIZAC (literally, “the one who revealed”). The same
signature is to be found on the Assumption of the Virgin (The Art Institute of
Chicago).”



AOMHNIKOYX GEOTOKOITIOYAOX
EL GRECO, ENAY. OIKOYMENIKOX EAAHNAX

O @eoTOoKONOUAOG oTOV XAvdaka

O AOUNVIKOG ©OE0TOKONOUAOC YEWTIBNKE TO 1541 OTOV BEVETOKPATOULEVO XAvoaka,
TO onpepIvo HpdkAgio KpriTng. KatayoTtav and eUnopn acTikr| kal opBodoEn oIKoyE-
vela.b O Xavdakag, npwTevouoa Tng BeveToKpaToUREVNC KpriTng, Tav Tnv enoxrn
ekeivn €va nAoUoI0 Kal NOAUCUXVAOTO KOOHONONITIKO Alpavi, pia nuAn tng
AvaToAr|G, e NepinouU 16.000 KAaToiKouC. ‘HTav, Opwe, napalnia éva {wTIkd NVeU-
HaTikd KEVTPO, Grnou dilacTaupwvovTav Ta peluata Tng Avayewnong W' évav akpaio
TOMIKO NONITIOUO, dNUIOUPYWOVTAC ETCI TO Gaivopevo TNG KpnTikric Avayéwnong. O
Xavdakac rTav eniong éva onuavTikd KEVTPO KAANITEXVIKTIC 6paaTtnpiotnTag, apou
HOVO Tov 16° alva Edpacav eKel 200 NEPINOU eNWVUHOI {wYPAPOI OPYAVWLEVOI OE
ouvTexviec. O1 nEPIoCOTEPOI and auToug GprhoTexvouoay IKOVEC 0TO UPOC TNC LETA-
BulavTivric napadoaonc. O1 €IKOVEC TNEC KpNTIKNC ZXOATG TV EaKOUOTEC Kal NEPICT)-
TNTEC KAl Népa anod Ta opla Tou vnoloU. MoAAoi and Toug {wypddoug TNG KprjTng
riTav 6iyAwaaool, unopouacav éniadr va lwypadiouv kal katd To BulavTtivo 18iwpua,
«alla grecan, kal «alla latina», cUpgwva pe T duTIKN TeExvoTponia. MpdTUNna yia Tnv
avayewnaolakn Téxvn pnopouoav va douv o1 {wypadol oTIG KaBONKEG eKKANOieC Kal
0€ I0IWTIKEC CUNNOVEC. ¥ auTO TO NeEPIBANNOV SIAPOPPWBNKE N NVEULATIKN Kal KaA-
ANITEXVIKT) MPOCWNIKOTNTA ToU MKpéKo. MAAI oTn wypadikr), 0 vEapPOC AOUNVIKOG
Lnépece va anouddaoel Kal Ta KAACIKA ypappaTta, apxaia eEAnVIKA Kal AaTIVIKA, ONwg
papTupei n nAovola BIBAI0Brikn nou kaTeéAine neBaivovtac oto ToAESO.

To 1563 0 AOUNVIKOC @E0TOKONOUAOC 1jTav KIOAGC «paioTpogy, o nAikia 22 Twy,
ONWG anodelkvUEl eva apxelako eyypado. Mnopouaoe, 6nAadr|, va ackei To enayyeA-
Ha Tou lwypddou. Tov AekEUPBPIO TOU 1566 Wia eikOva Tou e Béua To Oclo Mdboc,
{wypadIopEVN OE Xpuad GOVTO, ekTIATAl and dUo (wypddoug Kal NwAEITal 6To
ONUAvTIKO N00O TV 70 XPUCWY SOUKATWY, NOU avTIoTolXoUoE oTny agia evog nivaka
Tou TITOIAvo 1) ToUu TIvTopeTo TNV idla enoxr). O évac and ToUg eKTIUNTEC NTAV O YVw-
oTOG Lwypaddoc Mewpylog KAovTZac. To €pyo auTo €xel xabel, ald To 1983 avakaAu-
GBNKE 0TN XUPOo pia eikéva unoypappévn and Tov KpnTikd (wypddo, nou pag divel
Hia 16€a yia Tnv Téxvn Tou, Aiyo npiv avaxwproel yia Tn BeveTia. H eikéva e Bpa tny
Koiunan tnc ©eotdkou BpioKeTal 0Tnv OMOVUIN EKKANGIa TOU vnolou Kal Exel {wypa-
®I0Tel e To naAaloAoyelo BulavTivo 1Idiwua. Movadikdg eival o Tpdnog nou unoypa-
®el 0 wypddoc TNV eIkéva Tng Koipnang: AOMHNIKOC @EOTOKOMOYAOC, O
AEIZAC (auTOC Nou pavepwae), TPONOG unoypadrc apxaioc, nou Ba Tov Eavapou-
HE AAAN wia popa aTnv AvdAnyin Tne ©€oTékou TOU XIKAYO.

O Ikpéko oTtn BeverTia

Tov AUyouOoTO ToU 1568 N napouacia Tou Mkpeko oTn BeveTia enifeBalwnveTal ano pia
apxelakn nnyn. ©a napapeivel ekei w¢ 70 POIVONWPO TOU 1570. Eival n mio aénan
nepiodoc TG wnC Tou. H pévn papTupia nou S1aBETOUE yI'auTr efval pia onpavTi-
Kr} OUOTATIKT €NICTOAT): TNV aneuBuvel o KpodTtng kal EMnvodwvog TCoUAIo KAGBIO,
S1a0MUOC HIKPOYPAPOC, OTOV navioxupo kapdivaihio AAEEavdpo dapvele oTIC 16

Amoyn Tou Xdvoaka
XapakTiko, 17° almvag

View of Candia
Engraving, 17™" century

H Koiunon tn¢ ©€otdkou, N.1565-1566
AuyoTEUNEPA o€ EUAO, 62,5 X 52,5 EK.
Naog Tn¢ Koipnong tng ©eoTokou
EppounoAn, ZUpog

The Dormition of the Virgin, c. 1565-1566
Egg tempera on panel, 62.5x 52.5cm
Church of the Dormition of the Virgin
Hermoupolis, Syros
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H Tagn Tou XpioTou, n. 1568-1570
AGSI kal TEUnepa o€ EUNO, 51,5 X 42,9 €K.
EBvIKA MivakoBrkn

Mouaceio AAe€avbpou ZouTlou, ABrjva

The Entombment of Christ, c. 1568-1570
Oiland tempera on panel, 51.5x42.9cm
National Gallery

Alexandros Soutzos Museum, Athens

To TpinTuxo Tng Mddevac, n.1568-1569
AuyoTEUNEPA O€ EUAO
Galleria Estense, M&beva

Modena Triptych, c. 1568-1569
Egg tempera on panel
Galleria Estense, Modena

El Greco in Italy

From 1567 to 1570 El Greco lived in Venice. In terms of information this is the
most obscure period of his life. Is it true that he entered the studio of Titian,
then in his nineties but still vigorous, the undisputed prince of the Venetian
school of painting? This, at least, is maintained in a letter of the Croatian
miniaturist Giulio Clovio (1498-1578), which serves as an introduction and
recommendation to Cardinal Alessandro Farnese (1520-1589) to receive El Greco
as a guest at his fabled palace in Rome (16 November 1570). The letter presents
El Greco as a "young man from Candia, a disciple of Titian” and characterizes him
as“araretalentin painting”.®

According to Giulio Clovio, the 27-year-old Cretan, yearning to be initiated into
the secrets of Western art, became an apprentice to Titian, the most celebrated
painter of the Venetian Renaissance. Beside this great master, whom Greco
never ceased to admire, other great painters were also at the apex of their glory
in what was Venice's golden age, such as Jacopo Tintoretto, very high in the
Cretan artist's appreciation, Paolo Veronese, Jacopo Bassano, among others.
The main characteristic of the Venetian school of painting is the supremacy of
colour over line, which reigned in the Florentine school. Pure, gleaming colours
and their judicious juxtaposition and interplay create consonant, harmonious
compositions full of vibrancy and truth.

In 1572, after leaving the Palazzo Farnese for unknown reasons, Greco entered
the Academy of Saint Luke. In Rome the painter executed a series of works that
are strongly marked by his Venetian apprenticeship. Titian, Tintoretto, Veronese
and Bassano taught him how to organize his multi-figured compositions in
brilliant, classicizing, architectural frameworks, in landscapes vibrant with
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NoepBpiou 1570: «épTace oTn Poun €vag véoc and Tov Xavdaka, pabntric tou
TITOIAVO, NOU KATA TNV Kpion pou eival and Tou¢ onaviou¢ otn {wypaIkn.
dIAoTEXVNOE WIav auTonpocwnoypadia nou dpnoe Adpwvoug OAOUC 6w Toug (wypd-
douc oTn Poun. ©a eniBupoloa va Tov BEcw KATW and Tn oKENN TNG EKAAUNPOTNTAC
0ag... OxI yla GNAN avaykn oTn wr) Tou, napd yia éva dSwpaTtio oto Nakatoo dapvele
yla Aiyov kalpo, wonou va kaTadEpel va BoAeUTEl KAAUTEPA...». &

‘Onw¢ Bepaiwvel o TCoUAo KAGBI0, 0 elkooiepTAxpovoc KpnTikog, BEAovTac va punBei
0Ta HUOTIKA TNG OUTIKNAC TEXVNE, HaBnTeUEl nAAI OTOV EVOOEOTEPO, OTOV MIO SIACT O
{wypado NG BeveTolavikng Avayévwwnonc. MAAl 6Tov eydAo Aokaho, Nou o MKPEKO

Sev €naye va Baupadel oe 6An Tou TN wrj, 0Tn BEVETIA TOU XpUooU alova LecoUpa- Anown Tou Opouc ka1 Tc Movric Sivd

vouaoav Tnv enoyr} auTtr Kal ahhol cnoudaiol {wypadol, 6nwc o MNaxkono TIVTOPETO, n.1570

‘ ‘ ’ . L . . Téunepa kal Aadi o€ EUAO, 41X 47,50 EX.
|fopuq>a|oc fjmv EKTIUNON TOU !<pl’]TII(OU, o] I‘I,ao7\o BEpOV/EZE, o] |'|a|<or|,o Mnaoavo Kal |0TOpIKO MoUGEio KprTne, Hparhero
AAAOI. TO KUPIO XapakTnpIoTIKO TNE BEVETOIAVIKNG OXOANC (wypadIknc eival To npw- I6pUpaTa AvBpéa Kal Mapiag
TEIO TOU XpWUATOC EvavTl TNG YPALUNC TNEC GAWPEVTIVHC OXOANC. Ta kaBapa Kkal Kahokaipivou
AQUNEPA XpWHATA, 1) 00PT) cUHNApABeoT) TOUC Kal 0l AMNAENIOPATEIG TOUG ONHIoUp- View of Mount Sinai and the Monastery
YOUV CUUPWVIKEC KAl APUOVIKEC CUVBEDEIC, YEUATEC NAAUO Kal arBeia. of Saint Catherine, c. 1570

Tempera and oil on panel, 41x 47.50 cm

Ta €pya TNG BEVETIKNC NEPIOdOU TOU TKPEKO €ival KaTd kavova UIkpa o€ peyedog, Hisrorical Museum of Crete, Heraklion

Andreas and Maria Kalokerinos

aneikovidouv BpnokeuTIikA BEpaTa kal npoopidovTal yia TNV ISIwTIKA AaTpeia. To
¢ PN H poopi¢ yla n Aatp Foundations

apeinpdowno Tpimtuxo Tne Mddevac (Galleria Estense), To nio cUVBETO GUVOAO QUTT|C
NG NEPIOdOU, HaC ENITPENEI LECA ano TIC €€ NAPACTACEIC NOU NeEpIAaPBavel, va
oTaBuicoupE TIC NPOONABEIEG KAl TIC KATAKTNOEIC TOU KpNTIKoU (wypddou. ¥T0
Opoc 1vd Tou loTopikoU Mouceiou KpriTng oTo HpdkA€lo, npooTéBnkav npododata
SUO €EAIPETIKA €pya TNC BEVETIKNG NEPIOOOU TOU TKPEKO: 1) BdnTion Tou Arjpou
HpakAeiou Kprjtnc (loTopikd Mouaeio KpriTng, HpdkAgio) kai n Tagr Tou XpiaTou TG
EBvikng MivakoBrikng — Mouaeiou AAe€avdpou ouTlou. O TeAeuTaiog nivakac,
{WYPAPICUEVOC KAl aUTOG O€ EUAO, EXEI LEYAAUTEPEC BIACTACEIC, EVW 1) CUVBEST) TOU
SIABETEI EKPNKTIKT OPALATIKT NUKVOTNTA KAl UVNHEIAKO XApaKTrpa.

O Mkpéko otn Powun

H cuoTaTikr] enioToAr| Tou TCoUAIo KAGRIo ¢aiveTal nwc éniace TéNo. Mpaypati o
KPNTIKOC (wypadoc Ba prAo&evnBei 0To avakTopo Tou Nio I0XUpoU KapdivaAiou NG
Popnc, Tou ANé€avdpou dapvele, and Tov NOEURPIO TOU 1570 €wC TO 1572, ONOTE, yia
ayvwoTo AGyo, avaykadletal va aAAa&el kaToikia. Tov {610 xpovo eyypadeTal aTnv
Akadnpia Tou Ayiou Aoukad kal pnopei NAEov va ackei eAeUBepa To enAyyeALa Tou
{wypddou. ANoKTd pdAioTa kal paéntr, Tov Aatavrtolo MnovaoTpl. Evag aképn
pHabnmc Ba npooTeBei oTo €pyacTripio Tou TkpEko, o PpavTaeako MpeRdaTe, nou
Ba akoAoubricel Tov ddokaAd Tou oTny lanavia kal Ba napapeiver 6inAa Tou, NICTOC
BonBOC kal cUVEPYATNC, £WC TO 1607.

To enIBANTIKO avakTopo Dapvele eixe yivel TNV NOYT) EKEIVN TO ENIKEVTPO TNC NVEU-
HATIKNC KAl KAANITEXVIKTC wnC 0TV alwvia NoAn, Xapic oTov BIBAIOBNKAPIO KAl KaA-
NITEXVIKO OUPBOUAO Tou KapdivaAiou, Tov emdpavr) Aoyio @ouABio Opaivi, nou unrp-
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O d1wypoc Twv eunépwv amd Tov vao
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atmospheric light, and to model his forms chromatically with brilliant
harmonies. His agile, elongated figures are reminiscent of Tintoretto's, while the
chromatic framework connects him to Titian. His stay in Rome also left its
traces on his art. The dramatic vanishing points, the architectural settings, the
strange attitudes struck by the figures, with their repeated twisting and
turning, and tempestuous gestures, along with the truncated figures in the
foreground show how quickly El Greco assimilated the teachings of Mannerism.

Though brief, Greco's stay at the Palazzo Farnese was of decisive importance for
the Cretan painter. Not only did he have an opportunity there to make
significant acquaintances that were to play an important role in his life and
work, but moreover he furthered his education by broadening his interests
through his contact with the scholars in the Fulvio Orsini circle. Above all,
however, he developed his own view of the artist as an intellectual, which he
applied and would uphold vigorously, particularly in Toledo, where the view of
the artist as a craftsman and labourer was still prevalent.

The works Greco produced in Rome reflect his Venetian apprenticeship,
particularly in their wealth of colour; also evident is his influence by the Roman
Mannerists, who ruled supreme in the world of art at that time: multi-figured
scenes from the life of Christ unfold in settings of classical buildings and
colonnades featuring violent mannerist vanishing points. Also mannerist are
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&e iAo, UNOOTNPIKTIAC KAl CUAEKTNG Epywy TOU @E0TOKONOUAOU. AVALECA OTOUC
nivakec TNC cuAAoyr|G Tou 1iTav n Amoyn Tou Opoug Xivd (IoTopikd Mouaegio Kprytng,
HparAei0), To Maidi mou avdBel €va kepi, Epyo He KAAOIKT) EUNVEUAT), KAl TO UNEPOXO
NOPTPETO TOU T¢oUAIo KAGBI0, NOU KpaTdel aTa XEPIA TOU €va anod Ta EIKOVOYPAPNHE-
va BipAia Tou (Museo di Capodimonte, NdnoAn). H &iapovr) Tou TKpEKO GTO
MaAdtoo dapvede, av Kal CUVTOUN, UNHPEE anodaciaoTIKT yia Tov KpNTIKO {wypddo.
‘Ox1 LOVO Tou SOBNKE N eukalpia va KALEI ONUAVTIKEG yWwpIKiec, nou Ba naiéouv
kaBoploTikG pOAo 0Tn {wry Kal GTNV KapIEPa ToU, AAAA, KUPIWG, OAOKAT|pwaE TNV Nal-
deia Tou, dleupuvovTag Ta evdlaPENPOVTA TOU HECA OTOV KUKAO TWV AOyiwv TOU nepi-

. , . . , , , TCoUAIo KAGBIo, . 1572
BaAhovTtoc Tou Opoivi. Mavw an’ 6Aa, OpwC, SIapOPPWOE KIav EIKGVA yia TNV NPOow- NG61 OE KapBA, 62 X 84 €K
NIKGTNTA TOU KaAITEXVN-6lavooUpevou, e Ty onoia Ba TauTioTel kal Tnv onoia 6a Museo di Capodimonte, NAnoAn
unepacniaTei pe 0Bévog, 161aiTepa 0Tav Bpebei 0To TOAESO, Gnou akoun enifiwve n Giulio Clovio, €. 1572

EIKOVA TOU KAANITEXVT XEIPWVAKTA KAl TEXVITT. Oil on canvas, 62 x 84 cm
, , . ) , . ) Museo di Capodimonte, Naples
Ta €pya nou GINOTEXVEI 0 TKPEKO OTN PO GEPOUV EvTovn TN odpayida Tng BeveTi-

KNG Tou padnrTeiag, 1diaitepa e To NAOUCIO XpWHA TOUG, VK UNOSNAWVOUV Kal TNV
enidépacn nou dcknoav Ndvw Tou Ol pwHaiol HaviepIoTEC, MOU Kuplapxouoav TOTE
0TO KAMITEXVIKO OTEPEWHA: MEoa O éva XwPo LE KAACIKA KTpIa Kal KIOVOOTOIXIEC
nou aneikovidovTal e TN HaviePIOTIKT NPOONTIKT, HE TIG Bialeq puUYEC NPOC TO
Baboc, eTUAiyovTal NOAUNPOCWNEC OKNVEG ano Tov Bio Tou XpioToU. MavIEPIOTIKEC
eival kar o YnAGAIYVEC LOpPEC, AN KAl OI NEPIEPYEC OTACEIC LIE TIC EVTOVEG OUGTPO-
OEC TwV owUATWY. TPOKEITAl yIa TN XAPAKTNPICTIKY ¢lyoUpa CEPNEVTIVATA NOU EiXe
gloayayel otnv Téxvn o MixanA AyyeAog Kal yive To EuBAnUa Tou Maviepiopou.
AvAlEoa 0Ta €pya nou LwypddIoe o MKPEKO aTn Poun exwpidouv Ta NopTpETA, NOU
avrikouv oTn BeveTIkr napadoor) kal enIRERaInVouV TN Gripn Tou o' auTo To €ido¢ e
TNV UYNAT TOUC NOIGTNTA Kal TO YPUXOAoVIKO TouC BABoC.

Ané Tn Poun otnv lonavia

TEOOEPIC DEKAETIEG LETA TNV AvaAXWPN O™ Tou KpnTikou {wypddou and Tn Poun, n
LVTUN TOu napapével wvTavr], 6nw¢ anodeikvUel n cuvToun Bloypadia nou Tou
aPIEPWAE 0 10TOPIKOC TCOUAIO MavTaivi To 1619: «Kavévag and Toug (wypadoug nou
(ouaoav TOTE 0N Pwun dev SIEBETE TN SIKK) TOU TEXVIKT, MOU rTAV YEUATN Olyouplid
Kal peckadan.® O idloc ouyypadéag cUVOEEI TNV avaxwpnaon Tou MKPEKO yia TNV
lonavia pe Tov acery Adyo nou NpoOPePE UNPoaTA oTn AeuTépa MNapouaia Tou MixarA
AyyEAOU: «Tov Kalpd NOU evTuvav UEPIKEC PIYOUPEC TNC AguTépac MNapouaiac Tou
MixanA AyyéAou, nou o nanac Mio¢ E'Tig €ixe Bpel AcepveC yI' auTn Tn B€on, o
FKPEKO €ine agadva Nwg av pixvave kaTw OAo TO €pyo, Ba TO EKAVE EKEIVOC LIE TIUN
Kal oEpvOTNTA Kal OXI KAaTWTEPO and Tnv anoyn Tn¢ Lwypadikng eKTEAECNCH. TO
1IEPGOUNO auTO OXOAIO, AV EYIVE NPAYLATI, OXETICETAI UE TNV EVTOVN GUZTNON NOU
yIvOTaV TOTE yIa TNV EUNPENEIA Kal T 0EvOTNTA Nou OdeIAav va diabeTouv Ta Bpn-
OKEUTIKA £pya OTO NAQICIO TWV VEWV KAVOVwv Nou eixe Beonioel 1) AvTIHETappUBHIoN
oTn ZUvod0 ToU TPEVTO KAl NOU 0OMYNOE TEANIKA OTNV KAAUWT) TWV YULVOV LEAWY TWV
HopdWV TNG AeuTépac Mapouaiac Tou MixariA AyyeéAou. ZULdwva e TOV XpovIKoypd-
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the elongated figures, as well as the unusual poses of the contorted bodies. This
is the typical figura serpentinata (serpentine figure) developed by Michelangelo,
which became the emblem of Mannerism. Among the works produced by Greco
in Rome stand out his portraits: descended from the Venetian tradition, they
established his reputation in this genre thanks to both their technical excellence
and psychological insight.

From Rome to Spain

Four decades after the Cretan artist’s departure from Rome, his fame was
undiminished because, as Giulio Cesare Mancini, maintains in a chronicle he
wrote in 1619 on the artists of the period, no one else had “such resolute
technique and freshness as he had, among the painters who lived in Rome”.°
Mancini correlates the El Greco's departure for Spain with his “disrespectful”
words upon seeing the Last Judgment by Michelangelo in the Sistine Chapel".
During the time when several figures from Michelangelo’s Last Judgment were
presented unclothed in a way that Pius V found indecent, El Greco said off the
top of his head that if the whole work was demolished he himself would do it in
a decent manner and with seemliness, and no less well-executed as a painting”.
These comments certainly reflected the climate of prudery which the Counter-
Reformation had created, and which provoked the papal decision to cover the
nude holy figures of the Last Judgment. But they also revealed the critical
reservations El Greco had about the great Florentine.

But what was the real reason that prompted El Greco to leave Rome, where he
had already become a member of the Academy of Saint Luke? During that
period, Rome was not particularly fertile ground for commissions. But above all,
a new horizon for artists had opened in Spain: the austere and magnificent
palace of Escorial was practically completed, and Philip Il, the most powerful
patron of the time, had issued a general invitation to the artistic world of Italy
to come and decorate it. This is certainly what enticed the ambitious Cretan. A
brilliant future awaited him there. That he ended up in Toledo was due to a
coincidence. At the Palazzo Farnese™ El Greco had in all probability come to
know, among other important Spanish delegates, two important men from
Toledo, who served as his connections to the clergy and the high society of that
city: the clergymen Pedro Chacén and Luis de Castilla, son of Diego de Castilla,
the dean of the Cathedral of Toledo. El Greco's friendship with Luis de Castilla
would secure him his first large commissions in the old imperial town. Diego de
Castilla, on the recommendation of his son, entrusted to the newly arrived
Cretan the monumental group that was to adorn the recently built church of
Santo Domingo el Antiguo (1577-1579) and the renowned Expolio (The Disrobing of
Christ, 1577-1579). These works would come to impose themselves and to assert
the artist's reputation in the town of Toledo through their high quality and
startling innovation.
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G0, N NPOKANTIKN auTr} dAwaoN EE0TIKWOE TOON OpYr] AVALEDA OTOUG KAANITEXVI-
KOUC KUKAOUG TNG POUNG, MoU 0 MKPEKO avayKAoTnKe va puyel yia Tnv lonavia.

‘HTav, 6pw¢, 6VTWE auTdC 0 NpaypaTikég Adyog TG avaxwpnaong Tou KpnTikoU
{wypadou yia Tov TEAIKO NpoopIcuod Tou; H enoxr) dev fTav 161aiTepa EUVOIKT yia va
KAVEI KaplEpa evag pIAGd0E0C EEvog KAMITEXVNC 0T Pwun, 6nou adpBovouaoav ol
vToniol wypadol kal onavidav ol napayyehiec. Kuping, dpw, évac veog opidovtag
eiye avoi&el oty lonavia yia Toug KaANITEXVEC: TO auaTnPO Kal LEYaAONpPENEG ava-
KTOPO ToU EoKopIdA €ixe oxedov anonepatwBel kal o IAINNOC B, 0 IoXUpOTEPOC pal-
Krvag TNng €NoxnG, €IXE KNPUEEI YEVIKO MPOCKANTTPIO OTOV KAANITEXVIKO KOGHO TNC
ITaAiag yia va To diakooproel. Eival BERaio- auTd fTav To 6EAeap yia Tov PIAGS0E0
KpNTIKO wypddo. EKel polale va Tov NEPILEVE! Lia AapnpdTepn oTadlodpopia.

H andgaaor| Tou va dokiudoel Ty TUXN Tou oTnyv lonavia pnopei va cuvoéeTal Kal pe
Hia aAAN cuykupia. 1o avakTopo PapveCe™ 0 AOUTVIKOG €iXe ywpioel, kKatd naca
niBavétnTa, U0 anuavTikouc IEpWHEVOUC, MOU anoTEAECAV TOV OUVOECHO TOU e
Tov KAfjpO Kal TNV UPnAr| Kolvwvia Tou ToAédo: Tov Medpo Toakov kal, Kuping, Tov
Aouic vte KaoTiyia, voBo yio Tou NTIEyKo vTe KaaTiyia, npwTonpeofUTEPOU TOU
KaBedpikoU vaou Tou ToAESO. H piAia Tou Mkpéko pE Tov Aouic vTe KaaTiyia Ba Tou
€€a0PaNoEl TIC NPWTEC LEYAAEC napayyeAiec oTnv Nnaikid auTokPaTopIKr NPWTEUOU-
oa. O NTigyko vte KaoTiyia, niBavoTata UoTepa and oUoTaor) ToU YIoU TOU, avaBETel
OTOV VEODPEPTO KPNTIKO TO HVNUEIAKO GUVOAO Nou NpoopIddTav va SIaKooUr el ToV
VEOTEUKTO vad Tou Ayiou Aounvikou Tou MaAaioU (1577-1579) Kal To £aKOUOTO
EamoAio (Aiapepiopdc Twv ipatiov Tou Xpiatou, 1577-1579). Ta €pya auTd ELENE va enia-
AOUV KAl Va KUPWOooUuV, e TNV UWNAR Toug No1dTNnTa Kal TNy alpvidlacTIKT) TOUC Kal-
voTopia, Tn ¢riun Tou {wypadou 6To TOAESO.

ToA€ES0, 0 TEAIKOG OTABHOG

Mola nTav, OUwWC, N puaioyvwuia Tou ToAESO, TNC NOANC Nou Ba yivoTav n 6eUTeEPN
natpida Tou KPNTIKOU {wypadou; To I0TopIKO TOAESO" rTaV TNV ENOXT] EKEIVN Eva
anod Ta peyaAUTepa aoTIKA KEVTPA TNG Eupwnng pe 62.000 KATOIKOUG. Ta SekAg)
Xpovia nou pecoAdfnoav and 16Te nou o MiAiNNoc B UETEPEPE TNV NpwTEUOUCA
TN lonaviag and 1o ToAédo otn Madpitn (1561) W TNV WPa NoU £PTACE EKE O
FKPEKO (1577) OEV 1TAV APKETA yia va BAUNWoouV TNy opopdId, Tnv aiyAn Kal
duvapn Tng noAiTeiag, «dd&a kal papo NG lonaviagy, cuudwva pe Tov OepPAvTec.
AN®OTE, 1 €N NEVTE AIOVEC NPWTEUOUOCA TNE XWPAC CUVEXIZE va gival n BpnoKeuTI-
K} npwTeUouoa TN lonaviacg, o€ pia enoxr) Nou 1 AVTILETApPUBUIoN Eixe OWOEI
Heyain e€ouaia aTov KANpo. To auTtokpaTopikd napeABov Tne ndANG Kal n napou-
oia Tou UPNAOU KANpou eixav dnpioupyr|oel Wia aplioToKPaTIKY) KAoTa avepwnwy
HE LeyAAn Lopdwon Kal Nveupatika evblapepovta. Avaueoa o' autoucg 6a avaln-
o€l 0 EAN\nvac {wypddoc Touc GiAouc Tou Kal Ol avapecsa 0TOUC OUOTEXVOUG
TOU, NOU ouvexidav, aTo KaBuoTepnEVo KAAMITEXVIKA ToAeSO, va BewpouvTal
anAoi TEXVITEC, XEIPWVAKTEC. H TExvN TOU OIECWOE, OE PEPIKEC EAKOUOTEC aUTOTE-
Aeic npoownoypadieg kal oe nopTpPETA Nou avayvwpilovTal Héca oTIC BpnoKEUTI-
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Aadi og kapPa, 121,3 X 108,6 K.
MnTponoAiTIké Moucegio, Néa Yopkn
YuMoyn H. O. Havemeyer, KAnpodoTnua
Kag H. O. Havemeyer, 1929

View of Toledo, c.1598-1599

Oilon canvas, 121.3x108.6 cm

The Metropolitan Museum of Art
New York

H. O. Havemeyer Collection, Bequest
of Mrs. H. O. Havemeyer, 1929
©Photo SCALA, Florence
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The final stage: Toledo

But what was Toledo like at the time, which was to become the Cretan artist’s
adopted city? The historical Toledo" was a large, urban centre with a wealthy and
intellectual clientele. The sixteen years that intervened from the time Philip I
transferred the capital of Spain from Toledo to Madrid (1561) until El Greco's arrival
(1577) were too short a time for its beauty, grandeur and power to fade out.
Furthermore, it continued to be the religious capital of Spain during a period
when the Counter-Reformation had given great authority to the clergy. Toledo
must have been one of the largest cities in Europe during that period, with some
62,000 inhabitants. Its imperial past — for five centuries, since 1085, it had been
the capital of Spain — and the presence of the foremost clergymen had created an
aristocratic caste of highly educated intellectuals. Among them, the Greek painter
would make his friends and his clients,” including cardinals, monks, scholars,
scientists and poets, such as Antonio de Covarrubias, a jurist, scholar and
Hellenist, and his brother Diego, Luis de Géngora (1556-1627) and Hortensio Félix
de Paravicino (1580-1633), who dedicated laudatory sonnets to him.

El Greco certainly did not plan to settle permanently in Toledo, if one accepts that
his final aim was to win the favour of Philip Il and to make his mark in the king's
court. And indeed he did manage to secure two important commissions from the
monarch: the Allegory of the Holy League (immediately after his arrival in 1577) and
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KEC OUVBECEIC TOU, TA XAPAKTNPIOTIKA TwV UPNA®Y GiAwv Tou. ToV KUKAO TOU
FKPEKO™ NepIAapBavovTal kKapdIvaAiol, lovaxoi, OUUavIoTEC, ENIOTHOVEC KAl NoIn-
TEC, ONWC 0 AvToOvIo vTe KoBapoupniag, codpoc vopouabnc kal eNAnvIoTNC, Kal o
adeAPOC Tou NTIEYKO, dildonpuoc Beohdyog, eniokonog TG Leykopia. O MNkpéko Ba
nepIAABEl Ta NOPTPETA TWV dUO iAWV TOU avapesa aToUG NAPICTANEVOUC OTNV
Tagr Tou Kopn Tou Opykdd kal Ba Toug TIUT)OEl UE QUTOVOHEC Npocwnoypadiec.
MeTa&u Twv enipavwv Gidwv Tou cuykaTaiéyovTal eniong o NoImTn¢ MNkdvykopa Kal
o OpTéevalo MapafiBivo, nou Tou adiepwoav do&aoTiKa eniTddia ooveta. O (wypa-
®0o¢ anabavaTioe Ta xapakTneIoTIKA Tou TEAEUTAiou o€ éva and Ta nio cuvapnacTi-
KA nopTpeTa Tou (Mouaoeio Kahwv Texvwv, BooTwvn).

O ©eoToKONOUAOG OEV OKONEUE a0PAAWC va eykatacTabel povipa oTo ToAESO, av
deXTOUE OTI 0 TENIKOC TOU OTOXOC NTav va kepdioel Tnv euvola Tou GiIAinnou B “kal
va diakpiBei oTnv AUAM Tou. Kal npdyuaTi, kaTddepe va eEacPpaiioel SUO ONUAVTIKEG
napayyeAiec yia Tov povapyn: Tnv AMnyopia ¢ lepric Zuppaxiac, QUECWE LETA TNV
AgIgn TOu, TO 1577, Kal To MapTtupio Tou Ayiou Maupikiou, Niya xpovia apyoTepa, ota
1580-1582. Ta €pya 6ev dpecav oTov BaciAid kal n enadr e TNV AUAT) Oev €iXe OUVE-
X€la. ETOI 0 @€0TOKONOUAOC avayKAaoTnKe va napapeivel yia navra oto ToAedo,
onou 1 GrjUn Tou €ixe edpalwBei kal ol napayyeAiec Tov noAiopkoUoav. ES® ELENE
va 0TN0€l TO OMITIKO TOU 1), KAAUTEPQ, TO APXOVTIKO TOU. INaTi UNOPE( va Unv anékTn-
O€ NOTE BIKM TOU KaTolKia, aAAd Ta cupdwvNTIKA Nou owlovTal ToV PEPOUV EVOIKIA-
oTr) ano 70 1585 0° €va ouyKkpoOTnua ano Tpia diapepiopata nou avrjkav oTov
Mapknaolo vTe Biyiéva. To 1604 Ta dwudTia Tou oniTioU avépxovtav aTov oefacTo
apIBpod Twv EIKOCI TECOAPWY. LWOTH NPIYKINIKY diapovr), Nou evapuovideTal W' éva
UP0oC {wr)C uneprPavo Kal eECNTNUEVO. MEoa @' auTd TO apXOoVvTIKO, NOU XPTOIUEUE
Kal yla epyacTrplo, GIANOTEXVNOE Ta eKBAPWTIKA KAl opapatikd TOU apioTOUpyrUa-
Ta. ESw, wypadilovtac Kal HEAETWVTAC, Népace T {wr) Tou. Aev €ival B€Ralo av
oudouog Pe TNy lonavida cuvTpOPIood TOU, NOU OUDENOTE NAVTPEUTNKE, TN
Xepovipa vte Aac KougBag, unTépa tou povayoyiou Tou MNwpyr) MavounA, nou yev-
VIBNKE TO 1578, KAl aTOV 0Mnoio 0 KpnTIKOG €6wae To Gvopa ToU NaTéPa Kal Tou adeA-
®oU Tou. Edw €ueNNE va KAEioel Ta PATIA TOU O «AOUNVIKOC 0 ‘EAANvacy, aTig 7
AnpiAiou Tou 1614. EAAGSa Kal lonavia Tipnoav To 2014 TNV ENETEIO TWV 400 XPOVWV
and Tov BdvaTo Tou wypddou PE Hia oelpd and onUAavTIKEC EKONAWOEIC.

To Udog {wnc Tou Fkpéko oTo ToAEDO

«MnrKe " auTtr} TNV NOAN UE LEYAAO KUPOC, E TPOMO MOU EKALE VA VIOCOUV NWC dEV
UNTiPXE OTOV KOCLO TINOTE AVWTEPO and Ta €pya TOUy, ypddel 0 Xouaene MapTiveB,
{wypadog Kal BewpnTIKOC, HICOV alva PETA Tov BAvaTo Tou TKPEKD. AN Tov i610
ouyypadEa NANPodopoUnacTe OTI «NANPWVE LOUCIKOUC yia va Tou naidouv Tnv wpa
nou &einvouoe Kal auTd Tou ESIVE LeYAAn xapdy». OI XapakTnpIoHol nou Tov ouvo-
devouv yia NoAU Kalpd annxouv Tn eriun evoc avBpwnou acupBiBacTou kal napa-
dog&ou, UE cuvnBelec Mou &Evidav TOUG KAAAITEXVIKOUG KUKAOUG TNC CUVTNPNTIKNG
noNiTeiac. 'HTav noAU napasevoc («de extravagante condicién»), avadépel o i610¢

Mpoownoypagia Tou povayol OpTévaio

MapapiBivo, 1609
AGbI o€ KapPa, 112 x 86 €K.
Mouogio KaAwv Texvmv, BooTwvn

Fray Hortensio Félix de Paravicino, 1609

Oil on canvas, 112x 86 cm
Museum of Fine Arts, Boston
©Photo SCALA, Florence

Euyevrc pe To xépi ato aTriBoc, n. 1580
AAdI o€ kapPa, 81,8 x 66,1 €.
Mouaeio MNMpado, Madpit

The Nobleman with His Hand

on His Chest, c. 1580

Oil on canvas, 81.8 x 66.1cm

© Madrid, Museo Nacional del Prado
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the Martyrdom of Saint Maurice a few years later, in 1580-1582. The king did not like
these works, and El Greco's contact with the court was not continued.

Thus, El Greco was forced to remain in Toledo, where his fame was secure and
he was besieged with commissions.” There he would set up his household, or
rather his mansion: though he may never have acquired his own residence, the
contracts that have survived mention him as the tenant from 1585 of a complex
consisting of three apartments that belonged to the Marquis de Villena. In 1604,
the rooms of the house had risen to the respectable number of twenty-four; a
truly princely residence that reflected his life style. Here, he spent his life
painting and studying. It has not been confirmed whether he lived with his
female companion, whom he never married, the Spanish Jerénima de las
Cuevas, the mother of his only son, Jorge Manuel, born in 1578. Here is also
where “Domenikos the Greek” was to die on April 7", 1614. In 2014, Greece and
Spain celebrated the 400" anninersary of the artist's death.

El Greco's life style in Toledo

The life style of the Cretan artist in Toledo was both proud and sophisticated.
"He entered this town with great authority, in a way that made one feel there
was nothing in this world higher than his works”, writes Jusepe Martinez, half a
century after the artist's death.”* The same author informs us that, “he paid
musicians to play for him while he dined, and that gave him great pleasure”. For
a long time the descriptions of him reflected the fame of a person
uncompromising and strange, with habits that startled the artistic circles of the
conservative city.”> Domenikos Theotokopoulos embodied and represented a
new type of artist, with a broad education and universal interests, as evidenced
by his library, which was splendid for the period and rare for an artist. He had
been raised in the Classics, nursed on the spirit of the Renaissance, and had
experienced first hand the eminence and the glory of the artist in his Venetian
and, above all, his Roman environment. Artists in Italy had for some time
ceased to be considered manual labourers; the fine arts had taken their rightful
place in the pantheon of the Liberal Arts, while the guild had been promoted to
the status of an academy.™

El Greco’'s masterpieces in Toledo

The works that El Greco produced in Venice and Rome marked a stage in his
acquisition of a new pictorial language: the Venetian school and the Roman
Mannerism. The first important commission he received in Toledo was the
ensemble of nine paintings for the large main and two lateral altarpieces of the
then recently built church of Santo Domingo el Antiguo (1577-1579).7 Venetian
influences and Roman memories converge and are fused into a style in which
the artist's unmistakable personality is already evident. The Assumption of the
Virgin (The Art Institute of Chicago), the monumental composition that
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OXOAIAOTNC, KAl évag aAAOG Tov xapakTnpilel «akaTddekTo and To HeyaAeio Tou
nveuaTog Tour. s 1owg auTr n TEAeuTaia napatrpnon pag divel éva kAg1di yia va
EWOT|OOUE TNV anbn cupnepipopd Tou, Tn Bappaléa unepdcnion TG autovouiag
Tou dnuioupyou, akdUn Kal UnpoaTd oTnv lepd EEETaon, TIC aAeNnAMNAEG dikeg
onou npoadelyel yia va Bpel To OIKIO TOU Kal va £a0Paiioel KAAUTEPEC AUOIBEC yia
Ta €pya Tou. O AOUTVIKOC @E0TOKONMOUAOC EVOAPKWVE KAl EKNPOCWNOUCE VAV VEOU
TUNOU KAANITEXVN LIE LeyAAn Naldeia Kal OIKOUEVIKA evOladEpOVTA, ONWG LAPTUPEI N
nAouaoia yia TNV enoxn Kal anavia yia KaANTexvn BiIBAIoBT)kn Tou. Eixe naideuTei pe
Ta KAQGIKA ypdppaTa, eixe yahouynBei Le To nvela TnG Avayévwwnong Kal €ixe yvwpi-
O€1 and KOVTA TNV NEPIWNT Kal TN 66&a Tou KAANITEXVN OTO BEVETCIAVIKO Kal, KUPIWC,
0TO pwlaikd nepiBdarrov. O KAAITEXVNC €ixe NAYEI anod Kalpo va BewpeiTal xeipwva-
KTag oTnv ITahia kal ol Kaheg Texveg eixav Bpel Tn B€on Toug oTo NAvBeoV Twv
EAeuBEpwv Texvwy, eV N NaAid ouvTeyvia eixe npoaxBei oe Akadnuia.™

ApioToupyrjpata Tou ©eoTtokOnouAou oT1o ToAédo

Ta €pya nou GIAOTEXVNOE 0 @EOTOKONOUAOC OTN BeveTia kal T POun anoTeAoUv
oTaBpouc pabnreiag oTnv KaTAKTNON TNC VEAG YAWOOAG TN TEXVNC: TNC BEVETIKNAC
OXOANC Kal TOU pwpaikoUu paviepiopou. Ta wpaldTePa €pya auTrg TNG nepIodou
gival ol npoownoypadiec. H Np®TN onuavTiky napayyeAia nou 6€xeTal o
©€e0TOKONOUAOC 0TO TOAESO eival To oUVOAO anod evvea nivakeg nou npoopilovrav
y1a TO HEYANOo KeVTPIKO Kal Ta dUO nAAIvd €IKOVOOTACIA TNE VEOTEUKTNG EKKANGIac
Tou Ayiou Aopnvikou Tou MNaAiaioU (1577-1579).7 BEVETIKEC EMNIOPATEIC KAl PWHATKEC
HVILEC OUYKAIVOUV KAl oUyXwveUovTal 0' éva UPOC HE EKTUNT) MAEOV TNV NPOCWnI-
Ky appayida Tou dnuioupyou. H AvdAnwn Tng ©eoTdkou, N LVNUEIOONC ouvBeon
NOU KATEXEI TNV KEVTPIKT) BE0N OTO HEYAAO EIKOVOGTACIO, Hadi e TNV UNEPKEILLEVN
Ayia Tpidda €ival Ta apioToUpPyriHaTa Tou ouvoAou. Ta NPWTO NPAYHA NOU EVTUN®-
014del OTIC OUVBEOEIC aUTEC €ival To eNIPANTIKO TOUC HEYEDOC, 4 KAl 3 LETPA AVTIi-
oToIxa, nou dev €ixe NPoNyoUUEVO 0T dnpioupyia Tou MKPEKO wC TOTE, AMA Kupi-
wC N Glyoupld e Tnv onoia avTILeTwnidel auTr) TNV NpokAnon o wypddoc, oav
ETOILOC anod Kaipo.

H AvdAnwn tnc ©€otdokou (IVOTITOUTO TEXVNG, ZIKAYO) ELNVEETAl And TNV avdAoyn cUv-
Beon Tou TITalAvo 0TV ekkANaia Twv ®pdpr oTn BeveTtia. O xopdC TWV LabnTwv, N
dpapaTikdTNTa OTIC OTACEIG KAl TIC XEIPOVOUIEC Twv anooTOAWY gival napdAAnAa kal
oTa duo €pya. Ta xpwuara, kabapad kar Aapnepa, £xouv 1én apyicel va otolxelobe-
TOUV TIC NapAado&eC apuovieg Tou (wypddou.

To aM\o apiaToupynua Tou ouvoAou Tou Ayiou Aounvikou eival n Ayia Tpidda
(Mouoeio Mpado, Madpitn). ‘Evac xopdg oTpoBINCOUEVWY ayyeAwY NePIBANEN TO
KEVTPIKO GUHMAEYLA TOU AIWVIOU NATEPA, NOU unofacTtdlel To NENIBVO Asipavo evog
XpioToU-AndAwva. O OeoToKANOUAOC £6( auvavTd Tov XpIoTIavikd nayaviopo Tou
MixanA Ayyéhou. To owpa Tou XpioToU akoAouBei, AMwOTE, Tn 0EPNAvVTIVOEION
KAaTappEOUaa Hopdr Tou VEKPOU LwTrpa anod To YAUNTIKG cuvTaypa Tne Mierd otny
KaBedpikr) Tng ®AwpevTiac.

H kupia pe Tnv eppiva, N.1577-1579
AadI o€ kapfa, 62 X 50 €K.
Mouaoeio TA\aoKkwpng

Lady in a Fur Wrap, c.1577-1579

Oil on canvas, 62 x50 cm

Glasgow Museum, Art Gallery & Museums Kelvingrove
The Stirling-Maxwell Collection, Pollok House, Glasgow

Mpoownoypagia Tou Mwpyr MavouriA
OeoToKOMOUAOU, 1600-1605

AGbI o€ KapPd, 81X 56 €K.

Mouogio KaAwv Texvav, ZeBiAAn

Portrait of Jorge Manuel Theotokopoulos
1600-1605

Oil on canvas, 81x56 cm

Museo de Bellas Artes, Seville

©Photo SCALA, Florence
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H AvdAnyn Tnc ©€oTdKou, 1577-1579
NadI o€ KauPa, 403,2 X 211,8 K.

IVoTITOUTO TEXVNC, ZIKAYO

Awped Nancy Atwood Sprague €1 Hvrjpuny
Albert Arnold Sprague, 1906.99

The Assumption of the Virgin, 1577-79

Oil on canvas, 403.2x211.8cm

The Art Institute of Chicago

Gift of Nancy Atwood Sprague in memory
of Albert Arnold Sprague, 1906.99
Photography © The Art Institute of Chicago

TiTalavo (1488/1490-1576)

H AvdAnyn Tng ©€otdkou, n. 1516-1518
Aadi og EUNO, 690 X 360 €K.

Santa Maria Gloriosa dei Frari, BeveTia

Titian (1488/1490-1576),

The Assumption of the Virgin, c. 1516-1518
Oilon panel, 690 x 360 cm

Santa Maria Gloriosa dei Frari, Venice
Authorization: Cultural Heritage Office

of the Patriarchate of Venice
©Photo SCALA, Florence
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occupied the central position in the main altarpiece, along with the Holy Trinity
that crowns it, are the gems in the ensemble. The Assumption of the Virgin was
inspired by a similar composition by Titian in the Santa Maria dei Frari church in
Venice. The chorus of disciples and the dramatic poses and gestures of the
apostles are akin in both works. The colours, pure and gleaming, have already
began to demonstrate the artist's peculiar harmonies.

The other masterpiece of Santo Domingo el Antiguo is the Holy Trinity (Museo
Nacional del Prado, Madrid). A choir of whirling angels surrounds the central
group of the eternal father who supports the livid corpse of Apollo-Christ, in his
uncorrupted Michelangelesque beauty. Here, Theotokopoulos comes into
communion with the Christian paganism of his great fellow artist.
Furthermore, the body of Christ is painted in accordance with the collapsed
serpentine figure of the dead Christ in the sculptural Pietd in the Florence
Cathedral.

The Expolio or Disrobing of Christ was painted during the same period for the
Sacristy of the Toledo Cathedral (1577-1579)."® Alongside the Burial of the Count of
Orgaz, they were hailed as masterpieces from the very beginning and have never
lost the admiration of the faithful and art lovers through the centuries.

A characteristic element of El Greco's style is to be found in his technique. Unlike
the Roman Mannerists, who preferred an enamel-like finish to their forms, the
Cretan painter, following the example of his Venetian teachers, worked with
broad brushstrokes, as if he were sketching, which gave a rich texture to the
painting surface and an incomparable glow to his colours.

El Greco employed a deliberately non-naturalistic style. Elongated and slender,
completely spiritualized, his figures are a reference to the ascetics of Byzantine
hagiography, much more so than the fleshy figures of Roman Mannerism. The
flexibility of their motions and their spiral movements also appear to carry on
the tradition of Tintoretto. By combining naturalistic details with his
otherworldly interpretations, he stressed the spiritual and imaginary character
of his art, indicating that this was a conscious choice. El Greco's first creative
decade in Toledo is crowned by his supreme masterpiece: The Burial of the Count
of Orgaz (1586-1588), one of the all-time peaks in the history of art. Ever since this
monumental and magnificent painting was executed (480 x 360 cm) for the
lateral chapel of the Virgin of the church of Santo Tomé in Toledo, it has been
admired not only for its incomparable art, but also because it was a gallery of
portraits of the most eminent social figures of that time in Toledo. The theme of
the painting is inspired from a legend of the beginning of the 14™ century. Count
of Orgaz was a philanthropist and a right-thinking Knight. At the time he was
being buried, Saint Augustine and Saint Stephen themselves, according to the
legend, descended from heaven and buried him in front of the dazzled eyes of
those present.



AOMHNIKOYX GEOTOKOITIOYAOX
EL GRECO, ENAY. OIKOYMENIKOX EAAHNAX

To EonidAio v Alauepiopdc Twv 1patiov Tou Xpiatol'® (wypadideTal Tov idlo kalpo yia 1o
TKEVOPUAAKIO TNG KaBedpikrg Tou ToAedo (1577-1579). Madi pe tnv Tagr] Tou Kdpn
ToU OpyKdB YalpeTioTnKav and TNV NpWTN OTIYUN wC apioToupynparta kal diatrpn-
oav apeiwTo Tov Baupacpd MotV Kal GIACTEXVWY BIA LECOU TWV AlIOVWY, aKOUN
Kal éTav n TEXVN Tou dnpioupyoU TOUC EIXE NEPINECEI OTNV aPAVEIQ.

‘Eva oToixeio nou xapaktnpilel To UdoC Tou MKPEKO €ival n TEXVIKT) Tou. AvTiBeTa
anod TOUC pWHAiouC LaviePIOTEC, NOU NPOTIOUV TO OUAATIVO ¢ivipiopa TNg pop-
Hag, o kKpNTIKOG Lwypadoc, akoAouBwvTag To NapddEIYUa TV BEVETWV OACKAAWY
ToU, HoUAEUEl e adpEC MIVEAIEC 0av va OKITOAPE! KAl PE AMENAAMNAEC ENIKAAU-
PEIC HE apalwpuévo Xpwpa (Aaloupec) divel nhovaoia upr) otn wypadikry enipavela
Kal acUykpITn Aduyn oTo XpwHa Tou. To UPog Tou MKpEKo eival nBeAnuéva avti-
vaToupalioTIKG. O HOPPEC TOU, WNAGAIYVEC KAl AUYEPEC, TEAEIQ ANONVEULATWUE-
VEC, NAPanéunouv oToug acknTEG TNE BulavTiviic elkovoypadiac, NoAU neEpIcCo-
TEPO and O,TI OTIC OYKNPEC KAl CWUATWOEIC LOPPEG TOU pwHATKOU paviepiopou. H
€AAOTIKOTNTA TNC avaTopiag Touc Kal ol onelpoeldeic KIVOEIC TOUG gpaiveTal,
AMwaoTe, va auveyiouv Tnv napadoaon Tou TivTopeTo. O MKPEKO Eival IKavoc va
(wypadioel, 6Tav BeAel, andAuTa puoIoKkpaTIKA, 6NwS anodeikvUouv 0l NPOCWNOo-
YPadieC Nou €10AVel OTIG IEPEG OKNVEC TOU KAl Ta NOPTPETA MOU OpooTHaivouv OAn
TNV nopeia Tou.

Mia Téo0 acuvrBioTn KaANITEXVIKT EKppacn anaiTouoe, dnwg onUeiwve Kal o
i010C, Eva KAAAIEPYTUEVO KOIVO, «MOU LOVO E TOV Kalpd Kal LE TN Hoppwan Ba
HnopoUoe va avakaAuyel Tnv aAriBela Tng Téxvner» Tou. To Kolvé auTo a&lwbnke va
TO BpPEI, 1) KAAUTEPA va TO dnpIoupynaoel, avadnTwvTac To OTIC TAEEIC TNG UWNANG
Kolvwviag Tou ToAéSo. Tnv apioTokpatia Tou NveUaTog, Toug KANPIKoUG, TOUG
vopopaBEig, Toug noinTEC Kal Toug codouc, nou nepiEBaiav Tov idio Kal TNy TExvn
TOU WE TNV EKTIUNOT TOUG, 0 MKpEKO Ba TOUC TIUNCEI, KI EKEIVOC PE TN OEIpa TOU,
anaBavaTifovtag Toug 0TO WPAIOTEPO EpYO Tou: oTnv Tagr Tou Koun Tou Opykdo
(1586-1588, Na6¢ Ayiou Owpd, ToAéS0). AnO TOTE Nou {wypadioTNnKE O LVNUEIaKOC
Kal LeyaAelndNC auTog nivakag (480 x 360 €K.) yia TO NAPEKKAN IO TN¢ MNavayiag
oTnV ekkAnaia Tou Ayiou ©@wpad oTo ToAedo, BaupadloTay, Oyl povdya yia Tnv
apBaoTn TéXVN Tou, AN Kal yiaTi anoTeAOUCE pia nivakoBrkn and npocwnoypa-
GleC Twv ENIPAVESTEPWV EKNPOCWNWY TNC TOAEDAVIKNG KovVwviag. To BEpa Tou
nivaka epnvéeTal and évav BpUAo nou TonoBeTeiTal GTIC APXEC TOU 14° alwva
(1323). O Kopunc Tou Opykdb riTav évac prdavbpwnoc kar dikalog 1Innétne. Tnv wpa
nou Tov Kndeguav, KaTéRnkav and Tov oupavo, SULG®VA LE TNV napadoaon, 0 Ayiog
AuyouaTivoc kal 0 AyloC LTéEpavoc kal Tov éBayav ol idiol pnpooTd oTa ékBapfa
HATIA TWV NAPIOTAUEVWV.

H oknvr Tou BaupaToc aneikovideTal 0To KATW HEPOC TNG OUVOEONC, OTO ENiYEIO
TUAHA. £TO NAvw HEPOC, TO ENoupavio, Ta cuvveda napapepidouy yia v anokaiu-
pouv Tnv unodoxr Tou dikaiou aTov MNapadelco. O XpIoTOG, AEUKOPOPWY Kal EV
d6¢&n, TauTideTal Pe TNV NNyT Tou GwTOC, EIKOVOYPaAdPWVTAC TNV EUAYYEAIKT prion
«EYW €I TO WG ToU KOOHOoU». O {wypadog Tov TONOBETEI GTNV KOPUPT| TOU TPIYW-

Eandhio (O diapepiopdc Twv Ihatiov
Tou XpioToU), 1577-1579

AAdI og kapfa, 285 X173 €K.
YKeuopUAAKIo KaBedpikou vaou, ToAéSO

Expolio (The Disrobing of Christ), 1577-1579
Oil on canvas, 285 x 173 cm

Cathedral Sacristy, Toledo

Photo: A. Pareja

H Ayia Tpidéa, 1577-1579
AGdI o€ KapPad, 300 X179 EK.
Mouaeio MNMpado, Madpit

The Holy Trinity, 1577-1579
Oil on canvas, 300 x179 cm
© Madrid, Museo Nacional del Prado
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This scene of the miracle is depicted in the lower part of the composition, in the
terrestrial section. In the upper part, the heavenly one, the clouds have parted to
receive this just man in Paradise. Christ clad in white and in glory, is the crowning
point of the triangle formed by the figures of the Madonna and Saint John the
Baptist in the traditional Orthodox composition of the Deesis. These three central
figures of heavenly glory are surrounded by apostles, martyrs, Biblical kings and the
just. An angel is transporting the soul of the dead person to Heaven —in the form of
an infant suspended in mid-air, in the manner portrayed in the Christian Orthodox
tradition.”

The Burial of the Count of Orgaz is the living encyclopaedia of El Greco's art,
without ceasing to be a masterpiece of organic continuity and entelechy. It is
from this mine of thoroughly disciplined artistic knowledge that his mature
works in Toledo would emerge.

This work marks the end of El Greco's first creative decade in Toledo, punctuated
by works of rare beauty, including the paintings made on behalf of Philip Il for
the Escorial, where they can still be admired today: the Allegory of the Holy League
(1577-1579) and the Martyrdom of Saint Maurice (1580-1582).

El Greco's mature style

Middle-aged and established by now, with acquaintances and friends that
ensured his integration and bourgeois lifestyle, as well as his professional
survival in his adopted country, Domenico Greco, as he is called in archival
sources, would spend the rest of his life as the leading active painter in Toledo.
The commissions he received were destined for chapels and monasteries in the
regions of Toledo and northern Castile, and all the way to Madrid, while private
patrons commissioned their portraits, or small religious paintings for private
devotional duties. The difficulties the painter encountered in regard to the
valuation of his work and his payment for it did not prevent this proud Cretan
from taking his art to most daring heights — untrodden peaks where no artist
had ever dared to go before him.

The characteristics of his mature style had already crystallized. The rejection of the
third dimension and perspective, and the identification of pictorial space with the
painting surface are two characteristic features of El Greco’'s mature style. Conform
to one unified rhythm, figures and space are rendered with absolute equality in
regard to their plastic properties. A powerful geometrical structure underlies the
apparent turbulence. Among the synthetic shapes, the dominant ones are the
inverted pyramid, which leads the viewer's eye toward the sky, the otherworldly
landscape of the divine occurrences, or the spiral, or both. Attitudes, gestures,
colour shapes and lighting emphasize these axes, whose aim is to charge the image
with dynamism and inner vibration, and guide the spectator’s eye through. This
analysis is illustrated by the compositions El Greco painted for the College of Dofa



AOMHNIKOYX GEOTOKOITIOYAOX
EL GRECO, ENAY. OIKOYMENIKOX EAAHNAX

VOU nou oxnuatideTaland TIc HopPpeG TN MNavayiag kal Tou lwdvvn Tou Mpodpdpou
oTnv napadoaiakr) op8ddo&n cuvBeon TNG Aénang. O1 TPEIC KEVTPIKEG LOPPES TNG
oupaviac d6&ac nepifaiovtal and AnoaToAouc, Ayioug, HApTupEC, BIBAIKOUC Ba-
olheic kal dikaiouc (avapeod Toug dlakpiveTal o BaciAidc ®iAinnog B ', napdAo nou
{oucog akoun). Evag ayyehoC LETAPEPEI TNV PUXT) TOU VEKPOU OTOV 0Upavo uno pop-
oriv aiBépiou Bpedouc, cuudwva e TNV opbBodo&n napadoaon.”

H Tagn Tou Kdun tou Opykdd, kopudaio €pyo Tou Mkpeko kal adlappioBrTnTo api-
oToUpynua NG naykoopiag 1oTopiag Tng TeXvNG, anoTeAel 0TaBuo oTn dnuioupyia
Tou. O @€0TOKOMOUAOC KATABETEI €6 CULNUKVWUEYN OAN TN codia TNC TEXVNG Tou,
TIC YVWOEIC TOU, TN HacTopId TOU, Tn CUVBETIKY Tou dpavTacia, TNV eEKPPacTIKr Tou
duvaun. Eivar n {wvtavn eykukhonaideia TnS TEXVNC Tou, Xwpic va navel va eival eva
aploToUpynua Le opyavikr) cuvoxr| Kal evTeAéxela. Méoa and autd TO OpUXEIo Iag
TEAEIQ NEIBapXNLEVNC YV®ONG TNC TEXVNC TOU, Ba avaduBbei To wpIuo £pyo Tou MKpE-
KO. Me auTr| TN HeyaAelndn cupdwvia KAEIVEl n NpwTn dnuioupyikr) dekaeTia Tou
FKpéro oTo TOAEGO, Nou onpatodoTeiTaland épya ondviag opopdIac. Me Ti¢ emTuyi-
€C AUTEC 0 KPNTIKOC Cwypadog npoonabnaoe kal NETuXe va eniBANBei aTig cuveldroelg
WC 0 adlapPIoBrTNTOC Hovapxne TG wypadikric oTny NnaAid auTokpaTopIkr NoOAN.

YTA €pya auTa cupnepIAapBavovTal kal ol SUo nivakeg nou GIAOTEXVNOE yia To EoKo-
PIAA, Gnou puAAccovTal akOUT EWC OTILENA, YIa Aoyapiacpo Tou MIAinnou B = 1 AA-
Anyopia Tnc lepric Zuppaxiac (1577-1579) kal To MapTUpio Tou Ayiou Maupikiou (1580-1582).
Kal Ta 6Uo paptupouv TN BnTeia Tou oTov ITANKS paviepiopd, 1dlaitepa oe 6, Tradopd
OTOV XEIPIOHO TOU XWPOU, HE TIC aIPVidIE HeTaBAdEIC and Ta KOvVTIVA NpwTa eningda
oTa pakpiva nAdva (Xwpog-xwvi) kai Toug «eyKIBwTIGHOUC», MoU XPNOILONOIEi yia va
ANOLOVWOEI OKNVEG Kal eNelcedia. H avaTopia Twv Lopd®y, Ol OTACEIC LIE TOUC EVTO-
VOUG XIaoUoUG Kal Ta alxned NEpypapuaTa, karayovral anod Tov id10 OTUAIGTIKO K-
dika. O PuxoAoVyIKOC PEANICOC TNV EPUNVEIA TWV NPOCWNWY, Ol 6AYNVEUTIKEC XPW-
HATIKEG APHOVIEG, HE XpwHATa NoU AdUnouy oav NeTpadia, kal o1 aTPOoRIAICOLEVOI XO-
POI TWV ayyEAWV avrKouv OTIC NPOCWNIKEC KATAKTTOEIG Tou {wypddou, Nou npoay-
yEANOUV Ta aploToupyrjipata Tou ToAédo.

To wpipo Upog Tou NKPEKO

MeonAikag mia Kal avayvwpioPEevoc, PE YWWPIHIEC kal GINMEC nou Tou etaoda-
Aidouv TNV aoTikn évtagn kal TNV enayyeApatikn enifionon otn Betr) natpida
TOU, 0 AOLNVIKOC MKPEKO — ONWE TOV anokahouv ol apXelakes Nnyeg — Ba dlavuael To
unoA0INO TNC WG TOU WG O KUPIOTEPOC EVEPYOC (wypddoc Tou ToAédo. O1 napayye-
Aiec nou 6éxeTar aneuBUvovTal o NAPEKKANCIA Kal LovaoTrpla TNG NEPIOYNC Tou To-
AeBO Kkal TNC Bopelac KaoTiAng pexpt kal Tn Madpitn, evw 1010TEC TOU napayyEAAOUY
TIC NPOCWNOYPAPIEC TOUC KAl HIKPOUC Nivakeg nou npoopidovTtal yia Tnv 1I81WTIKN Aa-
Tpeia. Or BUOKOANEC MOU CUVAVTNOE OTNV EKTIKNON Kal MANPWHT TWV EpywV TOU eV
eunédioav Tov unepridavo Kpntikd va 0dnyriogl T TEXVN TOU OTIC NIO TOAUNPEC, TIG
M10 anNOKPNUVEC KOPUDEC, GNOU KaVEIC KAAITEXVNC OeV €iXE WC TOTE PIYOKIVOUVEUDEI
va nepinAavnBei.

H Tagr Tou Kdun Tou Opykdb, 1586-1588
NGdI o€ Kappda, 480 x 360 €K.
Naog Ayiou @wud, ToAédo

The Burial of the Count of Orgaz, 1586-1588
QOil on canvas, 480 x 360 cm

Parish Church of Santo Tomé, Toledo

© Parroquia de Santo Tomé. Toledo. Espana
Photo: A. Pareja
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HApwpn X0AAnwn, 1608-1613
AGSI O€ KAUBA, 347 X174 €K.
Mouaoeio avta KpouB, ToAedo

The Immaculate Conception, 1608-1613
Qil on canvas, 347 X174 cm

Museo de Santa Cruz, Toledo

© Photo SCALA, Florence
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Maria de Aragén in Madrid from 1596 to 1600 (see in particular the Crucifixion, the
Resurrection and the Pentecost, Museo Nacional del Prado, Madrid).

The abstract and geometric style that dominates these compositions by El Greco
has been connected by experts to the Byzantine origins of his art.» The anatomy of
the human body becomes even more otherworldly in the painter's mature
works. His figures, practically immaterial, elastic and enormous, are extended all
the way to heaven as if drawn by some invisible force, with only the toes of their
feet touching the ground. Their height is almost double that of the Lysippos
canon of proportions. As the outline and the framework conform to a spindle-
shaped, spiral rhythm, the figures appear to be whirling even when they are
motionless. Here, the figures are really “"dancing” to the rhythm of flame. Another
innovation of Theotokopoulos' mature works is the dialectic relationship between
form and space, an inextricable one, which we will encounter three centuries
laterin Cézanne and Picasso’s Cubist period in particular.

Often, in order to give monumentality to his figures, the painter set the horizon
very low. His spectral and beloved city of Toledo is sometimes laid out according
to this dramatically low horizon as can be seen in two works he painted in 1597-
1599 for the side-chapel of San José: Saint Joseph and the Christ Child and Saint
Martin and the Beggar.

Another element that seems to emphasize El Greco's anti-naturalistic style is his
completely original use of light. Precisely as in Byzantine art, light does not conform
to natural laws; there is no specific source to define the direction and regulate the
distribution of the chiaroscuro. In his mature works, lightning bolts of white light
strike the drapery ends, the figures and clouds, evoking a stormy atmosphere and
transforming the scene into a set where timeless divine events are being enacted.

El Greco's latest works turn this use of light into a detonating force. Some of these
scenes owe their power mainly to this otherworldly, stormy light, which suddenly
reveals their mystic character as in the Vision of Saint John or The Opening of the Fifth
Seal (The Metropolitan Museum of Art, New York), and the renowned View of
Toledo (The Metropolitan Museum of Art, New York).

El Greco's aesthetics

In 1611 El Greco received a visit from Francisco Pacheco (1571-1654), a painter and
theoretician who was to become the father-in-law of Velazquez. Pacheco? was
impressed by the personality of the painter “who was unique in every way” and
characterized him as a “great philosopher, keen in his observations”and “a writer
of books on painting, sculpture and architecture”. These unpublished texts have
been lost, but evidence of the aesthetics of the Cretan artist has come down to
us along other roads.

Colour had primacy over drawing, El Greco declared, confirming his descent
from the Venetian tradition. El Greco's aesthetic theory was supplemented by



AOMHNIKOYX GEOTOKOITIOYAOX
EL GRECO, ENAY. OIKOYMENIKOX EAAHNAX

‘HON Ta XapakInpIoTIKd TOU wpIUou Upoug TOU £XoUv anokpuoTaAwBel. H andppi-
P TNC TPITNC d1acTaaon  Kal TNE IPOONTIKNG, 1) TAUTIOT TOU XWPOU HE TNV eNIPAvela,
efval éva and Ta kUpia yvwpiopata Tng WpIKNG TexvoTponiac Tou Mkpeko. MopdEC kal
XWPOC unakououv @' vav eviaio puBuo kar wypadidovTal ue andAuTn I00TIWia 6oov
apopd oTnv NAACTIKN TOUC NoldTNTa. KATw and pia Gpaivouevikr Tapayr, Aaveavel
Hia 1oxupn YEWUETPIKN doury. Ta cUVBETIKA oxrjLaTa nou Kupiapxouv oTnv WpIpn on-
Hioupyia Tou Tkpéko efval n avacTpodn nupapida, nou odnyei To BAEUUa Tou Beatn)
NPOC TOUC 0Upavouc, UNepPUOIKS TOMO TWV IEpWV SPWHEVWY, 1) N oNeipa | kal Ta duo
padi. LTACEIG, XEIPOVOLIEG, XPWHATIKA OXNUaTa Kal pwTIoHoi Tovidouv auToug ToUg
A&ovec, Nou anoakonouy 6To va GopTIcouV e SUVAUICHO Kal E0WTEPIKT dOVN oM TNV
€IKOvVa Kal va kateuBuvouv To BAEUHA Tou Beatr] oTnv NepITynor T¢. Ta xapakTn-
PIOTIKA aUTA enaAnBelovTal oTIC oUVBETEIC Nou (wypadilel o MKPEKOD yIa TO EIKOVO-
aTdaacio Tou KoAheyiou Tng Dofa Maria de Aragdn otn MadpiTn, and 1o 1596 €W TO
1600, Kal 181aiTepa aTn XTalpwaon, TNV Avdataon kal Tnv Mevinkootrh (Mouaeio Mpado,
Madpitn).

H adpnpnuévn avtiAinyn Kal n YEWHETPIKT) a¥NUaTonoinon, nou Kuplapxouv Twpa
OTIC OUVBECTEIC TOU TKPEKOD, EXOUV OUVOEBEI and Toug PEAETNTEC We TN BulavTivi
kaTaywyry TNC TEXVNG Tou.” H avatopia Tou avBpwnivou owpatoc yivetal akdun
n10 €§WNPAypaTikrn oTa WpIpa épya Tou {wypadou. O1 LopPEC TOU, OXEOOV AUAEC,
€AACTIKEC KAl VIVAVTIEC, TavudovTal NPo¢ TOV oupavd oav va TIC EAKEl pia adpatn
duvaun, €Tal nou HOAIC ayyidouv TN yn. To UYOoC Toug GTAvEl ouxva OTO SINAACIO
TOu Aucinneiou kavova, Kabwe éva KEGAA XWPAEl akoun Kal Sekanévte popec oTo
owua. Mepiypappa kal NAACIHO unakououy @' €vav atpakToeldr) oneipoeidr) pub-
Lo Kal ol popdEC polalouy va atpofIAidovTal akéun Kal akivnTeg. Edw npdyparti ol
GIYOUPEC «XOPEUOUV» OTOV pUBUG NG GAOYac. Mia dAAn KavoTopia Tng WPIKNG
dnuioupyiac Tou @eoTokdNoUAoU eival n SIAAEKTIKT) avdueca oTn GpOpHa kal oTov
Xwpo. Mia ax€arn aANAOYEVETIKT) avanTUooeTal avdeEdd TOUC, NOU EVOMOIEI OAO-
KANPN T (wypadikn enidpaveia. AUTO To copiliacpa LopdriC Kal XWPoU ELEAAE va TO
&avaBpoUpE TpEIC alwvEC apyoTepa aTov XeCAV Kal aTn aedavikn ¢aon Tou KuBiopou,
1b1aiTepa oTov MiKAcoo.

TUXVQ, yia va dWoel pvnueiakdtnTa aTIC PlyoUpec Tou, o {wypddog TonoBeTel Tov
opiCovTa noAU xapunAd. KanoTe ndvw oTov XapnAWHEVO auTov opidovTa EedINAwveTal
TO PacpaTiké épapa TNC ayannuévng noAiTeiag Tou ToAESO, dnwc cupBaivel o duo
€pya nou (wypadioTnKav 10 1597-1599 yla To NApeKKANCIO Tou Ayiou lwor)d: Tov Ayio
lworjg pe Tov Xp10Td o€ maidikA nAikia kai Tov Ayio MapTivo kai Tov {nTidvo.

‘Eva ahho oToixeio nou xapakTtnpidel To avTivaToupaAioTIkd UPOC TOU @E0TOKONOU-
Aou gival 0 1810TUNOC XEIPIOROC TOU GWTOC. Onw¢ oupBaivel kal atn BulavTivr) Té-
Xvn, NAEIToupyia Tou pwTOC eV uNakoUel GE PUOIKOUC VOLOUG, OEV EXEI 1A OUYKE-
KPILEVT NMNyn. ETol KABE Lop®T) HoIAlel aUTOPWTN. XTA WPIHA £pya TOU, A0TPANEC
AeUKOU pwTOG akpokaBilouv enavw oTIC NTUXEC, OTIC AKHUEC TNC pOpUAc, oTa ouv-
vEDQ, dnpIoupywvTac piav atpoadalpa katalyidag, LeTaTpénovTag Tn oKnvr| o€ Te-
AECTTPIO IEPWV OPWHEVWY, NOU AAUBAVOUY XWwPa EEw and Tov XpOvo. H KaTaAuTIKN

H AvdoTtaon, 1597-1600
NAdI o€ KaPPa, 275 X 127 €K.
Mouaeio MNMpado, Madpit

The Resurrection, 1597-1600
Oil on canvas, 275 x127cm
© Madrid, Museo Nacional del Prado
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Ayioc [1€Tpog, N. 1600-1607

AGSI o€ KauPa, 68,5 X 53 K.

EBvikn) MivakoBrikn

Mouaoeio AAe€avbpou TouTlou, ABrjva

Saint Peter, c. 1600-1607

Oilon canvas, 68.5x53cm

National Gallery

Alexandros Soutzos Museum, Athens
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the annotations written in his own hand in the margins of the two books that
came from his study: the second and third volumes of the second edition (1568) of
Vasari's Vite and Vitruvius' De Architectura, the latter in the annotated edition of
Daniele Barbaro (Venice 1556).2 From the “glosses” of El Greco, scholars have
gleaned the elements that went into his aesthetics and poetics. The fundamental
principles of the Greek artist's aesthetics were the supremacy of the imagination
over imitation and the subjective character of artistic creation. Intuition and the
judgment of the eye are the painter's surest guides. The painter achieves grace if he
manages to solve the most difficult, the most complex problems, with apparent
ease. Colour is the most important and most ungovernable element of painting.
In the catalogue of the exhibition “El Greco of Toledo”, jointly organized by Spain
and the U.S.A. in 1982, Jonathan Brown characterizes El Greco's theory as
“typically mannerist” and pinpoints its sources in the Neo-Platonism of the
Renaissance.? El Greco is presented as a typical representative of Mannerism
with “elitist” and “sophisticated” perceptions of art.

El Greco's annotations, in combination with his unique style, provide the excuse
for other scholars to revive, in an enhanced and documented version, the older
theory concerning the Byzantine origins of El Greco’s art. The English historian
David Davies? seeks the roots of El Greco's unique style in the intellectual sources of
his Greek Christian education, in the world of his recollections and experiences from
the liturgical and ceremonial aspect of the Orthodox Church. Platonism and Neo-
Platonism — not that of the Renaissance but the ancient one — Plotinus and
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onuacia nou anodideTal oTo pw¢ and Tov NkKPEKo xel auvdeBei npdadata Ue 16€€C
nou avayovTal aTov XpIoTiavikd NeonAaTwviopo. Ta UoTata €pya ToU @€0TOKONOU-
Aou 0dnyouv Tnv 1I816TUNM TOUTN XPTIoN TOU GWTOC 0TO anokopUdwud Tnc. Mepi-
KEC OKNVEG OPEINOUV KUPIWC 0" auTO TO UNEPKOCHIO PWC TOV AAOKOOUO HUCTNpIa-
KO TOUC XapakTnpa. £1o idio unepPaTikéd dwc katalyidac odeiiel n akouaTry Amoyn
ToU ToAEGO TOV opapaTikd TNG xapakTnpa (n. 1598-1599, MnTponoAiTikd Mouackeio,
NEa YOpkn). £ auTr) TN «popavTIKr» €1kOva avayvwpiloupe TNV NVEUUATIKT GUCIO-
yvwpia Tou TOAESO, TNC NONITEIAC MOU EXEI TAUTIOTE! UE TO GVOUA KAl TO MENPWUEVO
Tou KpNTIKOU {wypddou.

H a1o00nT1ikn Tou Mkpéko

To1611 0 FKpEKo bEXeTAl TNV enioken Tou pavBioko MaToeko (1571-1654), (wypadou
Kal BewpnTIKOU, NOU ELEANE va yivel NeBepdC Tou BeAdokeB. O MaTOEKO™ EVTUNWOI-
aletaland Ty NpoownikoTNTa Tou wypddou, «NoU UNTMPEE 0 OAQ TOU LOVADIKOCY,
Kal Tov xapakTnpidel «ueyalo GIAOCOPO, 0&U OTIC NAPATNPHOEIC TOU» KAl «CUYYPAPEQ
BIBAIwV yia TN wypadikr}, TN YAUNTIKN KAl TNV apXITEKTOVIKN». TN SeUTEPT anoypa-
o1} Twv BIBAWY TNC oIkoyévelag TKPEKO, MOU EyIve and Tov yIo TOU TO 1621, avadepo-
VTal «NEVTE XEIPOypada BIBAIa nepl apXITEKTOVIKT|G KAl €va EKTO [LE OXEDIAn, NOU I0WC
TauTidovTal pe Kanola ano Ta BewpnTIKA €pya Tou KpnTIKoU {wypddou. Ta avekdo-
TQ AUTA CUYYPALATA £XOUV XaBEl, aMd LapTupieg yia TNV aioBNTIKT TOU KAANITEXVN
EPTACAV WC ELAC and AAoUC SpOLOUC.

Tnv a100NTIKN Bewpia TOU GEOTOKONOUAOU TNV CULNANP®VOUV Ol GUTOYPAPEC
ONUEIVOEIC TOU aTa nepiBwpia dUo BIPAiwv nou npoépyovtal and Tn BIBAI0BTKN
TOU: oTov B "kal I "Tép0o TNg B “"€kdoonC (1568) TwV Biwv Twv KaAAITEXV@Y Tou Bald-
pl kal ato Mepi ApxiTekTovikig Tou BiTpouBiou oTn oxoAlacpéevn €kdoan Tou NTa-
VIEAE Mndppunapo (BeveTia1556).23 £TIC «yADOTEC TOU TKPEKO O LEAETNTEC OTAXU-
oAoyoUV Ta GTOIXEIG NOU CUVBETOUV TNV aIGBNTIKM KAl TNV NoINTIKN TOU. QEUENI-
WOEIC APYEC TNC aloBNTIKNC TOU EAANvVA KAANITEXVN €ival TO NPWTEIO TNC pavraoiag
EvavTI TNC PiUNaone Kai o UTTOKEIYEVIKGG xapakTpac Tng dnuioupyiac. H éiaioBnaon kai
n kpion Tou patiou €ival o1 acparéaTepol 0dnyoi Tou (wypddou. MeETpa, avaioyi-
€¢ KAl AA\a KAQOIKIOTIKA KPITHpIa anoppinTovTal pe BlaidtnTa. H xdpn (grazia) €i-
val n kopudaia enidiwén TNC KAAITEXVIKAC LOPPTC. TN XApn PTAVEI 0 Lwypadpog
av katapépel va AUcoel Ta nio SUoKOoAa, Ta nio nepinAoka npofBArjuaTa e gpavepn
guKkoAia. O Jonathan Brown,? oTov KaTAAOYo TN HeyAAng eékBeang «El Greco of
Toledon, nou opyavwBnke ot Madpitn kal oTIC HMA T01982, xapaktnpilel Tn Be-
wpia Tou FKPEKO «TUMIKA LAVIEPIOTIKN» KAl Avayel TIC NNYEC TNG oTov NeonAaTwvi-
OO TNG Avayevvnong.

O11810YpadEeC ONUEINCEIC TOU TKPEKO, OE auVOUACHO LE TO ovadiko UGog Tou,
napexouv To AANOBI 0 AAAOUC LEAETNTEC va avalwnupwaoouVy, EUNAOUTICOUE-
VN Kal TEKUNPIWUEVT, TNV NAAIA Kal eVTEA®WG avTiBeTn Npog TNV epunveia Tou
Brown anoyn yia Tn BulavTivr} Kataywyr] Tng Téxvne Tou. O dyyAog 10TOPIKOC
David Davies® avadnTei TIC pidec Tou 1816p0pPou UPoug Tou MKPEKO OTIC NVEU-

Ayloc Aoukdc, 1602-1605
NAdI o€ KapPa, 100 X 76 €K.

YKeUOPUAAKIO KaBedpikou vaou, TOAESO

Saint Luke, 1602-1605
Oil on canvas, 100 x76 cm
Cathedral Sacristy, Toledo
Photo: A. Pareja
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H ouvaulia Twv ayyéAwv, n.1608-1614
AASI og KaPPA, 115 X 217 €K.

EOvIKr MivakoBrkn

Mouaoeio AAe€avbpou TouTlou, ABrjva

The Concert of the Angels, c. 1608-1614
QOil on canvas, 115 x 217cm

National Gallery

Alexandros Soutzos Museum, Athens

Dionysius the Areopagite (the latter was featured in his library), texts by the
Church Fathers and liturgical texts offer the scholar keys to the understanding
of the intellectual, symbolic and “philosophical” nature of El Greco's style. The
religious climate of the Counter-Reformation, the kindred aesthetics of
Mannerism and the parallel interests of the circle of intellectuals in Toledo, who
belonged to the artist's familiar environment, acted as catalysts to activate this
obscure, but solid intellectual heritage.?® The recent discovery of the Dormition of
the Virgin on Syros, an authentic, signed work from the artist's Cretan period,
contributed to the reappraisal of the Byzantine origin of El Greco's art.
Moreover, the Cretan artist himself boldly defended, in his comments to Vasari,
the value of Byzantine art. Away from the influence of Italy, on neutral ground
intellectually equal to his native Candia, the Byzantine elements of his original
training came once again to the fore, and became instrumental in the new
pictorial syntax emerging in his mature work.

El Greco's re-evaluation

No sooner had he died than El Greco became incomprehensible, enigmatic,
rejected as insane. This situation was not rectified until Romanticism broke
new ground, revealing a new sensibility and shaping a new taste. The theory
of reception enthusiastically traced El Greco’s gradual re-emergence from
obscurity and re-evaluation after centuries of misunderstandings and
misinterpretations, and the new palimpsest that turned the earlier perception
of the artist onits back — from contempt to unbridled enthusiasm.?

From the mid-19™ century on, El Greco's oeuvre has become a treasure trove which
painters of a variety of stylistic directions and schools have used to find unexplored
riches and exciting lessons. The Symbolists and Picasso during his Blue Period drew
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HATIKEC KATABOAEC TNG EAANVOXPICTIAVIKTC Naldeiag Tou, 0ToV KOO0 Twv ava-
HVIOEWV Kal TWV BIOUATWY TOU and TO AEITOUPYIKO KAl TEAETOUPYIKO TNG 0pBO-
50&n¢ ekkAnoiac. MAATWVIOHOG Kal NEONAATWVICHOC — OXI O avayevwnaolakog
aM\a o apyaioc — NAwTivog kal Alovuaoiog Apeonayitng (o TeEAeuTaiog cUpNEPI-
AapBavéTav otn BIBAIOBKN Tou), NATEPIKA KAl AEITOUPYIKA KEIUEVA NAPEXOUV
OTOV HEAETNTH KAEIDIA yIA VA KATAVOT|OEl TNV MVEUUATIKT, CUPBOAIKT Kal «PIAO-
coQIKT)» GUON Tou UPOUG TOU @E0TOKONOUAOU. TO BpNOKEUTIKG KAIUa TNC AVTI-
HETApPUBUIONG, 1 OUYYEVHG alaBnTikr Tou MaviepiopoU Kal Ta napdAAnia ev-
dlagépovTa evog KUKAOU 81avooupEVWY aTO TOAEDO, MOU Avrjkav OTO OIKEIO ne-
pIBAANov Tou Cwypddou, AeiToUpynoav oav KaTaAUTeC yia va TeBei oe evépyela
auTr n adavnc, arAd edpaia nveupatiky napakatabnkn.?® X1nv avabéppavon
™NC BulavTivriC KaTaywync TNC TEXVNC ToU TKPEKO CUVETEIVE Kal 1 Npdodhatn
avakaAuPn tng Koipnang tng ®eotdkou oTn LUpo, auBevTikoU kal evunoypapou
€PYOU TNC KPNTIKAG NEPIOdOU Tou {wypddou. ANWOTE, 0 i610C 0 KpnTIKOC une-
pacnioTnke pe 0Bévoc aTa oxoAla Tou oTov Baldapl Tnv agia Tn¢ BulavTivrg Te-
XVN¢. Makpid and Tnv eniépacn Tn¢ ITahiag, o' €vav XWpo oUSETEPO Kal NVEUHA-
TIKG opdAoyo Le Tov yevéBAIo Xdvbaka, Ta BulavTivd oTolxeia Tn¢ naideiag Tou
avaduovTtal kal dladpapatidouv kKaTaAuTIkd pOAo aTn vea auvTagn Tng €1IKOvVac
Mou Uag NPOTEIVEI TO WPIHO EPYO TOU.

H enavekTipnon Tou Nkpéko

Tnv enauplo Tou BavaTou Tou 0 @€0TOKONOUAOC yiveTal akatavénToc, alviyua-
TIKOC Kal aA\OTPIoG €wg napddppwv. O KUKAOC auTog Sev epeAAe va Siappayei
napd povaxa péca and To priypa nou avol&e o PopavTiopog, yia va diadpavei pia
véa evaicBnoia kal va diapopdwbei pia véa kahaioBnaoia. Tn Babuiaia avadu-
on Tou MKPEKO and Tnv alBaAn Tou Xpovou, TNV ENAVEKTIUNOT Tou, UaTepa ano
AIOVEC NAPEENYNOEWV KAl NAPEPHMVEIWY, TO VEO NAANIUYNOTO NOU NPOKAAECE N
avTioTPodr TWV OPWV NPOCEYYIONC Tou {wypddou —and Tnyv Nepidpovnan oTov
akpaTo evBouaiaopd — napakohouBei n Bewpia Tng unodoync.”

And Ta HECA TOU 19% alva, TO €pY0 TOU @€0TOKONOUAOU HETABAAAETAI OE NAOU-
010 opuXeio, énou (wypddol d1adpopwv GTUAICTIKWV KATEUBUVOEWY KAl OXOAWY
gpyovTal va avadnTrioouv ayvwaoTa koltTdopata kal anpofBAienta didbayparta. Ol
OUUBOAIOTEC Kal o Mikdooo oTn yaAhalia nepiodo Tou avtAoUv and Tn deondlou-
oa Puxpr xpwraTtoAoyia Tou MKpEKO, and TNy avaTouia TwV acknTIKWOV LopPOv
TOU KAl anod Tnv I816TUNN HIKIKE TWV XEIPOVOUIOV TOUC. O1 EENPECIOVIOTEG Ba Npo-
OE£EOUV TIC EKPPACTIKEC NAPALOPPWOEIC TOU @e0TOoKOMOUAOU. OI NPWIHEC KUBI-
OTIKEG EPEUVECG TOU MIKACGCO Ba anokaAUPouv dAAEC NTUXEC TOU EPYOU TOU KPE-
KO: Tn SOpIKN avaAuon Tng oUvBeoNC Tou, TNV NoAUESPIKT SidBAaacn TNneC ¢pop-
Hac, TNV aAANAoNEPIXWANON HOPPTIC KAl XWPOU, TNV IBIOTUNN XPrian Tou WTOC.
O NpWTOC KAANITEXVNC MOU (paiveTal va €ixe NPOCEEEI TOV OOUIKO KWAIKA TNC Hop-
doAloyiac Tou wplpou Fkpeko NTav o Xedav kal dev ival Tuxaio OTI unnpée ano
TOUG KUPIOTEPOUC NPodpdUOUC Tou KuBiouou.
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Aaokowv, n.1610-1614

AASI o€ KapBd, 137,5 X 172,5 K.
EBvIKA MivakoBrjkn, OUAcIvyKTOV
YUuMoyn Samuel H. Kress
Euyevikr napaxwpnon: EBvikr
MivakoBrikn, OQudcIvyKTov

Laocoon, c.1610-1614

Oil on canvas, 137.5x172.5cm
National Gallery of Art, Washington
Samuel H. Kress Collection
Courtesy National Gallery of Art
Washington

MNwA £edav (1839-1906)
Noudpevol, N.1890 (AeNTOWEPEIQ)
AGbI o€ kKapBad, 60,5 X 82,5 K.
Mouaoeio Opoai, Mapiol

Paul Cézanne (1839-1906)
Bathers, c. 1890 (detail)
QOil on canvas, 60.5x82.5cm
Musée d'Orsay, Paris

28

on El Greco’s dominant cool tonality, inspired by the anatomy and gestures of his
ascetic figures. The Expressionists would focus on the expressive contortions of El
Greco's figures. Picasso’s early Cubist investigations would highlight other aspects
in El Greco's oeuvre: the structural analysis of his compositions, the multi-faceted
refraction of form, the singular interweaving of form and space, and the special
effects of highlights. The first painter who appears to have noticed the structural
code in the morphology of the mature El Greco was Cézanne, and it is no
coincidence that he was one of the forerunners of Cubism.

El Greco’s Opening of the Fifth Seal (1608-1614) has been shown to be the prime
source of inspiration for Picasso'’s Les Demoiselles d’Avignon (1907). This work by El
Greco was in the possession of the Spanish painter Zuloaga (1870-1945), who
lived not far from the Bateau-Lavoir in Paris, where the “first” Cubist painting
was produced. The scale and shape of the work, the composition, the spatial
arrangement, the attitudes of the figures, the prismatic analysis of form, the
use of light and, in part, the colour, have certain features in common, despite
the revolutionary innovations of Picasso's work. Finally, the abstract painters
saw in El Greco a forerunner. Nevertheless, it should not be forgotten that El
Greco's tendency toward schematization and the abstract organization of form
is an acknowledgement of the Byzantine origins of his training as an artist.

Epilogue

Domenikos Theotokopoulos is undoubtedly the best-known Greek painter in the
world. Ever since he became known in Greece, he has never stopped moving the
people, provoking our interest and inspiring heated discussions and interpretative
debates. What is the underlying reason for this veritable cult, which has
transformed El Greco into a kind of national hero, or saint in the consciousness of
the average Greek? El Greco combines two qualities, each one of which inspires
respect in every Greek. When they happen to be found in the same person, he can
become a national model. El Greco is a Greek of the Diaspora who overcame all
obstacles and difficulties to become established as one of the greatest artists in
the world. For many intellectuals El Greco’s example provides an ideal synthesis of
the Eastern tradition of Byzantium and Western civilization. Tellingly, Nikos
Kazantzakis called his autobiography Report to Greco. A similar attitude may be
found in the work of Pantelis Prevelakis, a student of Kazantzakis and an expert
on the Cretan painter. And for all those who understand and appreciate his art, El
Greco is a great European artist: he is a unique contribution of Greece to the
history of Western civilization.

Marina Lambraki-Plaka
Professor Emerita of History of Art
Director of the National Gallery
Alexandros Soutzos Museum
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H neuntn Xppayida tnc AnokdAuyng (1608-1614) Tou @coToKONOUAOU anodeixon-
KE wC N Baacikr Nnyn Eunveuconc Tou pifoonacTikoU nivaka Tou Mikacco Ta Kopi-
1010 TNC ABIviov (1907). To €pyo Tou TKPEKO BpiokdTav TOTE OTNV KATOXT] TOU I0Na-
voU (wypadou @ouloaya (1870-1945) Nou kaTolkouoe aTo Mapial, Ox1 pakpid and
TO Bateau-Lavoir, 6nou ZwypadioTnKe 0 «NPOTOCH KUBIOTIKOC nivakag. To péye-
Boc Kal To oxrjpa Tou €pyou, n oUvBean, N dour Tou XWPOoU, Ol OTACEIG TWV Hop-
GV, N NPICKATIKT avaAuon TN¢ ¢OpHac, n Xprion Tou pwToc Kal TO YEVIKO XPpw-
HaTIKO oxrpa pe Tn yahadia beagnoélouaa, £X0UV KOIVA OTOIXEla, napda TIC enava-
OTATIKEC KAIVOTOUIEC TOU €pyou TOU MIKAaoo. TEAOG, 01 EENPECIOVIOTEC Kal Ol {w-
ypadol TnN¢ agaipeonc €idav oTov MKpEKo evav NPOdPOLO. Agv NPENEl, woTOOO,
va ANOUOVOULE OTI T PONT) TOU @E0TOKOMOUAOU NPOC TN OXNUarTonoinan kal Tnv
apnpnieévn opyavwon TNC GoOpuac cuvouoAoyei Le TN BulavTiviy KaTaywyn TN¢
(wypadiknc naideiac Tou.

EniAoyog

O AOUTNVIKOC ©@E0TOKOMNOUAOC €ival avapdiofr)TnTa o enipavecTePOC EANvVaAC (w-
ypagoc e d1eBvry avayvwpion. And TOTE NoU N UNap&r] ToU Kal To €pyo ToU €yivav
YVWOTA OTOV TONO pag, Oev ENAYe va CUYKIVEL, va NpoKaAel To evblapépov, va e€a-
NTEl oU{NTNOEIC KAl EPUNVEUTIKEC €pIBEC. Moloc¢ eival, dpaye, o BaBUTepog AGYO¢
auTNC TNC AaTpeiag nou PeETABAMEI Tov MKPEKO O€ Eva €ido¢ eBvikoU jpwa 1} au-
TOXB0oVOC ayiou oTn cuveidnon Tou pecou EAANva; O Tkpéko auvbduadlel dbUo 1010-
TNTEC NOU KABeWIA XwpIoTA EQNVEEI 0EBACUO 0TOUC EAANVEC, aAAd OTav Tuxaivel
va ouvavTtovral ato idlo npdowno, pnopoUv va To avadeifouv o€ BvikG npdTUNO.
Eival €évag dianpenr|g Kal avayvwpiopEVoC KAMITEXVNG Kal TauToxpova eival évag
‘EAAnvac Tn¢ dlacnopdg nou unepviknoe 0Aa Ta epnodia, OAeC TIC BUOKOAIEC, yia
va avayvwploTel wg évag and Toug peyaAuTepoug wypadouc Tng Auong. MoAAoi
EEVOI ANAG KAl EAANVEC I0TOPIKOI Kal b1avooUpEevol, Onwd o MavTeAnc MpeBeAaknc,
HEAETNTTC TOU KpNTIKOU {wypddou, arrd kal o 6Aackaldg Tou, o Nikog KalavTla-
KN¢, BewpoUv OTI To Napddelypla Tou MKpEKO NPOTEIVE! Liav 1davikr cuvBeaon avd-
LLEoA OTNV avaToAlkr) napadoaon Tou BudavTiou Kal 0Tov SUTIKO MOAITIOUO. A€V €i-
val pahioTa tuxaio 671 o KalavtZaknc cuveAaBe Tnv autofloypadia Tou wc Avapo-
pd atov [kpéko. Ta 6ooug NAAI KatavooUuv Kal anoAapBAvouv Tnv anokpnuvn Té-
XVI TOU, 0 ©E0TOKOMNOUAOC Eival €vac OIKOUPEVIKOG EUpWwNaiog KaANITEXVNG. Eival
n 8IKr pac EANANVIKK cuvelopopd, 1816TunNn Kal povadikr, aTnv IoTopia Tou duTI-
KoU NOAITIOpOU.
Mapiva Aapnpakn-riaka
OpoTIuN KaBnynTpia lotopiag Tng Texvng
AleuBUvTpIla TNS EBVIKNG MivakoBrikng
Mouaeiou AAe€avdpou ZouTlou

H Méuntn Zppayida Tnc AmokdAuyng
(To dpapia Tou Ayiou lwdvvn), 1608-1614
AAdI o€ kKapa, 224,8 Xx199,4 €K.
MnTponoAiTiké Mouaeio, Néa Yopkn
Rogers Fund, 1956

The Opening of the Fifth Seal

(The Vision of Saint John), 1608-1614

Oil on canvas, 224.8 Xx199.4 cm

The Metropolitan Museum of Art, New York
Rogers Fund, 1956

©Photo SCALA, Florence

raunio Mikacco (1881-1973)

Ta kopitala Tn¢ ABIvidv, 1907

AGbI o€ KAPPA, 243,9 X 233,7 EK.

Mouaoeio MovTepvag Texvng, Néa YOpkn
Ayopd HECW TOU KANpodoTrpatoc Lillie P. Bliss

Pablo Picasso (1881-1973)

Les Demoiselles d’Avignon, 1907

Oilon canvas, 243.9 X 233.7Cm

The Museum of Modern Art, New York
Acquired through the Lillie P. Bliss Bequest

© 2014 Estate of Pablo Picasso / Artists Rights
Society (ARS), New York
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EXPOLIO

(THE DISROBING OF CHRIST)
CATHEDRAL SACRISTY, TOLEDO

Expolio (The Disrobing of Christ), 1577-1579
QOil on canvas, 285 x173 cm

Cathedral Sacristy, Toledo
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EXITOAIO

(O ATAMEPIZMOX TON IMATION TOY XPIZTOY)

LKEYO®YAAKIO KAGEAPIKOY NAOY, TOAEAO

EXPOLIO
(THE DISROBING OF CHRIST)

CATHEDRAL SACRISTY, TOLEDO

I\/l NNKE 0" auTr] TNV NOAN PE TOOO UEYAAO KUPOG MoU
« EKAE TOV KOOUO vVa NICTEPEI NWC dEV UNTIPXE TINOTE
AVWTEPO ano TNV TEXVN TOUy, ypadEl 0 Xouoene MapTiveBd,
(wypadog Kal I0ToPIKOG, KooV alova PETA Tov BdvaTo Tou
AOLNVIKOU ©OE0TOKOMOUAOU, ToU NTOUEVIKO TKPEKD, ONWCE TOV
anokahouoav oTn BeTr) natpida Tou, To TOAES0, 6GNou néBave
oTIC 7 ANpIAiou Tou 1614, NpIv and TECCEPIC alwVeC. O TKPEKO
®TAvel 0TO TOAESO, WPIKOC Nia o€ nAIKia 36 Xpovwy, adou eixe
Bnoaupiocel d1dAaypata anod TpeIC NoAITIopouc, and To Bulavtio,
TNV Avayevvnon Tne BeveTiac kal Tov Maviepiopo Tne POUNC.
Molog va ‘Tav apaye o Adyog Nou EPEPE TOV UNEPTIPAVO KPNTIKO
{wypdd®o OTO HakpIvo ToAEdO, UCTEPA anod Hia OEKAETT)
nepinAAvnon and Tov yevéBAIo Xavdaka, TO onpeEPIVO HPAKAEIO
KpriTng, BeveTikr anoikia and To 1207, NpwTa OTn BeveTia Kal
UoTepa oTn PwuN; 27N BeveTia pabnteye nAdi oTov mio d1aon o
{wypado, Tov TITAIAvVO, YVOPIGE TO EPYO TOU TIVTOPETO Kal AAN®V
KAANITEXVOV, NOU Tou bida&av To NAOUCIO XpWHA Kal Tnv
€VEPYNTIKT) cUVBEoT. OI LavIePIOTEC TNG PUNG Tov evBdppuvav
va BupnBei kal va uloBEeTHOEl ava TOUG EIKACTIKOUG KWOIKEC
TNC¢ BulavTivrc Tou nponaldeiag, mou yia Keivov eixav kaBapa
MVEUPATIKO XapakTrpa: TNV apaipeon Tou npaypatikou XWpou
Kal TNV UNEPPUAIKT] KAiaka TnG avepwnivng Lopdnc.

AC &avayupiooupe, woTO00, aTO TOAESO, OMOU O MKPEKO PTAVEI
TOUG NPWTOUG UIVEG TOU 1577, OTO TOAESO MOU EPENAE Va ViVEl T
deUTePN NaTpida Tou Kal To eVTAdIo NENPWEVO TOU. To TOAESO,
MOU TAUTIOTNKE OE TETOIO BaBUO HE Tov {wypddo Kal TNV TEXVN
TOU WOTE €ylvav oxedov cuvavupa. AAfBeia nolog PHNopei va
Eexwpioel To NpaypaTikd Npoowno TNG noAiTeiac anod To
opapaTiko Tng eidwAo, 6NWC To GAVTACTNKE O TKPEKO GTOV
nivaka Amoyn Tou ToAédo, Eva and Ta NPWILOTEPA ToMia TNG
IoTopiag Tng TEXVNC Kal va and Ta NpwTa He yvrnolo POHAvTIKO
aioBnua; To ToAéd0 NoU UNOBEXTNKE ToV [KPEKO dlaTnpoUce
apeiwTtn TNV alyAn TN NaNidg auToKpaTopIkrG NPWTEUOUCAC TNG
lonaviac, apou UOAIC 16 Xpovia npiv o GIAinnog B' eiye peTadEpel
TNV npwteloucd Tou oTn Madpitn. MoAuavBpwnn kal
HeyaAonpenmg, n NaAid nOAn, Le Aapnpd KTripla kal pvnueia,
ecakohouBouUoe va eival n BpNOKEUTIKT) NpWTEUOUCA TNG
lonaviac kal n €6pa TNC ApXIENIOKONNG, OE IA EMNOXT MOU T
AVTILETApPUBUION Kal n lepd EEETaon eixav dwaoel TepdaoTia
gcouaia aTov KAfpo. H napouadia uPnAoU KANpOU, I0XUPWOV
EKKANOIACTIK®V IBPUHATWY Kal LovaoTnpiev unooxotav nAouaia
kal oTaBepr| neAaTeia oTOV PIAGOOED KPMTIKO KAANITEXVT.
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G reco arrived in Toledo “with such pride that he let
it be clearly understood that nothing could sur-
pass his art,” writes Jusepe Martinez, a painter and
historian, half a century after the death of El Greco,
Domenico Greco as he was known in his adopted
city, Toledo, where he died on April 7, 1614, four centu-
ries ago. Greco arrived in Toledo at a mature age, 36
years old, after receiving training in three different
cultures — Byzantium, Renaissance in Venice, and
Mannerism in Rome. What may have been the rea-
son that brought the proud Cretan painter to far-
flung Toledo, after a decade of wandering, from the
Venetian Candia, today’'s Heraklion, Crete, where he
was born, first to Venice and then to Rome? In
Venice, he became an apprentice to the most famous
artist, Titian, became acquainted with the work of
Tintoretto and of other artists, who introduced him
to the wealth of colour and to the dynamic composi-
tion; the Mannerists in Rome encouraged him to
remember the pictorial codes of his Byzantine back-
ground, which for him were of a purely spiritual
nature: the abstraction of space and the depiction of
the human figure at a supernatural scale.

Let's return, however, to Toledo, where Greco arrived
in early 1577, the city that was to become his second
homeland and final destination. Toledo became iden-
tified with the artist and his art to such an extent
that they became almost synonymous. Who indeed
could distinguish the true face of the city from its
visionary reflection imagined by Greco in his View of
Toledo, one of the earliest landscape paintings in the
history of art and one of the first intimations of a
genuinely romantic sentiment? At the time of Greco'’s
arrival, the glamour of the old imperial capital of
Spain still survived in Toledo, since Philip Il had
moved the capital to Madrid only 16 years earlier.
Populous and majestic, the old city, with its splendid
buildings and monuments, was still the religious cap-
ital of Spain and the seat of the Archdiocese. At a
time when the Counter-Reformation and the
Inquisition had given enormous power to the clergy,
Toledo boasted of a great number of powerful reli-



Mpoéooyn Tou KaBedpikoU vaou Tou TOAESO

Facade of Toledo Cathedral
Photo: A. Pareja

EowTepIKO TOU XKkEUOPUAakiou Tou KaBedpikou vaou
TOU TOAEDO

Interior of the Sacristy of Toledo Cathedral
Photo: A. Pareja

gious institutions and monasteries that promised a
steady flow of commissions to the ambitious Cretan
artist.

Yet, what was the reason that prompted the Cretan
to embark on this daring, long trip to Spain? Should
we give credit to Giulio Mancini, the Roman physi-
cian and art historian who wrote, a few years after
the artist's death, “At the time of covering up some
figures of Michelangelo’s Last Judgment, which Pope
Pius V had found offensive for that sacred place,
Greco suddenly remarked that if they were to bring
down the entire painting, he would paint it with hon-
our, modesty and no less artistic value.” The disre-
spectful and arrogant words of the Cretan caused so
much resentment and anger among the artists in
Rome, who held the divino in unbounded admiration,
that El Greco was forced to leave the eternal city in
haste, according to Mancini.

Molog Tav, OHWG, 0 AOyog NoU napakivnoe Tov KpnTiko va
anopacioel autd TO TOAUNPO Kal Lakpive Tagidl atnv lonavia;
MMnwg Npenel va MoTEPouU e Tov TCoUAIo MavTaoiv, Tov Pwpaio
yIaTPO KAl I0TOPIKO TNG TEXVNG, MOU YpAdEl Aiya Xpovia LETA TOV
Bavato Tou (wypddou; «Tov Kalpod NOU OKENALAVE HEPIKEC
®IyoUpeg TNC Aeutépac Mapouaiac Tou MixarA AyyEAou, mou o
nanag Mio¢ E' TG €ixe Bpel AoEUVEC yI' AUTO TO IEPO UEPOC, O
[KPEKO EinNe agapva Nwe av Epixvav KATw Ao To €pyo, EKEVOC Ba
TO (WYPAPICE UE TIUN, UE CEUVOTNTA Kal Ol KATWTEPO ano
KAANITEXVIKT) dnown». O aceBT|C Kal unePOnTIKOC AOYOC TOU
KpnTIKoU NPOKAAECE TOOT ayavakTnon Kal opyr) avapeca aToug
KAAAITEXVIKOUG KUKAOUC TNG POUNG, nou Bavpalav anepiopioTa
Tov divino, WOTE 0 MKPEKO avaykAaoTnKe va GUYEl apov-apov ano
TNV aiwvia noAn, Ioxupietal o MavTaivi.

AKOUN Kal av NICTEWYOUE TN papTupia Tou pwpaiou 1oTopikou
YA TNV NPOKANTIKT) 0TACT) TOU AOUTVIKOU QnévavTl OToV [EeyAAo
ouOTEXVO TOU, NoU enIBEBal®VETAl KAl and UETAYEVEOTEPEC
HapTUupieC, o mpaypaTikoc AOyog TN¢ avaxwpnonc Tou yia Tnv
lonavia fitav dAAog: 0 @INiNNog B 0OAOKAT)pwVE EKEIVO TOV KAIPO
TO LEYAAOMPENEC LovAoTNPIAKO CUYKPOTNLA TOU EoKOpIAA Kal
€YE ONAVEI YEVIKO MPOCKANTIPIO OTOUG KAANITEXVEG TNG ITaAiag
yla va To d1akoounoel. AuTO To pelpa daiveTal va akoAouBnoe
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EXITOAIO

(O ATAMEPIZMOX TON IMATION TOY XPIZTOY)

LKEYO®YAAKIO KAGEAPIKOY NAOY, TOAEAO

EXPOLIO
(THE DISROBING OF CHRIST)

CATHEDRAL SACRISTY, TOLEDO

Kal 0 TKPEKOD, OXI OUWE XWPIGC va EXEl e€acPalioel KANOIEC
napayyeNieg, nou Ba Tou ENETPENAV VA QVTIETWNIOE! TA NPWTA
€£oda dlafiwong oTov VEO Kal AyVwoTO NPOOPIOHO TOU.
MpayuaTi, ol YWwPILIEC Kal ol PIANIEG MOU EiXE dNIOUPYT|OEl UE
Ionavouc IEpWHEVOUC Ta SUO Xpodvia Mou SIEUEIVE OTO NAAATI TOU
kapdivahiou AAe€avdpou dapvele oTn PoUn anodeixTnkav
owTnplec. O Aouig vte KaaTiyia, voBoc ylo¢ Tou NTIEYKO VTE
KaaoTtivia, npwbiepea Tou KabBedpikou vaou Tou ToAESO, rjTav
EKEIVOC MOU TOU €€a0PAANICE TIGC SUO MPWTEC ONUAVTIKEC
napayyeAiec aTnv auTOKPATOPIKT) MOAT: TO LVNLEIAKO GUVOAO
L€ Ta Tpia EIKOVOOTACIA TOU VEOTEUKTOU Ayiou Aounvikou Tou
MaAaiou kal To EakouaTd EamdAio. O1 evvea NivVaKeg, vnUEIakoi
o€ peyeBoC, MpwTOYVWPOI Kal ekBauBwTIKol o€ opopdId, MoU 0
KPNTIKOC (wypAdPOoC TOUC OAOKAIPWOE LECA GE dUO Xpovia, ano
TO 1577 WG TO 1579, SOUAEUOVTAG E PPEVIPEIC pUBLOUC, NPENEI
va ddnoav apwvoug ToUG NVEUHATIKOUG KUKAOUG TOU TOAEDO.
Kal mpayuati katadpepav va eniArouy TN Grijn Tou akapiaiwg.

ITIG 2 louAiou ToU 1577 0 UNEUBLVOC yia Ta €pya TNS KaBedpIKng
rkapBia Aodauoa-Xipov, evac KAnpIkog Ke kAaaolikr naideia, nou
ELENAE va yivel apydTEPA ApYIENIOKONOC TOU TOAESO, avaBETEl
oTov TKPEKO va (wypadioel To EamdAio, Tov AiapepIouo TwV 1HaTiwv
Tou XplaTou, Kal Tou NpokaTadAAel 36 xpuad doukadta. To EamdAio
npoopIfdTav yia To IKEUOPUAAKIO TNG KaBedpIknc, eel 6nou
GUAAOOOVTAV Ta AEITOUPYIKA AP®Ia TWV IEPEWV. XTO 510 auTod
napekkANolo eixav evanoTteBei kal Ta Iepd Asiyava nou eixe
dwpioel 0 BaaiAéag Tn¢ FaAAiag Ayioc AoudoBikoc oTov vao,
ouvodEeUOVTAG Ta HANIOTA HE Hia 1I810ypadn adliEpwar). Avapead
TOUC, oUPGWVa e TNV Napddoaon, 1Tav Kal £va TeRdxio ano Tov
noppupoO pavdua Tou XpioTou, Kabwe Kkal va KOUUATI and To
&UNo Tou Tipiou XTaupou. H napoucia auTwy Twv IEpWV AEIPAVWwY
OTO YKEUOPUAAKIO OXeTICETAl OXI LOVO LIE TNV NapayyeAia kai mn
Bepatoioyia Tou nmivaka, arAa kal pe Tnv Eudaon nou oivel o
{wypddoc oTov noppupo pavdua Kkal aTov 2Taupd nou
NPOETOILALEl O STLIOG OTO NPWTO eninedo. To Bepa dev rTav
NOAU cuvnBIoUEVO GTN BUTIKY €lkovoypadia Kal o TKPEKO
XPEIACTNKE Va aVaTPEEEI OTIC OMTIKEC LVILEG NOU ixe Bnoaupioel
OTN HAKpd ToU MEPINAAVNON OTNV TEXVN Kal, 181aiTepa, aTn
BulavTivr) Tou Nponaideia. Exel npaypati enionuavoei 0TI To
EomoAio €AKel T OUVOETIKN KaTaywyr) Tou ano Tnv Mpodoaia Tng
BulavTivrc elkovoypadiac. Kal exel 1 KEVTPIKT) KAl Kupiapxn
HOp®T| TOU XpIoToU, LETWIKT Kal YaArvia, nepiBareTal ano 1o
€€AYPIOUEVO NMANBOC TwV dNUiwy KAl TWV PWHAIWY OTPATIWTWY,
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To EomdAio 010 ZKEUODUAAKIO TOU KaBedpikou vaou
TOU TOAESO

Expolio, Cathedral Sacristy, Toledo
Photo: A. Pareja

Even if we give credibility to the Roman historian’s
testimony, the true reason of Greco's departure for
Spain was other: Philip Il was completing the grandi-
ose complex of the Escorial monastery at that time,
and was looking for artists from Italy to decorate it.
It seems that Greco followed the influx to Spain, but
not before having secured some commissions to ena-
ble him to meet his first living expenses in this new,
unknown destination. Indeed, the acquaintances
and friendships that he had developed with Spanish
clergy during his two-year stay at the palazzo of the
Cardinal Alessandro Farnese in Rome proved a life-
saver. Luis de Castilla, the illegitimate son of Diego de
Castilla, the Dean of the Cathedral of Toledo, was the
one who secured Greco’s first two major commis-
sions in the imperial city: the monumental complex
of three altarpieces in the newly-built church of
Santo Domingo el Antiguo and the renowned Expolio.
The Cretan painter completed these two monumen-
tal ensembles in two years (1577-1579), working at a
frenzied pace. And they were so extraordinary that
the intellectual circles of Toledo were left speechless.
And they did manage to establish his reputation
instantly.

On July 2, 1577 the person responsible for the works of
the Cathedral, Garcia Loaysa y Giron, a cleric of clas-
sical education, who was later to become Archbishop
of Toledo, assigned Greco to paint the Expolio, or The
Disrobing of Christ, with an advance of 36 gold ducats.
This is in fact also the earliest account of the artist's
presence in Spain. The Expolio was intended for the
Sacristy of the Cathedral, where the ritual vestments
of the priests were kept. It was also where the relics
donated by Saint Louis, King of France, to the
Cathedral, accompanied by a handwritten dedication
by the king, were preserved. The relics included,
according to tradition, a piece of the purple mantle of
Christ and a piece of wood from the Holy Cross. The
presence of these relics in the Sacristy is related, not
only with the commission and subject of the paint-
ing, but also with the emphasis the artist placed on
the purple mantle and the Cross prepared by the exe-
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EomdAio (O dlapepiopdc Twv ipatiov Tou Xplatou), 1577-1579
(AenTopEpeElQ)
YkeUuoPUAAKIO KaBebpikou vaou, ToAéSO

Expolio (The Disrobing of Christ), 1577-1579 (detail)
Cathedral Sacristy, Toledo
Photo: A. Pareja

ONAICLEVWY LIE Eva 6Ac0C and 6opaTa nou KAEivouv Tn olvBean
NPOC Ta NAVW.

O1 16TOPIKOI TNG TEXVNG NPOTEIVOUV BIAPOPEC EPHUNVEIEC yIa TNV
akpifr) oTiyur) Tou MaBoug nou aneikovidetal otn cuvBean. O
IKPEKO dEV aKOAOUBEl moTa TNV NEPIypaAdT] Twv euayyeAiwy.
AMWOTE, deV NPENEI va AncoovoU e OTI aTn BulavTivr) TEXVN, GMou
eixe OnTevoel o (wypddog 0T VEOTNTA TOU, 1) APICTOTEAIKT)
€VOTNTA TOU XWPOU, TOU XPOVOU Kal TnE dpaanc oev IoxUel. Map’
OAa AUTA Kal Ol TEGOEPIC EUAYYENIOTEG CULIDWVOUY, LIE ACTLAVTEC
d1aPopEC, oTNV NEPIYPAPT) TNG OKNVAG: O XPIOTOC EXEI LOAIG
napadoBei and Tov MoévTio MIAATO OTOUC PWHAIOUC OTPATIWTEC KAl
07O €€ayPIOUEVO NANBOG Twv loudaiwv yia va aTaupwBei. Ag
dlaBAacoupe TNV NEPIyPAdT| Tou euayyeNioTr) Mapkou (I€',12): «O be
MIAAGTOC... EineV auToiG. T ouv BEAETE NOINOW OV AEYETE TOV BACIAEQ
Twv loudaiwv; O1 6 nAAlv Ekpa&av. YTaupwoov autov. O &€
MAATog anéAucev auToic Tov Bapafpav kal NapEdwKEV ToV
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cutioner in the foreground. It was not a very com-
mon subject in Western iconography, and Greco had
to refer to the pictorial memories he had built during
his long trajectory in art, especially in his Byzantine
training, early on. It has been noted that Expolio is
based on the prototype of the Betrayal of Judas in the
Byzantine iconography. There, too, the towering cen-
tral figure of Christ, frontal and serene, is surrounded
by an angry mob of executioners and Roman sol-
diers.

Art historians suggest various interpretations for the
exact moment of the Passion captured in the compo-
sition. Greco does not adhere to the description in
the Gospels. Moreover, it should be remembered that
the Aristotelian unity of time, place and action does
not apply in Byzantine art, in which the artist had
been trained in his youth. Nevertheless, all four evan-
gelists agree in describing the scene: Jesus has just
been delivered by Pontius Pilate to the Roman sol-
diers and the angry mob of Jews to be crucified. The
evangelist Mark describes the event (15:12): “And what
shall I do, then, with the one you call the king of the
Jews?" Pilate asked them. ‘Crucify him! they shouted.
‘Why? What crime has he committed?" asked Pilate.
But they shouted all the louder, ‘Crucify him!
Wanting to satisfy the crowd, Pilate released
Barabbas to them. He had Jesus flogged, and handed
him over to be crucified. The soldiers led Jesus away
into the palace and called together the whole com-
pany of soldiers. They put a purple robe on him, then
twisted together a crown of thorns and set it on him.
And they began to call out to him, ‘Hail, king of the
Jews!" Again and again they struck him on the head
with a staff and spit on him. Falling on their knees,
they paid homage to him. And when they had
mocked him, they took off the purple robe and put
his own clothes on him. Then they led him out to cru-
cify him. ... Some women were watching from a dis-
tance.” The evangelists disagree as to the identity of
the three women. Greco seems to adopt the descrip-
tion of John, which refers, not to the scene of the
Disrobing, but to the climax of the Passion, the cruci-



fixion itself: “Near the cross of Jesus stood his mother,
his mother’s sister, Mary the wife of Clopas, and
Mary Magdalene.” (John, 19:25) The Cretan painter
adds to the anachronic presence of the holy women
the centurion, if we accept that this is who is repre-
sented by the soldier in contemporary shining
armour standing to the right of Christ in the paint-
ing. The centurion was present at the Crucifixion,
alongside the three Marys: “The centurion, seeing
what had happened, praised God and said, ‘Surely
this was a righteous man'” (Luke, 23:47) or“Surely this
man was the Son of God!" (Mark, 15:39).

The Expolio has never ceased to be admired, even dur-
ing the centuries that followed, when the author had
fallen into obscurity and oblivion. Why does this
work exert such fascination over us? Before even
identifying the subject, as soon as we gaze upon the
painting of extraordinary size, almost three meters
high, we are overwhelmed by emotion. The psycholo-
gy of perception and modern art, have taught us how
powerful, how radiant, how effective a single surface
of colour can be. The protagonist in this captivating
composition is in fact the purple mantle that enve-
lopes in its immense oval form the body of Christ, as
well as the centre of the composition. Mobilizing his
entire Venetian training and mastery of colour, also
recalling memories from the imperial art of
Byzantium, Greco created one of the most dazzling
reds in the history of painting, a symbol of blood and
sacrifice. Starting with dense carmine reds, he
applies multiple layers of thin, transparent paint to
give sparkle and texture to the “royal” mantle. He
paints the few structural folds with thin white and
then covers them up with transparent cinnabar, in
order to maintain the purple coherence of the man-
tle, which becomes a symbol of blood and sacrificial
passion.

The Dblinding-red mantle captures the eye and
attracts all of our attention to the robust and serene
figure of Christ, of Apollonian grace, his eyes turned
skyward, full of tears. The two middle fingers joined
in a gesture that is typical of the artist’s symbolic lan-

Incouv... iva oTaupwBn. O1 &€ oTPATIOTAl ANriyayov auTov E0w TNG
AUANC, 0 €0TIV NPAIT®PIOV, Kal auykahoUuaiv 6Anv Tnv aneipav. Kai
evdUoUaIV auTov nopdUpav Kal NePITIBEACIV aUT® NMAEEAVTEC
akavBivov otepavov. Kal ipéavto acnalecBal autov: Xaipe o
BaciAeuc Twv loudaiwv. Kal 0Te evénaigav auTw, e€Educav auTov
TNV noppuUpav Kal eveducav autov Ta IATia Ta idia, kal eEayouaiv
auTov iva oTaupwooualv auTov... Hoav &€ Kkal yuvaikeg ek Tou
HakpoBev Bewpouaal...n. O euayyeNIOTEG dladwvouv wG NPOG TNV
TAUTOTNTA TWV TPIWV yuvaikwv. O TKpEKOo (aiveTal va uIoBeTel Tnv
NEPIYPAdT| TOU lwawn nou avadpepeTal, Gx1 0Tn oKnvr) Tou EamdAio,
aAAd oTnv idla TNV Kopudaia aTiyur) Tou @giou Madoug, oTn
TTaUPWON: «... EI0TTKEICAV &€ NAPA TwW OTAUPW TOU INGoU N urjtnp
auTou Kal n adeAdr) TNG UNTpog autou, Mapia n Tou Khwnd kal
Mapia n MaydaAnvri». O kpNTIKOG (WYpAdOG NPOCHETEI OTNV
avaypovioTIKT) Napousia Twv ayiwv yuvalkwy kal TNV napdaotacn
TOU €KATOVTAPXOU, av EXTOUUE OTI auTOV aneikovidel o
OTPATIWTIKOG HE TNV aoTpadTePT) cUyXpOovn navonAia nou oTeKETal
oTa &e&ld Tou XploToU aTov nivaka. ‘Onwc Kal ol TpeI Mapieg, o
KEVTUPIWV NAPEUPIOKETO OTN XTAUPWON;: «IdWV &E 0 EKATOVTAPXOG
TO YeEVOLEVOV E60EA0E TOV BEOV Aywv, OVTWC 0 avBpwnog oUTog
dikalog nv» (kata Aoukav, Ky, 47) 1 «aAnbwg o avBpwnoc ouTog
uI6¢ NV ©@€oUn (kaTta MApKov, 10T, 40).

To EondAio bev enaye va Baupdletal and TOTE Nou dnioupyrBnke
Kal 0TOUC alWVEC MouU akoAouBnoav, akopn Kal oTav o dnuioupyog
TOU €iXe NepINECEl OoTNV adavela kal T Arjn. Mol odeireTal n
payyaveia nou ackei navw pag auto To €pyo; Mpiv akoun
NPOAABOUE va dlaBAcoupE To BEua, LONIC avTIKPUCOUE TOV
eNIBANTIKG Nivaka, nou GTavel Ta Tpia PETPA UYPOC, Wia IoXupn)
ouykivnon pac ouykAovicel. H alyxpovn WwuxoAoyia TS avtiAnyng
Kal M LOVTEPVA TEXVN Lag Exouv 0I6AEEI MOON EVEPYEIQ, NOOT
axkTIVOBOAIA Kal NOCo PeydAn dpacTiKOTNTA LUNOPE va NEPIKAEIEN
Hia eviaia enPAvela XpOHATOC. MpwTAywVIOTNC G QUTT) TN HayIKn
ouvBeon eival npaypaTti autog o NopPpupoG Lavdlag, Nou KAAUNTE!
LLE TO TEPACTIO OBAA OXT|LA TOU TO WA TOU XPIGTOU Kal TO KEVTPO
NG ouvBeonc. O TKPEKO ENICTPATEUCE OAN T BEVETCIAVIKN
XPWHATIKN Tou naideia kar codpia, avakailwvrac Tautoxpova
HVIEC and TNV auTokpaTopIkn TExvn Tou BulavTiou, yia va pag
dWoel €va anod Ta Nio EKTUPAWTIKA KOKKIVA TNG {wyPadIKTG OAwV
TWV ENOXWV. ZEKIVOVTAC and NUKVA OTPWHATA anod Kapuivee, nepva
Kal Eavanepva Tnv enipavela e AaloUpeg and apalwpEevo XpwUa
yia va dwoel Ay Kal NOAUTILN udr) oTn «BaciAikr» xAapuda. Me
APAIWEVO AEUKO OXeDIALEl TIC AIYOOTEG OOUIKEC MTUXEC Kal ENEITA
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EomoAio (O diapepiopdc Twv 1patiov
TOU Xp1aToU), 1577-1579 (AeNTOLEPEIQ)
YKkeuodUAAKIo KaBedpikou vaou, TOAESO
Expolio (The Disrobing of Christ)
1577-1579 (detail)

Cathedral Sacristy, Toledo

Photo: A. Pareja

Bivraévrco Avaotdrdi, n. 1575
AASI o€ KauPd, 188 X126,7 €K.
The Frick Collection, Néa Yopkn
KAnpodoTnua Henry Clay Frick

Vincenzo Anastagi, C. 1575
QOil on canvas, 188 x126.7cm
The Frick Collection, New York
Henry Clay Frick Bequest

TIC ENIKAAUNTEI LE Bladavo KivwaBaplt, yia va urn dlatapagel Tnv
nopguUPT] CUVOXT Tou pavdua, nou avayetal o€ cUPBOAO Tou
aipartoc kal Tou naBouc Tng Buaiac.

O EKTUPAWTIKOC KOKKIVOC pavduac payvnTidel To BAEPHA Kal
OUVYKEVTPWVEI OAN Lag TNV Npocoxr 0Tn pWHAAEa Kal yaArvia
HOP®T) TOU XpIioToU, NOU OTPEPEI TO VEAVIKO Kal AnOA®VIO
NPOCWNO TOU NPOC TOV oupavod LE Ta PEyAAa uypd Tou uaTtia
EunAea dakpuwv. Ta unépoxa (wypadiopéva xepla Tou
OeavBpwnou LE evwléva Ta dUo peaaia SAKTUAA, XEIPovoLia mou
xapaktnpiel Tn oupBoAikr] YAwooa Tou (wypddou and Ta
NPWILOTEPA Epya TOU aTnv Kprtn, ekppalouyv Tn yaArvn Kal
ouyxwpnaon. To de&f akoupndel navw oTnv Kapdid, eV HE TO
aploTeEPO EUAOYEl Tov BriIo Nou €TOIRACEI TOV 0TAUPS TOU
papTupiou. Eival n oTiyur} nou akouyetal o Bgiog Adyoc «natep
APEC auToic, ou yap oidaal 11 noloUc. OI YaArVIEC KIVIOEIC TOU
XpioTou €pyovTal o€ Biaimn avTiBeon pe Ta favauoa xepia Tou
dnuiou, Nou e To apIoTEPO TOU XEPI TPABAEI TO OKOIVI, LIE TO OMoio
EXEI DEOEI TOV XPIOTO, EVW LIE TO DEE ENIXEIPEI va TOU APaIPETEI TNV
nopdupa. H avriBeon autr} unoypaupideTal e Toug NapdaAnAouc
Kal 51acTaupoUNEVOUC AEOVEC TwV KIVIoEwY. O BaBunpdcivog
pavoéuag Tou onuiou Tovidel akOun NEPICCOTEPO TO
OULMANPWHATIKO KOKKIVO TOU Iuatiou Tou XpioTou. H aBAnTIKN
Hopdr Tou INooU Bnuatidel Ye yupva nodia navw aTo Tpaxy
€dadog Kal, 6nwe €xel napatnenBei, autr eival n povn avapopa
OTOV MPAaypaTiko XWPo Nou undpyel oTov nivaka. riati 6Aeg ol
LOPPEC auvwBoUVTal OE evav adpnpnUEVO XWPOo, ONWC CUUBaivel
OTIC NOAUNPOOWNEC BULAVTIVEC EIKOVEC. YT HOPPr) TOU dnuiou
avTIBAAAETAl O EKAQTOVTAPXOG LE TNV aoTpadTEPT] GUYXPOVN
navonAia, (wypadIopEVn e EMIGEIKTIKY) LAEOTpia, e avakAAoEIG
OAWV TWV YEITOVIKWV XPWHATWY Kal e AEUKA avTIAapyiopaTa va
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guage since his earliest works on Crete, Christ’s
beautifully painted hands convey serenity and for-
giveness. The right hand rests on the heart, while the
left one blesses the executioner who is preparing the
cross of martyrdom. It is the moment when the
divine words are heard: “Father forgive them; for they
do not know what they are doing”. Christ’s serene
movements come into stark contrast with the execu-
tioner's brutal hands: his left hand pulls the rope with
which he has tied Christ, while the right one tries to
remove his purple mantle. The contrast is intensified
by the parallel and crossing thrusts of movement.
The executioner’s dark-green cloak makes Christ's
complementary red mantle stand out even more.
Christ's athletic figure steps barefoot on the rough
ground; it has been noted that this is the only refer-
ence to real space in the painting. Otherwise, all the
figures are pressed together in abstract space, as is
the case in multi-figure Byzantine icons. The execu-
tioner's figure is juxtaposed to the centurion in shin-
ing contemporary armour, decorated with flamboy-
ant mastery, on which all the surrounding colours
are reflected, and white sheen is placed on the edges
of metal. This is definitely a portrait, and it has been
noted that it bears strong resemblance to Vincenzo
Anastagi, the Knight of Rhodes who participated in
the Siege of Malta, of whom Greco had made a por-
trait while in Rome. This is an interpolated figure,
looking at us as if completely uninvolved in the
action. The rest of the crowd that besieges the



unperturbed Jesus, the “mob”, as the Gospels call it,
encircles him and towers over him in three tiers
above his head, gesturing and mocking him. The
noise climaxes with the clang of arms, whose tips
stand out against the deep blue sky. Painted with
incredible gestural freedom and assurance, each one
of the vulgar faces in the crowd seems to have been
drawn from life. It must be remembered that El Greco
was contemporary to Caravaggio.

At the bottom of the composition, as was typical of
the Mannerists, the Cretan painter placed the half-
length images of the three Marys, perhaps to reflect
the scriptural description that they “watched from
afar” the scene of the drama. Here, Greco has sum-
moned all the gracefulness as well as boldness of his
brush to capture the restrained grief of the three
women’'s noble faces, which were to feature fre-
quently in his later works. He demonstrates special
tenderness in rendering Magdalene, with the lost
profile and reddish-blonde scruffy, girlish hair, and
the braid with the green ribbon. The yellow silk man-
tle with the cubist drapery interplays with the com-
plementary violet of her loose tunic, which barely
covers her firm arm. Her delicate white hand comes
to rest comfortingly on the Virgin's shoulder, covered
with a dark blue maphorion. The executioner's figure,
shown bending to punch the holy wood of the Cross
in extreme foreshortening and compression, balanc-
es both colour- and composition-wise the rich tonali-
ty of the three Marys' clothing. These two groups
form an inverted triangle that guides the gaze to the
purple mantle and the divine figure of Christ. Never
before had Greco an opportunity to demonstrate his
skills at such monumental scale. All his work until
then was in small-scale, portable icons. His confi-
dent, risqué statement before Michelangelo’s Last
Judgment, if we believe Mancini's account, now makes
sense.

On June 15, 1577, Greco finished the painting, in less
than two years and while concurrently working on
the huge commission of the Santo Domingo el
Antiguo. Yet, now began the artist’s bitter disputes

akpokaBifouv oTIG LETAANIKEC aKUEG TNG. To NPOCWNO Nou
aneikovi¢etal €dw eival olyoupa éva NOPTPETO Kal EXEl EMIOTLIAVOE
I EVTOVN OMOIOTNTA TOU LE ToV BivTaogvT{o AvaaTtard, ToV INNOT
¢ MaATac nou eixe wypadioer otn Poun. MpokeiTal yia eva
NPOCWNO NAPEUBANTO NOU HaC aTeVidel EVTEAWG ALETOXO OTN
dpdan. To undAoino NABog Nou NONIOPKET Tov aTdpayo Inoou, N
«oneipar, OGNwC TNV anokaiouv Ta euayyenia, cuvwaoTideTal yUpw
TOU KAl MUPYWVETAI O TPEIC GEIPEC NIO NAVW and To KEGAN Tou,
XEIPOVOWVTAC Kal YAeualovTac. H ¢pacapia anokopudwvetal and
TNV KAGyyr] Twv OnAwv, NoU NpoAAOUV TIC AIXEC TOUC OTOV
BaBuyaiadlo oupavo. KaBeéva and Ta ayopaia npécwna Tou
nArBouc, (wypadIoLEva LE anioTeUTN XeIPOVOopIakr) eEAeuBepia kal
olyoupld, daiveTal va gxel heAeTnBel ek TOU GuaikoU. TiaTi dev
npenelva Eexvoue 0TI 0 MKpEKO eival aUyxpovog Tou Kapafatdio.

$T0 KATW HEPOC TN OUVBEDNC, OE NIITON, «ev aBUccwn, ONWE TO
ouvr|B1Zav ol LavIePIOTEG, O KPNTIKOG {wypAPOC TONOBETNAE TIC
TpeI Mapieg, iowg BEAovTag va unoBdAel Tnv 16€a OTI «paKpOBeV
Bewpovoav» TN oknvr) Tou dPARATOC, ONWC aAvaPEPE! TO EVayyE-
ANlo. O [KPEKO EMIKAAEOTNKE E6W OAN TNV aBpoTnTa Kal padi Tnv
TOALIN TOU XpWOTHPA TOU, Yid va anodWael T cUyKPATNHEVN
BAIN TwV EVYEVIKGV NPOCONWVY TWV TRIWV YUVAIKWV, Mou Ba TIg
&avaouvavTnooue apyoTePA O€ MOMG €pya Tou. IdiaiTepn Tpu-
depOTNTA EKONAWVEI (wypadidovTac T MaydaAnvr LE TO XaLEVO
NPOGIA Kal TNV EaVBOKOKKIVN KON, LE TO ATNHEANTO KOPITOIOTIKO
XTEVIOUA Kal TNV NAeEoUda e To NPAcIvo KopdeAAKI. O KiTpIvog
HETAEWTOC Havouag e TIC KUBIOTIKEG MTUXEC OUVOIIAE] LIE TO
OUUMANPWHATIKO IOOEC TOU AEPIVOU XIT®VA TNG, NOU HOAIG KaAU-
nTel TOV oPpIyNAG TN Bpaxiova. To Acukd aBpo TG XEP! EPXETAI Va
aKOUWUNTOEI NapnyopnTIKA NAavw aTov WUo Tn¢ Mavayiag, nou
kaAunTeTal e éva Babuydhalo padoplo. H popdr) Tou dnuiou,
Mou OKUBEl yia va TPUMNOEl TO Tio EUAO Tou ¥Taupou, Kal nou
EXEI ANEIKOVIOTEI OE TOAUNPOTATN KAl GUUMIEGUEVT NPOOMTIKN)
ouvidnan, avtioTaBicel CUVBETIKA Kal XpWHATIKA, LE TNV nAouaia
TOVIKOTNTA TwV EVOUUATWY TOU, TIC TPEIC Mapiec. Ta duo auTa
oUvoAa oxnuatidouv éva avtioTpodo Tpiywvo, mou odnyei To
BAEIA NPOC TOV MOPPUPO XITWVA Kal NPOG To BEi0 NPOCWNO Tou
INooU. MoTE AANOTE 0 MKPEKO BEV EiXE TNV EuKaIpia va anodeiel TIG
IKQVOTNTEG TOU WC LVNIEIaKOC (wypadoc. OAa Ta €pya nou €ixe
GINOTEXVIOEI WG TOTE NTAV POPNTOI NiVaKeG LIKPOU LEYEBOUG.
Tpa HNopoULE va KaTAaAABOUE Tn YELATN auTonenoiBnon Kal
anokoTIa dMAwOoT) Tou npoaTtd oTn Asutépa Mapouaia Tou MixanA
Ayyehou, av dexTOUE TN LapTupia Tou MavTaivi.
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EXITOAIO

(O ATAMEPIZMOX TON IMATION TOY XPIZTOY)

LKEYO®YAAKIO KAGEAPIKOY NAOY, TOAEAO

EXPOLIO
(THE DISROBING OF CHRIST)

CATHEDRAL SACRISTY, TOLEDO

>TIC 15 louviou Tou 1577, 6€ AIyoTEPO and GUO XPOovia Kal VK
napaMnAa oAoKANpwvVeE TNV TEPACTIA napayyeAia Tou Ayiou
Aopnvikou Tou MaAaloy, To €pyo NTAV ETOILO. EdW OLWC
apxidouv ol NePINETEIEC TOU {WYPAPOU LE TOUC NapayyeANOdOTEG
TOU, MOU ELLEAAE va TOV GKOAOUBTI00UV wC TO TEAOC TNC {wr|C
TOU. O FKPEKO, NOU €iXe yvwpioel TNV KaTa&inon TnG wypadIikrg
w¢ EAeUBEPNC Texvng otnyv ITaAia, apvioTav va cupBifacTei pe
TO pECAIWVIKO oUoTNHa unoAoyiopoU TNE agiac Twv Epywy nou
eniinve oTo KABUOTEPNLEVO KAMITEXVIKA TOAESO. META TNV
anonepATwon Tou EamdAio, o TKpEKO OPICE BUO EKTIUNTEG, MOU
EKPIVAV NWC «TO Heyaleio, n (wypadikr) noidéTNnTa Kal To Beua
TOU €PYOU ToU €divav TO0O0 LEYAAN agia, nou 6ev unopoUce va
UNOAOYIOTEI. AOYyw OHWC TNC dUOKOAIAC Twv Kalp®V Kal
AapBavovrac unoyn TIC TILEC MOU MANPWVOVTAv yia availoya
€pya», NpoTeivouv va 080UV aTov KaAITEXVN 900 doukdTa. Ol
EKTIUNTEC MOU OPIoE 1) KaBedpikry Bpiokouv TNV TIUT) unepBoAIKT
KAl «<EKTOG AOYIKT|G» KAl QVTINPOTEIVOUV [IA TIUN NOAU KATWTEPN,
LOAIC 227 doukdTa. MNpocBeTOUV LAAIOTA OTI «TO EPYO EXEI
Kanola eIkovoypadika Adén avappoaTa npoc To B€pa, Ta onoia
NPOGRAANOUV TOV XPIOTO, ONWC Ol TPEIG 1] TECCEPIG KEPAAEC KAl
Ta duo Kpavn nou BpickovTal Navw and To KEGAAI Tou Inoou,
kabwg kal n Mavayia kal ol Mapiec nou eikoviovral 6w, EVW
dev rjTav NapoUCEeC OTn OKNVT) auTr cURGWVA E Ta EUayyENQy.
Ta «AdBn» auta npénel va 6lopBwBouv, anodpaivovTal ol
EKTIUNTEG.

O lKpEKO ayavakTei kal apveital va SexTel TNV TANEIVWTIKT] QUTT)
eKTiUNON. ETol opideTal véog emidialTnTng. O AANEXO VTE
MovToyia €ivalr akopn nio ENAIVETIKOC 0Ta aXOAId TOU yia TOV
nivaka: «H wypadikr) auTr €ival anod Ti¢ KAAUTEPEC MOU EXW OEl
NOTE KAl av rjTav va anoTiunBei eival TOOO LIEYAAEG OI APETEC TN,
WOTE TO N00O Nou a&icel eival Tooo uwnASG nou Aiyol 1y kal
kavevag dev Ba pnopouace va To NANPpwoel. ANG AapavovTag
unoYn TNV KATAoTAoN TWV KAIpWV Kal TIC TILEC Mou divovTal yia
nivakec ano peydioug (wypddouc oTnv KaoTiAn, opiloupe OTI
npénel va nAnpwBouv oTov Aournviko @eoToKONOUAO 318
doukarar. Oco yia Ta ikovoypadikd Aaen, o Movtoyia Bewpei
OTI NPENEl va Ta Kpivouv apuodiol Beoloyol. O TKPEKO deV
OUUQWVE( Kal apveital va napadwael Tov nivaka, napoAo nou
€YEl AdBel W¢ npokaTtaBoAr 150 doukdTa. MnpooTd OTOV
dlkaoTr, 6nou odnyeital, deixvel Tov unepndavo Kal
acupBiBacTo xapakTtripa Tou, 0Tav ApVEITal va anaviroel oTny
EPWTNON UE Nolo okond 1pbe oto ToAESO. «Agv €ipal
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O Ayloc INdepdvaoc b€xeTal To dlgid Tou, 1585-1587
MoAUXpwHN EUAOGYAUNTN OUVOEDN, 87X 110 X 20 EK.
YKEUOPUAAKIO KaBedpikou vaou, TOAESO

The Bestowal of the Chasuble on Saint lldefonsus, 1585-1587
Polychrome wood and estofado, 87 X110 X 20 cm

Cathedral Sacristy, Toledo

Photo: A. Pareja

with his patrons, which were to pursue him through-
out his life. Greco, who in Italy had experienced the
recognition of the painting as belonging to the
Liberal Arts, refused to compromise with the medie-
val system of valuation that was still in effect in artis-
tically backward Toledo. After the completion of the
Expolio, Greco appointed two experts, who concluded
that “the magnificence, extraordinary quality and
subject matter of his work made its value incalcula-
ble. Yet, taking into consideration the circumstances
and the prices paid for similar works,” they recom-
mended that the artist be paid 9oo ducats. The
experts appointed by the cathedral found the sum
exorbitant and “beyond reason” and counter-offered a
much lower price, a mere 227 ducats. They even
added that “there are in the painting certain icono-
graphical errors inappropriate to the subject, which
are insulting to Christ, such as the three or four
heads and two helmets that are above the head of
Christ, and the Virgin Mary and the Marys who are
featured here although not present at the scene
according to the scriptures.” These “errors” should be
corrected, the experts pointed out.

A furious Greco refused to accept the humiliating val-
uation. Thus, an arbitrator was assigned. Alexo de
Montoya's assessment of the painting was even
more glowing: “This painting is among the best |
have ever seen, and if it were to be valued on the
basis of its virtues the amount that it is worth would
be so high that few, if anyone, would be able to
afford it. Yet, taking into account the circumstances
and the prices paid for paintings by great painters in
Castile, we recommend that El Greco must be paid
318 ducats.” As for the iconographic discrepancies,
Montoya felt that they should be assessed by compe-
tent theologians. Greco did not comply, and refused
to hand over the painting, although he had received
150 ducats in advance. Brought before the judge, he
demonstrated his proud and uncompromising char-
acter by refusing to answer the question what his
purpose was for coming to Toledo. “I do not have to
give an account why | came to this city and | will not



answer any other question, as | am in no way obliged
to do so." He eventually compromised with a valua-
tion of 350 ducats and delivered the painting, with
minor corrections: recent restoration has revealed
that the painter had slightly moved the holy women,
S0 as to appear as watching the scene from afar. He
was later commissioned to design and execute the
precious sculpture and gilded carved altarpiece and
composition with Saint Ildefonsus receiving a chas-
uble from the Virgin in gold-trimmed vestments,
placed at the base of the retable. El Greco received
the generous payment of 535 ducats for this commis-
sion, which was completed in February 1587. Today,
only the relief, and not the altarpiece, survives.

The Expolio had become legendary already in the
early 17t" century. At the time of building the impos-
ing room of the Sacristy (1593-1617), where the Cretan
artist’s moving masterpiece still is today, Juan
Bautista de Monegro wrote that the paintings and
sculptures to decorate the refurbished room “had to
be of very high quality because of the existence there
of the altarpiece with the Disrobing of Christ, a life-
size painting by the hand of Domenico Greco, the
greatest ever made”

UNOXPEWHEVOG Va dwow Aoyaplacpé yiaTinpba o’ auTr) TRV noAN
Kalyla 6Aa Ta dAAa nou Ba e pwTroeTe dev Ba anavrow, yiaTi
TINOTE OEV UE UNOXPEWVEI VA TO KAVW». TENIKA cUpBIBAleTal LE
Hia TEAIKT) EKTIUNON 350 OOUKATWV KAl napadidel Tov nivaka pe
NoAU LIKPEG BI0pBWOEIC: NPAyHaTi, 0 NPOCHATOC KaBapiopog
TOU £pyou anédel&e 0TI 0 (wypadog LETAKIVOE EAADPOTATA TIC
AyIEC Yuvaikee, yia va deixvouv 0TI napakoAouBouv T oknvr)
and pakpld. Apyotepa Tou avebBeaoav va oxedldoel kal va
EKTEAECEI TO BapUTIHO YAUNTO Kal ENIXPUCO EIKOVOOTACIO Kal
NV EUAOYAUNTN cUvBEaT UE Tov Ayio INSEPOVOO va dEXETAl Ano
TN ©E0TOKO TO XPUCOMOIKIATO AUPIO TOU, MOU TONoBeTHONKE
oTn Paon Tou nivaka. Ma Tnv napayyeAia auTry, nou
ONOKANPWBNKE TOov DEBPoUAPIO TOU 1587, O TKPEKO EAABE TN
yevvaia apoifry Twv 535 S0UKATWY. YrjueEpa owleTal HOVO TO
avayAu®o, aAAa OxI TO EIKOVOCTACIO.

To EamoAio eixe yivel BpUAoc 1idn and TIg apXeC Tou 172 alwva. Tov
Kaipd nou katackeuacloTav n emiBANTIKR aiBouca Tou
YkeuopUAakiou (1593-1617), ekl GNou GUAAcoEeTal akoun Kal
OTNEPA TO GUYKAOVIGTIKO aploToUpynpa Tou KpnTikou
{wypagou, o Xoudv MnaouTioTa vie MOVEYKPO Eypade OTI Ta
€pya Kkal Ta YAUNTA Nou ENpPENE va Tnv 81aKooUnoouv, OpeiAav
va gival noAU uynAng noiétnTac, yiati exei BpiokdTav TO
€IKOVOOTAOIO LE TOV AlQUEPIOUO TwV IpaTiov Tou XpioTou, Wia
(wypadikr ouvBeon pucoikoU peyeEBoUC and To XEPI TOU
NTOUEVIKO [KPEKO, N KAAUTEPN MOU EYIVE MOTEN.
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SANTO DOMINGO
EL ANTIGUO, TOLEDO

The Holy Trinity, 1577-1579
Oilon canvas, 300 x179 cm
©Madrid, Museo Nacional del Prado
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ATTOX AOMHNIKOX
O ITAAAIOL, TOAEAO

SANTO DOMINGO
EL ANTIGUO, TOLEDO

ZTIC 8 AuyoUOTOU TOU 1577, €va WUrjva PeTa Tnv unoypadrn
TOU oupBoAaiou yia To EamdAio (2 louNiou 1577), 0 veodep-
HEVOG KPMTIKOC (wypddog dexeTAl TNV napayyeAia yia eva
ano Ta nio onpavTika oUvoAa nou eUeAAE va (wypadioel oTo
ToAEd0o: Ta Tpia eiIkovooTdaola Tou Ayiou AOUNVikou Tou
MaAaloy, nou kaBodhou Sev \Tav naralog, adou XTICOTav Tov
610 KaIpd NAVW O€ 0XEDIA TOU KAAGIKIOTT apXITEKTOvVA TOU
EokopldA, Xoudv vTe XepEpa, AUAIKOU KAAANITEXVN Tou
®IAinnou B'. EpyoddTNC TOU iTAv Kal NAAI 0 NPWTONPECBUTE-
poC TNG KaBedpikrc NTov NTIEyko vTe KaoTiyia, nou eiyxe
napayvyeilel kal To EgnmdAio. O NTIEYKO riTav NaATEPAC TOU
nioToU diAou Tou Aouic vTe KaoTiyla. Kal 5w Oev EXOUE TNV
napapikpr ap@ifoAia yia Tnv EUVOIKr) LECOAABNON TOu GiAou
ToU, adou o NTov Aouig unoypddel oTIc 8 AUYOUGTOU TO VN)-
HOVIO TNC napayyeAiac Twv oKT®W NIVAKwY Nou npoopiovtav
va KOOWT|O0UV TOV KEVTPIKO BwHo Kkal Ta U0 nAaiva €1Kovo-
oTaacia Tou Ayiou Aopnvikou.

EvTUnwon npo&evouv LEPIKEC IBIAITEPEC PNITPEG TOU LIV LOVI-
OU MOoU ouvavToUWE Kal oTnv ITaAia oe cupBoAala noAu oid-
onpwVv wypadwyv: «o AOUNVIKOC ODEINEl va OAOKANPWOEI
TOUC OKTW Mivakec o {d1o¢ npoowniKkd... yiaTi av Tou avaTenn-
KE AUTO TO €pyo Efval yiaTi eival EakouaToC yia TNV TEXVN Kal
TN 0€&16TNTA TOU Kal yI' aUTO TOV AOYO €UNICTEUTHKALE TIC
IKQVOTNTEC TOU, MOU oudeic AANAOC UNOPEI va unokaTaoTn-
o€y, Eival autovonTo: kaveic AANoC dev ywwpIZe TN Gripn Kal
dev LMopouae va eyyunBei yia TIC IKavOTNTEC TOU EEVOPEPTOU
{wypadou, napd Hovo KANoIoG NOU ToV €ixe yvwpioel aTn
Pwn, 6Nw¢ nrav o Aouic vre KaaTiyia, nou gaiveTal va LEeTe-
dwaoe ToV idlo0 evBouaclaopud kal aTov natepa Tou NTov
NTIEYKO. Mia AA\n avadopd oTo UVNUOVIO adrivel va pavTe-
WOULE NWC 0 TKPEKO BEV €ixE oKOMO va eykaTacTabel povipa
070 TOAEGO, [Ia KAl 0 VOUG Kal 0l NPOCOOKIEC TOU rjTavV OTpa-
HEVEC 0TNV auAn Tou @iAinnou B' oTn Madpitn kal oto
EakopldA, 6nou NAniZe va e£acdalioel onpavTIKEG BACIAIKEG
napayyeAiec. O Aouic @aiveral va yvwplle TIC NPOBECEIC TOU
(wypddou Kal yI' autd GPOVTICE va NApel Ta PeTpa Tou: «O
AOUTVIKOC ODEINEI Va apyioel TO €py0 Kal va TO OAOKANPWOEI
Xwpic dlakonr) o€ autnyv €6 TNV NOAN, To TOAESO, Kal HEV EMI-
TPENETAI VA LETADEPEI TOUC NIVAKEG KAl VA TOUG TEAEIWOEI O
AM\O LEPOCH. EKTOC and Toug nivakeg, o (wypddoc averapBa-
VE VA QIAOTEXVIOEI KAl TA NPOOXEdIa Twv NEVTE EUAIVWV ayai-
ATV NOU KOOLOUV TOV KEVTPIKO BWUO UE TOUC dUO Npodr-
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EowTePIKO TOU Ayiou Aopnvikou Tou MaAalioy, ToAESO

Interior of Santo Domingo el Antiguo, Toledo
Photo: A. Pareja

Mpoéooyn Tou Ayiou Aounvikou Tou MNMaAaioy, TOAESO

Facade of Santo Domingo el Antiguo, Toledo
Photo: A. Pareja

On August 8, 1577, one month after signing the
contract for Expolio (July 2, 1577), the newcomer
Cretan painter received the commission for one of the
most important ensembles he was to paint in Toledo:
the three altarpieces of Saint Dominic the Old (Santo
Domingo el Antiguo), which was not old at all, as it
was being constructed during the same period, to
plans by the neoclassicist architect of the Escorial,
Juan de Herrera, artist in the court of Philip Il. The
Dean of the Toledo Cathedral, Don Diego de Castilla,
who had also ordered Expolio, was once again his
employer. Diego was the father of his faithful friend,
Luis de Castilla. There is no doubt about his friend's
favourable intercession, since on August 8 Don Luis
signed the memorandum of the commission for the
eight paintings intended to decorate the main and
two lateral altarpieces in the Santo Domingo.

Some of the clauses of the memorandum, also
encountered in contracts of very famous painters in
Italy, are impressive: “Domenikos must complete the
eight paintings in his own hand ... since this project
has been assigned to him because he is renowned for
his craft and skill, and it is for this reason that we have
put our trust in his abilities, which no one else can
replace.” Obviously, no one else knew of the foreign
artist's reputation or could vouch for his capabilities
except someone who had known him in Rome. This
was the case with Luis de Castilla, who seems to have
transmitted his enthusiasm to his father, Don Diego.
Another reference to the memorandum suggests that
Greco did not plan to settle in Toledo, since his mind
and expectations were set on Philip’s court in Madrid
and the Escorial, where he hoped to secure important
royal commissions. Luis seems to have been aware of
the artist's intentions and was therefore cautious:
“Domenikos must begin his work and complete it
without interruption in this city, Toledo; he is not
allowed to move his paintings and finish them
elsewhere.” In addition to the paintings, the artist was
also commissioned to produce preliminary designs for
the five wooden statues that adorn the main altar,
two of prophets and three of theological virtues. The



TEC KAl TIC TPEIC BEOAOYIKEC APETEC. T AAEEUOT) TOUC O€ EUAO
aveAae o apxITEKTOVAG Kal yYAUNTNC Xoudv MnaouTioTa vTe
MOVEYKPO. £T0 onIcBOPUANO TOU pvnpoviou o NTIEYKO VTE
KaoTiyia ouvTtacaoel Kal unoypd®el ToO CUUBOAAIO LE TOV
(wypddo, 6nou npocdiopidovtal Ta BEPATA TWV EPYwWV Kal
opiceTal n apolfr) Tou (1.500 doukdTa, Nou o id10¢ 0 MKPEKO
Ba Ta UEIVOEI OE 1.000 GE EVOEIEN EUYVWHOCUVNC).

O kTriTopag Tou Ayiou Aopnvikou, NTov NTIEyKO VTE
KaoTiyia, npodpide Tov vaod yia Tadiko napekkAnaolo Tng Adva
Mapia vte ZiABa, dwpriTpiag Tou povaoTnpioy, Nou Tov Eixe
opiogl EKTEAEDTT) TNG d1aBNKNG TNC, aAAa kal Tou 16iou Kal
TNC OIKOYEVEIAC TOU, Kal akpIBWC auTr n Xprjon npoodidpioe
TO €IKOVOYPAdIKO NPOYPALHA TWV EIKOVOOTACiwv. H evaadp-
Kwon TOU fwTnpa, Nou avTinpoowneveTal and Tnv
[MpookUvnan Twv MoIPEV@WY TOU aploTEPOU EIKOVOOTAGIOU, KAl N
AvdoTaon, nou aneikovidetal oTo 6€€10 €IKOVOOTAGCIO, OUVA-
dOUV HE TOV XapakTnpa evoc tadikoU napekkAnaiou. O
KEVTPIKOC BWUOC CULNANPWVEI AUTO TO NPOYyPAUaA LE TNV
KUpla €lkOva Nou aneikovidel TNV AvdAnyn Tneg ©€oTokou Kal UE
Hia npwtoTunn Beopavela TN Ayiac Tpidéac nou eNICTEPEI TO
€1KOVOOTACI0: N Bucia Tou @eavBpwnou cupBoAieTal E0W
LE TOV VEKPO XPIOTO «EVBPOVO» OTIC AyKAAEC TOU BeikoU
rarepa KaTw ano Tn GwToxuoia Tou Ayiou MveupaTog Kal ev
HEOW BpnVwdwV ayyeAwv Ue Beonéaia veavikr) opopdid. To
OWTNPIOAOYIKO NPOYPaApHa TNe eiIkovoypadiag ocupnAnpwon-
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To Ayio MavoriAiov
amd Tov Ayio Aopnviko Tov [MaAaid

(To MavénAiov Tne Ayiac Bepevikng), 1577-1579
Aadi og EUAO
1810TIKA GUANOYT

The Holy Face
from Santo Domingo el Antiguo

(The Veil of Saint Veronica), 1577-1579
Oil on board
Private collection

KE apyoTeEPA e TN BulavTivopopdn ikdéva Tou XpIoToU OTo
Mavéridiov Tne Ayiac Bepevikne. Tnv «acnida», navw oTnv onofa
exel CwypadioTei n Bela popdr), avakpatolv duo ayyeAONOU-
Aa nou oxebiace o MkpEKo, AAAG Ta AA&guae 0 i610G YAUNTNG
MOU EKTEAETE KAl TA EIKOVOOTACIA.

H ANAAHWH THX © EOTOKOY

H AvdAnyn tnc ©eotokou (lvoTiToUTo TEXVNG, XIKAYO), N UvN-
LEIDONC oUVBEOT MOU KATEXEI TNV KEVTPIKT) BE0T 0TO LEYAAO
€1KOVOaTAaIo, padi Ye TNV unepkeipevn Ayia Tpidéa, €ival Ta
aploToupyrpaTta Tou cuvoAou. To NPWTO NPAypa nou eviu-
NWOoIAdel OTIC OUVBETEIC AUTEC €ival TO ENIBANTIKO TOUC LIEYE-
Bo¢, 4 kal 3 LETPA avTiaTolxa, Mou dev eixe NPONYOULEVO OTN
dnuioupyia Tou MKPEKO WG TOTE. KUpiwg, OPWE, Hag EKNATIO-
OEI T Olyoupld UE TNV onoia avTIpeTwnidel auTr) TNV NPOKANoN
0 (wypddog, oav ETOIPOC anod Kaipo. Edw pnopoupe va
davtaoToUpe NOCO AC0PUKTIOUGE O KAANITEXVNC OTNV ITaAia
E TIC IKPEC NapayyeAiec nou dev Tou ddnvav nepiBwpia va
avanTuE&el kal va avadeiel TIC IKavOTNTEC TOU OTN UVNUEIAKT)
KAipaka.

H AvdAnyn Tng ©goTdkou eUNVEETAl and TNV avaioyn cuveeon
Tou TITGIAvo oTNV ekkANncia Twv ®papl otn BeveTia. O xopog
TWV LabnTov, n 6papatikoTnTa OTIC OTACEIC KAl TIG XEIPOVO-
Hiec Twv anooToAwy, Nou 0dnyouv To BAEUa Tou BeaTr] Nnpog
TNV Mavayia, €ival napdAnAa kar ota dUo €pya. Kal 6w TO
XPUOOKITPIVO GwC Tou BaupaTog diadpapatifel avaloyo Ael-
TOUPYIKO POAO: EAAPPWVEI TN OUVBEDT Kal EAKEI TN LOPHN
¢ Mavayiag npog Tov oupavo. Or avaloyiec woTooo oTapa-
ToUV €6W. ¥TOV [KPEKO O XWPOC Eival aBadbric, Teivel va TauTI-
oTel He TN Cwypadikr) ENIPAVEIa, ONWE TO ANAITOUOE N LAVIE-
PIOTIKN aloBnTikr kal n BulavTivr) nponaideia Tou (wypddou.
Ol LopDEC TWV ANOCTOAWY cUlNIECOVTAl OTO NPWTO ENINESO
Kal EXoUV apecoOTEPN Enadr KE Tov BeaTn. Tov SeUTEPO
AnooToAo and aplioTepa avayvwpileTal | npocwnoypadia
TOU KaMITEXVN. O1 OTACEIC LIE TOUC CUVEXEIC Y1aouoUc Kal TIG
EVTOVEC MNPOONTIKEC GUVICNOEIC, N CEPNAVTIVOEIONC Kivnan
(figura serpentinata) kal ol HopPEC Mou NEPIBIvVOUVTAl, ONWG
ol PAOYEG, ekPPAlOUV TO 16AVIKO TNC LAVIEPIOTIKIC XAPITOC
(grazia). OI LopPEC TOU OEOTOKOMOUAOU OTA WPILOTEPA EPYa
TOU TEIVOUV NpAaypaTi va TauTIoToUV LE TO €idwA0 TNG GAO-
yac. H nTuxoAoyia KpUCTAAAWVETAI O€ YWVIOON YEWUETPIKA
oxnuara, onwg otn Bulavtivr) TExvn. AEUKEC AAUPEIC Slaxeo-
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architect and sculptor Juan Bautista de Monegro was
commissioned to carve them in wood. On the back of
the memorandum, Diego de Castilla drew up and signed
the contract with the artist, stipulating the subjects of
the works and the artist's remuneration (1,500 ducats,
which Greco himself reduced to 1,000 in gratitude).

The founder of Santo Domingo, Don Diego de Castilla,
intended the church as a burial chapel for Dona Maria de
Silva, benefactor of the convent, as executor of her will,
as well as for himself and his family, and it was this use
that determined the iconographic programme for the
altarpieces. The incarnation of the Saviour, represented
by the Adoration of the Shepherds on the left altar and the
Resurrection on the right one, are consistent with the
character of a mortuary chapel. This programme is
completed in the main altar, with the main painting,
featuring the Assumption of the Virgin, and an original
Epiphany of the Holy Trinity that crowns the altarpiece:
the sacrifice of Christ is symbolised here by the dead
Christ “enthroned” in the arms of the heavenly Father
under the light of the Holy Spirit in the midst of
mourning angels of exquisite youthful beauty. The
soteriological iconographic programme was later
completed by the Byzantine-style icon of Christ on Saint
Veronica's Veil. The escutcheon on which the divine figure
has been painted is held by two cherubs designed by
Greco but carved by the same sculptor who carved the
altarpieces.

THE ASSUMPTION OF THE VIRGIN

The Assumption of the Virgin (The Art Institute of
Chicago), the monumental composition crowning the
large altarpiece, together with the Holy Trinity, above it,
are the masterpieces in this ensemble. The first thing
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The Assumption of the Virgin, 1577-79
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that strikes us in these compositions is the imposing
size, 4 and 3 meters respectively, which was
unprecedented in Greco’s production. Yet, we are even
more astounded by the confidence with which the
painter took this challenge in his stride, as if long
prepared. It is easy to imagine how suffocated the
artist must have felt in Italy, where he received only
minor commissions, which did not enable him to fully
develop and showcase his skills at a monumental scale.

The Assumption of the Virgin was inspired by a similar
composition by Titian in the church of the Santa Maria
Gloriosa dei Frari in Venice. The chorus of the disciples
and the dramatic poses and gestures of the apostles,
which lead the viewer's gaze toward the Virgin, are
similarin both paintings. Here, too, the golden light of
the miracle serves a similar function: to lighten up the
composition and draw the figure of the Virgin toward
the sky. This is where the similarities end, however. In
Greco's painting, the space is shallow, almost identical
with the painting surface, as required by mannerist
aesthetics and the artist's Byzantine training. The
figures of the Apostles, densely arranged in the
foreground, are more directly in contact with the
viewer. The second Apostle from the left has been
identified as a portrait of the artist. The poses, with
their persistent contrapposto and dramatic
foreshortening, the serpentine movement (figura
serpentinata) and the swirling forms, reminiscent of
flames, reflect the ideal of mannerist grace (grazia).
The figures in the works of the mature El Greco do in
fact tend to resemble completely the form of a flame.
The drapery is crystallized in angular geometric
shapes reminiscent of Byzantine art. White flashes
strike like lightning on the "metallic” drapery.
Dominated by cool blues paired with yellow, green,
orange, carmine red and violet, the artist’s bizarre
harmonies have already begun to manifest
themselves in the pure, gleaming colours. Similar
colour schemes have been uncovered by the
restoration of the Sistine Chapel ceiling frescoes.
Although criticized by Greco for his inexperience in
handling colour, Michelangelo seems to have influenced

VTal NAVW OTIC «UETANNIKECHY MTUXEC 0Av ACTPANEG. Ta XpwUa-
Ta, kaBapda kal Aapnepa, Exouv rén apxioel va otoixeloBe-
ToUV TIC napado&eg apuoviec Tou (wypddou, ONou Kuplap-
XouUv Ta Puxpa yahddia (euyapwiéeva LEe kiTpiva, npdcoiva,
NOPTOKAAIA, KOKKIVEC KAPKIVEC Kal 10081. O KaBapiouog Twv
vonoypadiov Tng opodric Tng ZigTiva anokaAuye avaioya
Xpwpatika oxnuara. O MixanA Ayyehoc, napa 1o OTI enikpi-
BnKe and Tov TKPEKO yia TNV aneipia Tou oToV XEIPIOUO Tou
XpwHaTog, ¢paiveTal va ennpéace Tov KpnTiKO OTIC XpWHATI-
KEG TOU auluyieg. Kal ol duo KaANITEXVEG EKONAWVOUVY TNV id1a
ayann yia Ta «geravbouvrar, 6Nwc Ta ovoudlouv ol apyaiol,
Ta updacpata nou ahAalouyv xpwparta and To pwc oTn oKid.
O enIBANTIKOC nivakag unoypadeTal Ye tTnv napdadoén
apxalonpent peyaloypdpparn unoypadr] mou anokaiu-
®Onke kal otnv Koipynan tnc ©eoTdkou TNG ZUPOU:
AOMHNIKOC @EOTOKOMOYAOC O AEIZAC (auTocg nou
anokdAuye). Eival apaye Tuyxaio; ¥Tnv e€ikéva Tng
EppoUnoAng exoupe Tnv Koiunon Tng @€0TOKOU Kal OTOV
Ay10 AOUNVIKO TNV AVAAnyn Tnc.

H ATIA TRIAAA

To dA\O aploToupynpa Tou cuvoAoU Tou Ayiou Aopnvikou
eival n Ayia Tpiddéa (Mouoeio Mpado, MadpiTn). Evac Xopog
oTPOBINICOLEVWVY ayYEAWV MEPIBAAAEI TO KEVTPIKO CUUMAEYLQ
TOU al®viou Matépa, nou unofactadel TO YURVO ayaAudTivo
owpa Tou vekpoU XpioToU, evog XpioToU-AnoAAwva. O
©E0TOKOMOUAOG E6() GUVAVTA TOV XPIOTIAVIKG NAyaviouod Tou
MixanA Ayyélou. To cwpa Tou XpiotoU akohouBei T oepna-
VTIVOEION KaTappeouoa Hopdr Tou VekpoU XwTrjpa anod To
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YAURTIKO cuvTaypa Tng MMerd otnv KaBedpikr Tng
dAwpevTiag. To EpACIo OWUA TOU XpIoToU, 1) TEAEIOTEPN
avaTopIKA pop®r nou EnAace o MKPEKO, EUNVEETAl ano
apxaia npoTUNQ KAl anoTeAEl pia aAnBivr) Cwypadikr| dlakr-
pUEN Twv apXwv Tng ITaAikric Avayevvnong. O wypddog
ELEANE EKTOTE va eykaTaAeiPel Tov KAAaoIKO Kavova yia va
BubBioTei aTov IAlyyo Twv NPOCWRIKWV TOU avalnTrioewy. H
oUvBean, pnopei va epnveeTal ano diagopa npoTuna, ahAa
EXElI anoKTroel dANO duvapiouo oTov Mkpeko. To cuvTtaypa
TV LOPPWV GNOVOUADVETAI ENAVW G €Va OXNHa xiaopou nou
ToviCeTal 0To Avw UEPOC TNC oUvBeonc and dUo cuvveda
cedin\wpéva agav ¢TepoUyeC. H nepioTeEpA Tou Ayiou
Mveupatog eyypapeTal Leca oTO avdoTpopo TPIywvo nou
aprvouv avdpeod Toug Ta NTepuyopopda ykpida cuveda,
€va TPiywvo eUnAew and NOPTOKAAOXPWHO PwC. Kal edw ol
anpoOBAENTEC XPWLATIKEG APUOVIEC, BUVATEC oav Wiav opxr-
OTPA UE KPOUOTA — XpUOONPACIVA UE HEVEEENIA, MOPTOKAA LIE
10O, UNAE PE KiTpIva, podiva Ue Aeuka — pac Bupidouv Evro-
va TIG YIBUAAEC Kal Toug MpodnTeC TNC KanéAa Xi€Tiva peTa
ToV KaBapiopo ano TNV alBaAn Twv alvwy.

To peyarelwdeg ouvoAo Tou Ayiou Aounvikou Tou MaAaiou,
LLE TOUC €VVEQ MivaKkeg, OAOKANpWONKE ae GUO ¥xpovia Kal
EYKAIVIAOTNKE TOV ZENTEUPBPIO TOU 1579. AC KNV EEXVOULE OTI
Tov (610 KaIpd o TKPEKO CwypAdIle KAl TO CUVTAPAKTIKO
EgnoAio, nou eixe oAokANpwBOei Tov louvio Tou idlou xpovou.
ANNBIva anioTeuToc dnuioupyikoc oioTpoc! H ¢iAia Tou Aouic
vTE KaoTiyla kal n unoatnpIEn Tou natépa Tou NTov NTIEYKO
NPOG TOV AOUNVIKO TOU £€acdAaAlicav To MPOVOUIO va TadeE(
OTNV EKKANGIa Nou €PpePe TO GVOLA TOU Kal mou prAo&evouoe
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Marble, H. 226 cm

Museo dell'Opera del Duomo
Florence
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H Ayia Tpidéa, 1577-1579
(AenTopEpeElq)

AAbI o€ KauBa, 300 X179 €K.
Mouoeio Mpddo, Madpitn

The Holy Trinity, 1577-1579
(detail)

Oil on canvas, 300 X179 cm

© Madrid, Museo Nacional del
Prado

the Cretan painter in his colour combinations. Both
artists expressed their love for iridescent fabrics, which
ancient Greeks called peravBouvta, which change colour
from light to shadow. The imposing painting, now in
the Art Institute of Chicago, is signed with the curious
archaic majuscule signature also present in the
Dormition of the Virgin on Syros: AOMHNIKOC
OEOTOKOMOYAOC O AEIZAC [Domenikos
Theotokopoulos, who revealed]. Is this a coincidence?
The icon on Syros features the Dormition and the onein
the Santo Domingo the Assumption of the Virgin.

THE HOLY TRINITY

The other masterpiece of the ensemble in the Santo
Domingo is the Holy Trinity (Museo Nacional del Prado,
Madrid). A chorus of swirling angels frames the central
group of the eternal Father, who supports the
statuesque nude body of the dead Christ, a Christ-
Apollo. Greco here meets Michelangelo’s Christian
paganism. The body of Christ follows the serpentine
figure of the collapsing dead Saviour from the sculptural
complex of the Pietd in the Cathedral of Florence. Inspired
by ancient models, the graceful body of Christ is
anatomically Greco's most exquisitely defined figure and a
true pictorial declaration of the values of the Italian
Renaissance. From now on, the artist would leave the
classical canon behind and pursue his vertiginous
personal explorations. The composition may be inspired
by various models, yet with Greco achieves a unique
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power. The group of figures is articulated in a shape of X,
highlighted in the top section of the composition by two
clouds extending like wings. The dove of the Holy Spirit is
inscribed within the inverted-triangle opening between
the wing-like grey clouds, bathed in an orange light. Here,
the astounding chromatic harmonies, as powerful as a
percussion orchestra — golden-green and violet, orange
and mauve, blue and yellow, rosy and white — strongly
remind us of the Sibyls and Prophets of the Sistine Chapel
after cleaning away the soot of centuries.

The grandiose ensemble of nine paintings in the Santo
Domingo el Antiguo was completed in two years and
inaugurated in September 1579. It should be remembered
that during the same period El Greco also painted the
riveting Expolio, which was completed in June of the same
year. A truly incredible creative drive! Luis de Castilla's
friendship and his father, Don Diego's support to Greco
secured him the privilege to be buried in the church that
bore his name and hosted his works. As a funerary
composition, the aging painter painted an Adoration of the
Shepherds (Museo Nacional del Prado, Madrid), an
apocalyptic nocturnal work, a supernatural happening of
gigantic figures and swirling angels that is regarded as the
artist's swan song. The elderly figure of the shepherd who
kneels in the foreground on the right is recognized as the
last self-portrait of the Cretan artist. His hand in this last
work has achieved such feverish freedom that only in
abstract expressionism was it to be seen again.

The excellence, originality, boldness, the sonorous
harmonies, and above all the spirituality of these works
must have surprised, even shocked the conservative
artistic community of Toledo. Greco, however, seems to
have been determined to make no compromise. The
artistic void of the city that welcomed him increased his
insolence, pride and faith in his calling as an artist, seeking
a cultured audience to comprehend and appreciate his art
the way it deserved. Indeed, the Cretan painter’'s work
and profound humanistic culture secured the friendship
and support of a circle of people of high education,
prestige and social status. And he, in turn, gave them
immortality in his incomparable portraits.

Ta €pya Tou. QC eMTAPIO PVNUEio, 0 yEpovTac (wypadog
®INoTEXVNOE Wia Mpoakivnan Twv moipeévwy (Mouaegio Mpado,
MabdpiTtn), pia VUXTEPIVH anokaAunTikr oUvBean, eva unep-
PUCIKO dPWUEVO LE YIVAVTIEG LOPDEC Kal OTPORIANICOUEVOUG
ayyelouc, nou BewpeiTal To KUKVEIO AOLA TOU. £TN YEPOVTIKN
Hop®r) TOU molpéva nou yovatidel oTo NPWTO €ninedo degid
avayvwpideTal n TEAeUTAia auToNpoownoypadia Tou KPNTI-
KoU KAANITEXVN. H ypadr) Tou ¢’ auTd TO TEAEUTAIO EpYO EXEI
®TACEl 0€ TETOIO BaBUO epnUpeTNC EAeUBEpiac Nou LoOVO
OTOV apnPNLEVO EENPETIOVIOUO ELLEANE va EavadoUE.

H uwnAn noloTnTa, N NpwToTUNia, N TOAUN, Ol NXNPEG APUO-
VieG Kal, KUpiwg, N NVEULATIKOTNTA AUT®V TWV EPYWV MPENEI
va aipvidiacav, akopn kal va okavdbdAioav Tr ouvTnenTIKN
KAANITEXVIKT) KOIVOTNTA TOU TOAESO. O MKPEKO OUWE paiveTal
NW¢ NTav anodacicUEVOC va NV KAUEl Kaveva cupBIBacpo.
To KAANITEXVIKO KEVO TNC NOANC NOU TOV UNOSEXTNKE EPEBICE
TNV anokoTIa Tou, TNV unepndaveia kal Tnv niotn Tou oTo
NENPWLEVO TNC TEXVNE TOU, Mou avalntoUoe Eva KaAIEPyN-
LEVO KOIVO yIa va TO EVWONCEI KAl va TO EKTIUNOEI ONWC TOU
a&iCe. Kai npaypati, To Epyo kal 1 Babid avBpwnioTIKr KaAAl-
EPYEIA TOU KPNTIKOU (wypddou Tou e€achdlicav Tn dIAia
Kal TNV UNOOTrPIEN EVOC KUKAOU avBp®nwy LE PEYAAN LOp-
dwon, KUPOC Kal UPnAr Kolvwvikr Bean. Kar ekeivoc pe Tn
OEIpA TOU TOUC Xdploe Tnv aBavacia ota anapdpiAAa nop-
TPETA TOU.
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THE MARTYRDOM OF SAINT MAURICE
ESCORIAL

The Martyrdom of Saint Maurice, 1580-1582
QOil on canvas, 448 x 301cm

Monasterio de San Lorenzo de El Escorial

© Patrimonio Nacional
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TO MAPTYPIO TOY AI'TOY MAYPIKIOY
EZKOPIAA

THE MARTYRDOM OF SAINT MAURICE
ESCORIAL

Ané TIC 11 €wC TIC 20 louviou Tou 1579 o ®iAinnog B' Bpl-
oKOTav 0TO TOAEDO Via va NapacTel aToV Heyahonpenn
€0PTAOLO TNG @eiag EuxapiaTiag (Corpus Christi). O TKpeKo
€ixe LOAIG OAOKANPWOElI TO EgmdAio Kal To €ixe PETADEPEI
oTnV KaBedpIkn yia va exTiunBei. Eival oxedov BERalo 6T o
Ionavog Hovapxng €ixe Tnv eukalpia va Baupdcel Tov eni-
BANTIKO nivaka Tou KpnTikou. Eival AAAwoTE noAU niBavov
va €ide To evTunwoiakd oUVoOAO TwV Epywv Tou Ayiou
Aopnvikou Tou MaAaloU, Nou rjTav oxedov €Tollo, 1) va
akouoe Kpioeig yI' auTo. Agv €ival Aoindv Tuxaio 0TI TOTE
akpIBwe o BaciAiac anod@acice va Tou avabeael To MapTipio
Tou Ayiou Maupikiou, nou NpoopIZéTav va KOOUTOEl TO €1KO-
VOOTAOIO TOU ORWVUHOU NapekkAnaiou otov vad Tou Ayiou
AaupevTiou oTo EokopldA. H cuykupia iTav 1dlaiTepa euvoi-
Kr} yia Tov AOpnVIKO, adou HOAIC npiv and Aiyo (28 AnpiAiou
1579) €ixe NEBAVEI 0 KUPIOTEPOC AUAIKOC (wypddoc, o Xouav
MepvavTed vie NaBapeTe 0 KwPAAaAog, Nou povonwAoUaoe
wC TOTE OAEG TIC NapayyeAiec yia Ta €lkovooTacia Tou Baci-
AlkoU napekkAnaiou. O FkpeéKo, waTOO00, KABUOTEPNOE va
EEKIVIOEI TOV Nivaka, onwc pag nAnpo@opei pia eNIGTOAN
ToU iGlou Tou BaciAid, nou ypddel oTIG 25 AnpIAiou Tou 1580
ané tTnv NMoptoyaAia énou BpiokeTal oe ekaTpaTteia. Me
auTnVv napayyeAAel va npounBeloouv oTtov EAANva
AOUTVIKO @E0TOKOMOUAO Ta piva XpwpaTta nou €ixe avaykn
yla va ouvexioel To €pyo TOu Kal 181aiTepa Tov onavio Kal
navakpifBo Aaloupitn AiBo (lapis lazuli) mou xpelaloTav yia
TO NOAUTIHO yaAadio (bleu outremer).

O nivakacg eixe w¢ Bepa To paptupio Tou Ayiou Maupikiou
Kal TN¢ @npaiknc Aeyewvac kal npoopildTav yia Tov Bwuo
TOU OLWVULOU NapekkAnaiou Tou vaou Tou EokopldA. O
Aylo¢ Maupikiog, aflwpaTtikog Tou pwpaikou oTpatou, ol
unapxnyoi Tou (Exuperius, Candidus, Ursus kal Victor) kal
OAOKANPN N Aeyewva nou dioikoUaoe papTupnoav oTny ava-
TOAIKT) TaAaTia oTa TEAN TOU 3°¥ alwva eni auTokpaTopa
Maé&iuiavou, étav apvrbnkav va Buciacouv oTouc Beoug
NG autokpatopiag. O FKPEKO eNEAEEE va NAPACTI|OEl TO
HapTUpIo UE Evav MoAU NpwTOTUNO TPOMNO: avTi va TonoBe-
Trio€l TNV KUpIa aknvr) TOU HapTupiou 6TO NPWTO ENiNESO,
npookaAei Tov BeaTr) va napakoAoudrioel Tov {wnpd S1dAo-
yo avdpeca aTov Aylo Maupikio kal Toug TPEIC SUVTPODOUG
TOU. AveBaAcEvol NAvw O€ eva Bpaxo, avunodnTol o€ EVOEl-
&n Taneivodpocuvng, dopolv ToUC YWwaToUG avaTopikoug
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rom June 11 to 20, 1579, Philip Il was in Toledo to
Fattend the solemn celebration of the Eucharist
(Feast of Corpus Christi). Greco had just completed
the Expolio and had moved it to the Cathedral to be
appraised. The Spanish monarch almost certainly
had an opportunity to admire the imposing painting
by the Cretan artist. It is also very likely that he saw
or heard opinions for all the impressive works in the
Santo Domingo el Antiguo, which were almost ready.
It is therefore no coincidence that it was at that time
that the king decided to commission the Martyrdom
of Saint Maurice, destined to grace the shrine of the
eponymous chapel in the church of San Lorenzo in
the Escorial. The situation was particularly favoura-
ble for Domenikos, since shortly before then (April
28, 1579) the leading court painter had died, the deaf
and dumb Juan Fernandez de Navarette el Mudo,
who had monopolized until then the commissions
for the shrines of the Royal Chapel. Theotokopoulos,
however, was slow in starting the painting, as sug-
gested by a decree of the king himself, sent on April
25,1580 from Portugal, where he was on a campaign.
This decree ordered to supply the Greek Domenikos
Theotokopoulos the fine colours he needed to con-
tinue his work, especially the rare and expensive lapis
lazuli required for the precious ultramarine blue.

The painting depicted the martyrdom of Saint
Maurice and the Theban Legion, and was intended
for the altar of the eponymous chapel in the church
of the Escorial. Saint Maurice, a Roman army officer,
his lieutenants (Exuperius, Candidus, Ursus and
Victor), and the whole legion he commanded were
martyred in eastern Gaul in the late 3 century dur-
ing the reign of the Emperor Maximian, when they
refused to sacrifice to the gods of the empire. Greco
chose to represent the martyrdom in a very original
way: rather than placing the main scene of martyr-
dom in the foreground, he invites the viewer to
observe the lively dialogue among Maurice and his
three companions. Standing on a rock, barefoot as a
sign of humility, they wear the familiar Roman ana-
tomically formed breastplates, which are colourful,
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Escorial
Print
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rather than being the colour of flesh. The martyrs
exchange eloquent glances, and emphasize their cru-
cial discussion with expressive gestures. Saint
Maurice points to the sky, where musician angels
sing the glory of the martyrs, and other angels, with
palm branches and laurel wreaths, are awaiting to
coronate them. The four martyrs are arranged so as
to form an alcove, open towards the viewer, who is
thus invited to attend the conversation as if he par-
ticipated in it. The artist has inserted some portraits
between Saint Maurice and his companion on the
right, in the yellow armour plate, with an elaborately
decorated sword in his belt and holding a red banner.
Scholars do not agree on the identities of the persons
these figures portray. A young follower standing
among the martyrs holds a contemporary helmet,
which apparently belongs to the unhelmeted
armoured knight. The faces of the saints are com-
pletely calm; nothing suggests anxiety for their

Bwpakec Twv Pwpaiwv nou, avTtiva EXouv To XpwUa Tou dEp-
patog, eival noAUxpwpol. O pdpTUpeC avTaAAdcoouy
eUyAwTTa BAEpHATA, EVW UNOypappidouv TNV Kpicipn ouvo-
WAl TouC PE EKPPAOTIKEG XEIpovopiec. O Ayloc Maupikiog
SElXVEI NPOC TOV oupavo, GNoU LOUGIKOi dyyeAol PAAAOUV TN
50&a TV HapTUpwy Kal Aol e kKAadoug Baiwv kal dadpviva
oTEdava NeEPIUEVOUV va Toug oTeEPouv. OI TECOEPIC LAPTU-
PEC €ival TonoBEeTNEVOI HE TPOMNO NOU oxnuatidouv pia
KOYXn avoIKTT] MPOC TN UEPIA Tou BeaTr), MouU KAAgiTal Tal
va napakoAouBroel Tn oulrjTnon oav va CUUUETEIXE O
auTtnv. Avdapeoa otov Aylo Maupikio kal aTov aUvTpodo
TOU, NOU OTEKETAI BEEIA HE TOV KITPIVO Bwpaka, KpaTwvrac
€va KOKKIVO Adapo, (woUEVOC LE Eva NEpiTEXVA OIAKOOUN-
HEVo &idpoc, 0 LwypddoC EXEl NApELPAAEI KANOIA NOPTPETA.
Ol LEAETNTEC beV auUUPwVOUV yia Ta NPOCwNa Nou UNopei va
aneikovidouv. Evag veapoc akoAouBbog, Nou OTEKETAI AVAE-
0a OTOUC LAPTUPEC, KPATAEl [ia ouyxpovn nepikepaiaia,
MOU avrKel IPOPAvVWOC OTOV ACKENT) INNOTT KE TNV navonAia.
Ta npéowna Twv Ayiwv €ival andAuTta yaArjvia, TinoTe Ogv
HapTUPAEl TNV aywvia Tou enikeiplevou Bavatou. Tnv napou-
oia Tou pwpaikoU oTpatoU unodnAwvouv ol AOYXEC Kal Ta
doparta nou PAENoUUE Niow and Tnv kKUpIa opada.

H kataywyn Tou F'kpeko and Tn BulavTivr) napadoon e&nyei
TNV aveon UE Tnv onoia napaBialel TNV apioTOTEAIKT) EVOTN-
Ta TOU XWPOU, TOU XpOVOoU Kal Tn¢ 6pdacng, napaberovrag
oTOV {610 EIKOVIOTIKO XWPO OKNVEG MOU GUVERNCav o€ dlado-
XIKOUG xpovoug. Me pia Biaim npoonTIKr) Guyr|, XapakTnpl-
OTIKI TOU paviepiopoU, To BAEpa pac BuBiceTal otn oknvn
TOU papTupiou. Kanolol and Toug XpIoTiavoug oTPaTIOTEC
€XOUV 110N anokePaAioTel. Ta yupva Toug owparta, (wypadi-
OLEVa LE PEAAICTIKT avaTtopia, keiTovral oto €d6adog. O
dMpio¢ eTolpadetal va anokedalioel Evav dAAO papTupa,
€EVW 0 AyloC Maupikiog Tov euAoyei. AinAa Tou OTEKETAI O
oUVTPOPOC TOU GOPWVTAC AKOUN TNV KiTpivn navonAia kal
KPATWVTAC TO KOKKIVO AdBapo. H oknvr) Tou papTupiou
ouvexiceTal npo¢ To BABOC TOU XWPOU, LUE TOUC OTPATIWTEG
TNC Aeyewvag va oxnuatidouv pia olypoeion Kivnaon. Pwuaiol
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OTPATIWTEG TOUG ANOYUUV@OVOUY, 0dNy®VTag TOUuC Npog Tn
Buaoia. AkTivec pwToOC onabidouv Tov Xwpo Tou papTupiou.
YTO NPWTO €NiNeEdO 0 TKPEKO TONOBETNOE pia Vekpr puaon
(wypadlopevn LE peEaNIOTIK aAnBoddveia. O KOUUEVOC
KOPHOC paiveTal va aupBOAICEl To LapTUpIo Twv Ayiwv, eV
TA UNEPOXA avol&laTika AouAoUdia Tnv avdoTaacn Kal Tnv
alovia {wr). ¥T0 KAT® akpo de&id, nicw and pia neTpa, npo-
BAAAel TO GidI nou dEPEI TO XapTi, 6Nou unoypddel o (wypa-
®OC: «AOUTVIKOC @e0TOKONOUAOG enoiny. O Tkpéko Ba uno-
yYpPAd®El NavToTe eAANVIKA pE BulavTivr) KaAAlypadia, npo-
oB€TovTag ouyvd e UneEpNOAVEIa TOV TOMO TNC KATAYWYNG
TOoU: «0 Kpng». € nolov dpaye annUBuve auTo TO HUGCTIKO
prjvupa o wypddog av 0xl 0TOUC HakpivoUg CULNATPINTEC
TOU;

Y10 MaptUpio Tou Ayiou Maupikiou 0 AOUNVIKOC anopakpuve-
Tal ano Tn BeVETIKN OX0AT] (wypadIknC Nou xapakTrplile Ta
nponyoUpEeva €pya Tou O0TO TOAEDO, yia va avaTpeEel OTIC
APXEC TOU pWHAlkoU HaviepiouoU: 0 XWPOoC, UE TNV andToun
LeTABaaon anod 1o NpwTo eninedo oTo BABoOC xwpic evolape-
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Signature of Domenikos Theotokopoulos

impending death. The presence of the Roman army is
suggested by the lances and spears visible behind the
main group.

Greco's Byzantine background explains the ease with
which he deviates from the Aristotelian unity of
space, time and action, juxtaposing in the same pic-
torial space scenes that occurred at successive times.
With a dramatic vanishing point characteristic of
mannerism, our gaze is immersed in the scene of
martyrdom. Some of the Christian soldiers have
already been beheaded. Depicted with anatomical
realism, their nude bodies lie on the ground. The exe-
cutioner prepares to behead another martyr, and
Saint Maurice extends his hands to receive the head.
His companion stands beside him, still in the yellow
armour and holding the red banner. The scene of
martyrdom continues to the background, with the
Legion soldiers forming an S-shaped motion. Roman
soldiers strip them off, taking them to the martyr-



POLOUAO TOIVTOIVATO (M. 1502-1593)

To paptUpio Tou Ayiou Maupikiou, 1584
NASI o€ KapBd, 540 X 288 €K.

MovaaoTrpl Ayiou AaupevTiou, EOKOpIAA

Romulo Cincinnato (c. 1502-1593)

The Martyrdom of Saint Maurice, 1584
Qil on canvas, 540 x 288 cm

Monasterio de San Lorenzo de El Escorial
© Patrimonio Nacional

dom site. Light rays pierce through the site of the
martyrdom. In the foreground, Greco placed a still
life painted in realistic verisimilitude. The stub seems
to symbolize the martyrdom of the saints, and the
gorgeous spring flowers resurrection and eternal life.
At the bottom far right, emerges the snake behind a
rock, carrying the scroll where the painter has
signed: "AOMTNVIKOC ©OEOTOKOMOUAOC €moin”
[Domenikos Theotokopoulos made this]. Greco
would always sign in Greek letters in Byzantine cal-
ligraphy, often proudly adding his place of origin: “o
Kpng” [the Cretan]. Who did the artist send this
secret message to, if not his distant compatriots?

In the Martyrdom of Saint Maurice, Domenikos deviat-
ed from the Venetian school of painting that charac-
terized his earlier work in Toledo to hark back to early
Roman mannerism: space, with the dramatic transi-
tion from the foreground to the background without
intermediate planes, known as “funnel space”, is typi-
cally mannerist. The same applies to the off-centre
composition. The chorus of martyrs in the ground
section on the right is counterbalanced by the chorus
of angels in the skies on the left, emphasizing the
diagonal axis of the composition. The slender, supple
figures of the saints in the foreground, the poses
drawn in bold foreshortening, the sculptural and
graphic modelling of the forms, the volume, high-
lighted by translucent hues, and above all the colour,
all point back to the early Mannerists. The colour, in
particular, is strongly reminiscent of Michelangelo’s
Sistine Chapel ceiling: the consonant harmonies of
complementary colours on the martyrs’ clothes —
blue-yellow, red-green, and lilac with pomegranate,
and the changing colours, yellow in the highlights
and green in the shadows, all make the painting
gleam like stained glass as a scholar observed. The
grey clouds in the sky are animated by the orange
colours of the luminous and iridescent tones. The
prepubescent angels of captivating beauty have been
painted with more colour gradation, in a rather
Venetian manner, and add a touch of a joyful cathar-
sis to the martyrdom scene. Moreover, observing a

oa aTadla, o XWPogc-xwvi, 6Nw¢ anokaAeital, eival Tunika
HavieEPIOTIKOC. To idlo cupBaiver Kal e TNV EKKEVTPN oUvBe-
on. O XopOC TwV HapTUPWV OTO ENIYEIO TUNHa SEEIA avTI-
oTabpiceTal and Tov XopO TWV ayyeAWV GTOV OUPAVIO XWPO
aploTepa, Tovidovtacg Tov dlaywvio aéova Tng cuvBeonc. Ol
PAdIVEG KAl AUYEPEC LOPPEG TWV Ayiwv 0TO NPpwTOo ENiNESO
LE TOUG EVTOVOUG XIaoUoUC OTIC GTACEIC, TO MAAGCILO TNG
®OPUAg nou gival nio YAUNTIKO, N0 OXESIACTIKO, O OYKOG
Mou €XEI TOVIOTE( e B1APAVEG TOVIKEG OKIEC, AAA KUPIwG TO
XPWHA, Napanépnouy 0TOUG NPWIKOUC UAVIEPIOTEC.
I61aiTepa To ¥pwpa Bupicel evtova Tov MixanA AyyeAo Tn¢
0podNC TNG Kanéha Xi&Tiva: ol NXNPEC ApPUOVIEC Twv
OUUNANP®WUATIKOV XPWHATWY OTIC OTOAEC TWV LAPTUPWY,
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UNAE-KITpIVaA, KOKKIVA-Npdciva, aAAd kal AIAd pe podi kal Ta
peTavBouvTa, KiTpiva ota ¢WTA, NPACIVA OTN OKIA, KAVOUV
Tov nivaka va Aapnel oav uahoypadnua, 6nwc napatnpnoe
€vac LEAETNTNC. XTOV oupavo Ta ykpida ocUvveda eUPUXWOVO-
vTal and Ta NopTokaAld TNS dpwToxuciag kal ano Ip1difovTeg
TOVOoUuC. OI HEANEPTBOI AyYEAQI UE TN HAYEUTIKN opopdIa
EXOUV wYPaAPIOTEl UE MIO TOVIKO, MO BEVETOIAVIKO TPOMO KAl
NPOCPEPOUV Hia vOTa KaBapTriplag Xapprovrg oTn aKnvn
TOU papTupiou. ANAwGTE 0 TkpEKDO, akoAouBwvTag Evav
Baoikd kavoéva TG KAACIKNC TExvNG, Oev TOVIOE 10AOU TNV
TpayikoOTNTA TNG OKNVNG. H apyaia eAAnvikr napadoon,
aM\a kal n BulavTivr} TEXVN EPUNVEUCAV TO NABOG LE eykpa-
TEIQ, HE TO algBnua ekeivo nou exkdppadlel 1davikad n AEn
«xappoAUnny» kal nou o AyyeAog YIKEAIQVOG TO OVOHAOE,
LIA@VTAC yia Ta yAunTad Tou NMapBevmva, «pakapio neveoc.

O Aounvikoc €BaAe Ta duvaTd TOU va EVTUNWGCIACEl TOV
lonavo povapyn, (wypadidovrac eva apiaTolpynua, 6nou
KaTeEBeoe OAN TN codia TNG TOAUNPNG TEXVNC TOU. AUGTUX®G
OUWC TO Epy0o OeV Apeae oTov BaclAid, ONWG Lac NANPOPOoPE|
Hia oUyxpovn kal eykupn nnyr: o natnp Z1ykouevla, oe éva
EPYO MOU TUNWBNKE To 1605, avadPePEl: «AnNO KANOIo
AoUNVIKO MKPEKO, MOU TWPa (el Kal KAVEI unepoxa npdypara
070 TOAEDO, EXel peivel €W oTo EokopldA évag mivakag nou
TOPa GUAACCETAI OTIC CUVODIKEC aiBOUTEC. Aev ApPeETE OTN
MeyaAeloTnTa ToU... Kal €ival aArjBeia nw¢ oe Aiyoucg apéacel,
HOAOVOTI AEVE NWG €ival Epyo HEYAANG TEXVNG KAl NWC O
{wypadoc Tou eival coPpoc Kal 0TI anod Ta XEpia Tou Byaivouv
etaipeTa epyar. Eival eva aiviypa yiaTi o EpacTric TNG TEXVNG
TOU TITOIAVO Kal Tou TIVTOPETO OeV UNOPECE va KaTAAdBel
TIC APETEC, TN AAUYN Kal TNV nveupaTikéTnTa autou Tou
Epyou. Mia epunveia cUVOEEI auTT) TNV ANOPPIYPN KE TIC TOA-
HUNPEC adNyNHATIKEG KAIVOTOWIEG TOU €pyou, MOU SEV aKO-
AouBoUacav nioTd Toug doyuaTikoUg Kavovee yia Tn 6pn-
OKEUTIKN CwypadIkr 6nw¢ Touc Oplge n oUvodog Tou
TpEvTo. MNNWE OPWC 0 unepndavog KpnTikog €ixe NECEl
Bupa d1aBoAng Twv (NAOGBOVWY ITAA®V KAANITEXV@V, ONWE
unalvicoeTal o pwpaio¢ Broypadog Tou TCoUAIO MavTaivi;
Eivalr dpaye Tuxaio 0TI, HETA Tnv anoppiPn Tou nivaka Tou
Aounvikou, TNV napayyeAia Tou Maptupiou Tou Ayiou
Maupikiou, nou TONOBETTBNKE TEAIKA OTO OLWVULO NAPEK-
KANo10 Tou EoKopIdA, énou BpiokeTal akopn Kal orjpepa,
€£a0PAANICE €vag anod TOUC EKTIUNTEC TOU Mivaka Tou MKPEKO
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H Aatpeia Tou ovépatoc Tou Inaou

N AAMnyopia Tn¢ lepic Suppayiac, n.1579-1582
AAdI o€ KapRd, 140 X 110 €K.

MovaoTrpl Ayiou AaupevTiou, EokopiaA

The Adoration of the Name of Jesus

or An Allegory of the Holy League, C. 1579-1582
Oil on canvas, 140 X110 ¢cm

Monasterio de San Lorenzo de El Escorial

© Patrimonio Nacional

principle of classical art, Greco did not place any
emphasis whatsoever on the tragic sense of the
scene. The ancient Greek tradition, as well as
Byzantine art, rendered passion with restraint, with
the feeling that is perfectly captured by the word
xapuoAumn [charmolype, joyful sorrow], the same that
Angelos Sikelianos, discussing the Parthenon sculp-
tures, called“blissful mourning.”

Domenikos tried his best to impress the Spanish
monarch by producing a masterpiece to which he
gave all the insight of his daring art. Unfortunately,
however, the painting did not appeal to the king, we
are informed by a reliable contemporary source;
Father Siglenza, in a book published in 1605, states:
“From a Domenico El Greco, who now lives and
makes wonderful things in Toledo, a painting
remains here in Escorial, now stored in the synodal



halls. His Majesty did not like it ... and it is true that
few like it, although he said that it is a work of great
art, and that the painter is wise and that his hands
create excellent works.” It is puzzling why this lover
of the art of Titian and Tintoretto could not appreci-
ate the merits, radiance and spirituality of this work.
An interpretation ascribes its rejection to its daring
narrative innovations, which did not faithfully com-
ply with the doctrinal guidelines for sacred painting
as determined by the Council of Trent. Yet, could it be
that perhaps the proud Cretan artist had fallen vic-
tim to slander by envious Italian artists as suggested
by his Roman biographer, Giulio Mancini? Is it a coin-
cidence that after the rejection of Domenikos’ paint-
ing, the commission of the Martyrdom of Saint Maurice
that was eventually installed in the eponymous
chapel of the Escorial, where it can still be found
today, was secured by one of the appraisers of
Greco's painting, the unremarkable Italian Mannerist
Romulo Cincinnato?

The painting was already finished by early
September1582. The painter was paid well, 8oo gold
ducats, but had to wave goodbye forever to the
dream that had brought him to Spain: to work at
the court of Philip II, the greatest patron in Europe.
It should be remembered that El Greco had painted
another painting for Philip Il, now in the Escorial
collections: The Adoration of the Name of Jesus, or An
Allegory of the Holy League, which commemorates the
victors at the Battle of Lepanto. A preliminary study
of this work is in the National Gallery in London. |
believe that this rejection may have deprived the
painter of a comfortable life and the vain glory of a
courtier but gave the world of art the unique artist
that we admire today. Away from the noise of the
court, from the intrigues and influence of the
Italians, in an artistically neutral environment, such
as Toledo, with the support of a narrow yet power-
ful circle of intellectuals, the artist-philosopher
Domenico Theotocopuli, dit El Greco, was able to
freely develop his unique and lofty art, which has
never ceased to surprise us.

anoé Tnv NAeupd Tou BaciAid, 0 LETPIOC ITAAOG LAVIEPIOTNG
POLOUAO TOIVTOIVATO;

O nivakag rjTav 1én €ToIpo¢ and TIC apxXeG LeNTeUBpiou Tou
1582. O (wypad®oc NANpwOnKe KaAd, 800 xpuod doukdTa,
aA\d anoxalpeTIOE yia NAvTa To OVEIPO MOU TOV EiXE PEPEI
oTnv lonavia: va epyaaTei otnv auAn Tou @IAinnou B', Tou
nio PeEyalou palkriva Tng Eupwnng. E6® npénel va unevBu-
HioOUE OTI 0 TKPEKO EIXE PINOTEXVIOEI AKOUN EVAV LIKPOTE-
po nivaka yia Tov ®iAinno, nou BpiokeTal akopun aTo
EokoplaA: Tn Aatpeia Tou ovopatog Tou Inaol 1y AAnyopia Tn¢
lepric Suppayiag, nOU UUVEI TOUC MPWTAYWVIGTEC TNC
Naupayiag Tou Aendvte (NaundakTou). Mia NPOUEAETN
auTtoU Tou €pyou dUAAcaeTal oTnV EBvIKN MivakoBrikn Tou
Aovdivou. @ewpw OTI auTr N anoppIPn LNopEi va aTépnae
TOoV {WypAado ano pia avetn (wr) kar and T pdrain 66&a Tou
AUAIKOU, aAAd XApIoE OaTOV KOO0 TNG TEXVNC TOV Lovadiko
KaA\ITEXVN nou Baupaloupe orjpepa. Makpid and Tov 86pu-
Bo TNC auAng, pakpld ano TIG (VTPIYKEC Kal TIC EMIOPACEIC
TwV ITAA@V, O€ €va NEPIBAANOV KAANITEXVIKA OUSETEPO, ONWG
riTav 1o TOAESO, L€ TNV UNOCTHPIEN EVOC 0TEVOU, aAAA IOXU-
poU KUKAOU 81aVOOUUEVWY, O KAAANITEXVNC-PIAGCOPOC
AouTNVIKOC TKpEKO Ba pnopécel va avanTuEel EAeUBEPOC TN
povadikr kal andkpnuvn Téxvn Tou, nou dgv nauvel va pag
alpvIdIAlel akOUn Kal OT)UEPQ.
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The Burial of the Count of Orgaz, 1586-1588
QOil on canvas, 480 x 360 cm

Parish Church of Santo Tomé, Toledo

© Parroquia de Santo Tomé. Toledo. Espafna
Photo: A. Pareja
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THE BURIAL
OF THE COUNT OF ORGAZ

SANTO TOME, TOLEDO

Tagr Tou Kopn Tou OpykdB «eival évag and Toug Aapnpo-

TEPOUC Mivakec nou unapyouv oTnv lonavia. O1 &Evol
€pxovTal va Tov ouV YEUATOI BAUuacuo Kal ol KATOIKO! TNG
noAng 6ev koupadovTal NoTe va Tov Baupadouy, yiaTi avaka-
AUNTOUV NAVTOTE G auToOV Kalvoupla npayuata, apou 5w
aneikoviCovtal noAAoi onuavTikoi avBpwnol Tou Kalpou pag
{WYPAPICHEVOI EK TOU GUGIKOU». Ta UUVNTIKA auTd oxOAla Ta
dlaBaloupe 10 1612, duo Xpdvia npiv and Tov BdvaTto Tou
{wypadou, aTo Epyo Tou ®pavBioko vTe Mioa, Mepiypadr Tne
auToKPATOPIKAG MOAEWC ToU ToAEG0. ANAA KAl GTOUG AIWVEC NOU
akoAouBnaoav, 6Tav 0 dnNUIOUPYOC EiXE NEPINECEl OTNV add-
VEIQ, 0 ENIBANTIKOC nivakag Tng Tagric dev énaye va Baupade-
TAl WG €va AN Ta apICTOUPYNHATA TNE 10TOPIag TG TEXVNC.
To €pyo BpiokeTalr akOun Kal orjUePa aTO NAPEKKANGIO TNG
Mavayiag, oTnv ekkAnaia Tou Ayiou ©@wpa, nou fTav kai n
gvopia Tou wypddou, Kal anoTEAEI anOAUTO NPOOPICHO Kal
NPOOKUVNUA YIa TOUC AATPEIC TNG TEXVNC. AC akoAouBrjcoupe
Kal EQEiC TN AITaveia Twv NIOT®WY, ag ¢avtacToUlE OTI BPIOKO-
HAoTE UNPOOTA OTO HEYAAEI®OEG aplaToUpynUa Kal ag ava-
MOAT|OOUE TIC GUVBTIKEG TNG YEVEDT|G TOU.

O NTov F'kovBalo PouiB, kaykeAdpio¢ TG KaoTiAng kal kupi-
0C TNG NOANC Tou Opykdd, cupdwva Pe Tov MESPO VTE
ANKOBEp (Historia de Toledo, 1554), katayétav anod Tn Bulavti-
vr| oIkoyevela Twv MahaloAdywv. Avdpeoa ota noAudpifua
®IAavBpwnIKA TOU €pya, EiXe avoiKodOUT|OEl Kal TNV EKKANGia
TOU Ayiou @wud, 6nou Kal gixe Tapei. MNeBave To 1323 Kal,
olpdwva UE TNV napadoan, «4Tav ol IEPEIC EToIpAlovTav va
Tov BAyouv €yIve eva avrikouoTo Baupa: o Aylog XTEQavoq
Kal o AyloC AuyouoTivog kaTéRnkav and Tov oupavo Kal Tov
evTadiacav e Ta idla Touc Ta xépla». AUTA avadEPEl N eni-
TUUBIa enypadr) nou dlaBaloupe KAT®W ano Tov eNIBANTIKO
nivaka Tn¢ Tagrc. H enypadr] CUVTAXTNKE OTA AATIVIKA ano
TOV oupavioTr) ANBaped MKOPED, xapdxTnKe GE NETPA Kal
TONOBETONKE OTOV TOIXO NAVW and Tov TAPo Tou INnoTn. H
enypadrn 6ev neplopideTal, ®oTOC0, GTNV NEPIypPAdT) TOU
Bavpatoc. AvadepeTal kal o€ pia aAAn dwped Tou euceBoUG
INNATN: KE TN d1aBrjkn Tou 0 KOung Tou OpyKAd «kAnpodoTn-
OE OTOV IEPEA TNG Evopiac kal ENITPONO auTng TN¢ ekkAnaiag,
ONWC eNiong kal oToug PTwWYoUC TNC evopiag, dUo apvid,
deKagsl koTénouAa, dUo aokid kpaoi, dUo depaTia EUAa Kal
oKkTakoola papafedia, nou ol KAToIKol Tou OpyKAB odeinav
va kataBaiouv kabe xpdvor. TIC TEAEUTAIEC HEKAETIEC Ol
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he Burial of the Count of Orgaz “is one of the most
Tsplendid paintings in Spain. Visitors come from
everywhere to admire it, and the city’'s residents
never tire of it, as they always discover new things in
this painting, since it features many important peo-
ple of our time, painted from life." These words of
praise were written by Francisco de Pisa in his
Description of the Imperial City of Toledo in 1612, two
years before the artist's death. Even in the centuries
that followed, when the artist had fallen into obscu-
rity, this impressive painting never ceased to be
admired as one of the masterpieces in the history of
art. It is still in the chapel of the Virgin in the artist's
own parish church of Santo Tomé (Saint Thomas), an
ultimate pilgrimage for art lovers. Let us join the lita-
ny of the faithful, imagine that we find ourselves
before this magnificent masterpiece, and recall the
circumstances under which it was created.

Don Gonzalo Ruiz de Toledo, chancellor of Castile
and Count of the city of Orgaz, descended from the
Paleologos Byzantine family, according to Pedro de
Alcocer (Historia de Toledo, 1554). Among his numer-
ous charitable acts, he had reconstructed the church
of Santo Tomé, in which he was buried, in 1323.
According to tradition, “as the priests were preparing
to bury him, an unheard of miracle happened: Saint
Stephen and Saint Augustine descended from heaven
and buried him with their own hands.” This is men-
tioned in the inscription underneath the striking
painting of the Burial. The inscription, written in
Latin by the humanist Alvarez Gémez, was carved in
stone and placed on the wall above the knight's
tomb. The inscription does not confine itself, howev-
er, to describing the miracle. It also documents
another donation by this pious knight: in his will, the
Count of Orgaz “bequeathed to the parish priest and
guardian of this church, as well as to the poor of the
parish, two lambs, 16 chickens, two bags of wine,
two stacks of firewood, and 8oo maravedis, which
the residents of Orgaz had to furnish annually.” In the
preceding decades the authorities of that province
had neglected their obligations. This made the parish
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Facade of Santo Tomé, Toledo
Photo: A. Pareja

priest of Santo Tomé, Andrés NUfez, to go to court,
and in 1570 he won the trial. He also secured formal
recognition of the miracle by the church and received
permission from the Archbishop Quiroga to commis-
sion a painting in commemoration of that supernat-
ural event.

Incredible as this may seem, the magnificent and
spiritual painting was commissioned, not only to
commemorate the benefactor of the church, but also
to serve as a constant reminder to the residents of
Orgaz of their obligations. The modernization of the
painting with the introduction of prominent persons
of the time can also be construed as an encourage-
ment to charity. A chapel dedicated to the Virgin of
the Immaculate Conception was built by the master
builder of Toledo Cathedral, Nicolas de Vergara the
Younger, to house the knight's tomb as well as the
painting. Signed on March 18, 1586, the contract
between the priest and Greco provides for the deliv-
ery of the work for the following Christmas. Greco
must have worked at a frantic pace, yet in a calm and
controlled state of inspiration, on this masterpiece of
imposing scale, almost five meters high, and had fin-
ished it by late 1587. The usual disputes concerning

apxEC auTng TNG enapyiag eixyav napapeAnoel TIC UNOXPEW-
OEIC TOUC. AUTO 00TynoE ToV EPNUEPIO TOU Ayiou Owpa
AvTpéC NoUvIeEB va npooduyel aTa SIkaoTrjpla Kal To 1570
kePdIoE TN Bikn. METUXE eniong TNV enionun avayvopion Tou
BavpaTtog anod Tnv ekkAnacia kal Afjpe Tnv ddeia and Tov
Apxleniokono Kipoya va napayyeilel évav nivaka nou 8a ano-
LV UOVEUE QUTO TO UNEPPUOIKO YEYOVOC.

‘000 Kkal av Gaiveral anioTeEUTO, 0 HEYAAEIOONC KAl TOCO

NVEUPATIKOC mivakag Tng Tagrc napayyeABnke, oxl Lovo yia
va TIUNBEl n Uvrjun Tou EVEPYETN TOU vaou, aAAa kal yia va
unevBupicel ecaei oTouC KaToikoug Tou OPyKAB TIC UNOXPEW-
OEIC TOUC. O EKCUYXPOVIOUOC TOU nivaka Ue Tnv napouacia
YVWOTWV NPOCWNIKOTITWY EPUNVEUETAl ENIONC WC NAPOTPUV-
on yla TNV acknon t¢ ¢piAavBpwniac. Eva NapeKKArolo adle-
pWUEVO aTny Mavayia TNG ALwUNC ZUANWNG KTIOTNKE E16IKA
and Tov apxiTekTova Tneg Kabedpikrc NikoAdg vTe Bepykdpa
TOV VEOTEPO VI Va OTEYAGEl TOGO TOV TAPO TOU INNOTN 000
Kal Tov nivaka. To cupBoAalo avdueoa oTov IEpEA Kal TOV
Aounviko unoypddetal aTIc 18 MapTiou Tou 1586 Kal NpofAe-
Mel TNV Napadoaon Tou Epyou yia Ta XpIoToUyevwa Tou eNOLE-
vou £ToUC. O TKpEKO Npenel va SOUAEYE E PPEVIPEIC pUB-
poug, € Wa KkataoTaan vndaAiag kal EAEYXOUEVNC ELNVEU-
ong, auTo TO yiyavTtio aplotoUpynua Twv oXedoOv NevTe
HETPWV UPOUG Kal KaTAPEPE va TO OAOKANPWOEI 0TO TEAOG
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TOU 1587. TOTE avekuyav Kal NdAl ol yWVwoTEC SUOKOAIEC OTNV
eKTiUNON TOU €pyou. Ol NPWTOI EKTIUNTEC NPoadidpicayv Tnv
a&ia Tou ota 1.200 doukdadTta. Ol 1EpEi¢ Bewpnoav uNePBOAIKT
TNV TIUNA KAl Oploav VEOUC EKTIUNTEC NOU avéBacav Tnv agia
TOU nivaka ota 1.600 doukdTa. AKoAoUuBnae pakpa SIEVEEN.
TeAIKA 0 (WYPAPOG CUUBIBACTNKE LE TNV NPWTN EKTIUNOT Kal
SEXTNKE va NANPwOEi LE 1.200 doukdTa.

To cupBoAalo npoadiopile To Bepa kal Tn cuvBeon e Ta dUo
enineda: To eNiyelo TURHA HE TN VEKPWOIUN akoAouBia kal To
Bavpua TNC Tadrc, kKabwg Kal TNV enoupavia d66&a. H Eunveu-
Om, Ol OUVBETIKEC AUGEIC KAl Ol TOAUNPEC KAIVOTOUIEC TOU
nivaka avrikouv, woTdc0, ANoKAEIOTIKA OToV {wYPAdO.

H oknvr Tou BaupaTog aneikovideTal 0To KATW LEPOC TNG OUV-
Beonc, oTto eniyelo TUrjpua. MnpoaoTad ota ekBapfBa patia Twv
NapIoTapEVWY, 0 VEAPOC AYIOC YTEDAVOC Kal O NAIKIWUEVOG
Ayl0C¢ AuyouaTivoc avakpaTouv To 6wia Tou VEKPOU IMnoTn,
nepidpaxkTou peoa otn BapuTiun navonAia Tou, Kal eTolpalo-
vTal va 1o anoBecouv aTov TAdo, Nou BPIoKOTAv OTNV KPUNTN
akpIBWC kaTw ano Tov nivaka. O1 Ayiol, kKabwg okUBouv, oxn-
patidouv pia NnpooTaTeuTIkn awida, nou aykaAiddel To owua
TOU vekpoU. H oTiABouca paupn atodAivn navonAia Ue Ta
XpUOd KOoUrnpaTa adprvel akdAunTo povo To NEAISVO Npoow-
no Tou INNOTN. Endvw Tng avakAwvral npoowna, AENTOUEPEI-
€C KAl pwpaTa and Tov nepiBariovTa xwpo. H navonAia eival
Kal auTtr) ocUyxpovn Kal EUNVEETAl and TNV TEAETOUPYIKT) MO-
AELIKT) NEPIBOAN TwV I0NAVOV BACIAéwy, ONWC TNV anoTunw-
OE 0TA NOPTPETA MOU TOUC adIEPWOE O TITOIAvVo. Ta unépoxa
{WyPadICEVa XPUOOKEVTNTA AUdIa TWV dUOo Ayiwv Adunouv
NAvw 0TO OKOTEIVO BABOC TV HaUpwy EVOULATWY TWV I6AA-
yaov. O TkpeKo (wypadioe T oknvr Tou AiBoBoAiopoU Tou Ayi-
OU YTE(QAVOU OTO EMIYOVATIO TNC OTOANG TOU, EVW OTO ENITPA-
X"AIo Tou Ayiou AuyouaTivou NapeaTnoe 0AGCWHOUGC Ayiouc.
Me auToUG TOUG eYKIBWTIOHOUC, TNV €IKOVA LECA OTNV EIKOVA,
pac Bupioe Tn BulavTivr KaTaywyr TNE TEXVNC TOU, LUE Ta pap-
TUPOAOGYIA YUpw and Tnv lkova Tou Ayiou, aAAd kal Tn BnTeia
TOU OTN WIKpoypadia. H ataTikn elkéva ELPUXWVETAl ano TV
NoIKIAIQ TWV EKPPACEWY TwV NAPICTAUEVWY, MOU NAPAKOAQU-
Bouv e cuyKkpaTnUEVN cuyKivnon éoa BaupacTd cuppaivouy
OE Y1 Kal oupavo. Me Ta BAEpATA, UE TIC XEIPOVOUIEC TOUC, UE
Ta £€0xa OXEDIAOEVA XEPIA TOUC, EKPPALOUV TNV anopia, Tn
ouyKivnon, TNV €KaTAaor) TOUG. H eyKPATEIQ TNV EKPPACT) TWV
ouvaloBnuaTwv xapaktnpidel OAOKANPO TO €pYO TOU TKPEKO
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Avrdvio vte KoBapoupmiag
AAbI o€ louoapd, 68 X 58 €K.
Mouaeio Tou AoUBpou, Mapiol

Antonio de Covarrubias
Oil on canvas, 68 x 58 cm
Musée du Louvre, Paris

the valuation of his work then came up once again.
The first experts valued it at 1,200 ducats. The priests
considered the price exaggerated and appointed new
experts, who raised the value of the painting to 1,600
ducats. There followed a long debate. The painter
eventually settled for the first estimate and agreed to
receive 1,200 ducats.

The contract stipulated the subject and a two-zone
composition: the earthly section, with the funeral and
the burial miracle, and the heavenly Gloria. The inspira-
tion, compositional solutions, and bold innovation of
the painting, however, are the artist’s own exclusively.

The miracle scene is set in the terrestrial section at
the bottom. Before the astonished eyes of the spec-
tators, the young Saint Stephen and the elderly Saint
Augustine support the body of the dead knight, clad
in magnificent armour, and prepare to lay it in the
tomb, which was actually located in the crypt below
the painting. The bending saints form a protective
arch that envelopes the body of the deceased. Only
the knight's livid face is not covered by the glimmer-
ing blackened-steel armour with the gold orna-
ments, on which are reflected the figures, details and
colours surrounding him. The armour is contempo-
rary, inspired by the ceremonial military dress of the
Spanish royals as captured in the portraits Titian ded-
icated to them. The exquisitely painted embroidered
vestments of the two saints gleam against the dark
background of the blackened kit of the hidalgos.
Greco painted the scene of Saint Stephen’s stoning
on the epigonation of the saint’s armour and full-
length saints on Saint Augustine’s epitrachelion.
With these embedded images, he reminds us of the
Byzantine origins of his art, the scenes of martyrdom
that frame icons, and his training as a miniaturist.
The static image is animated by the variety of expres-
sions of the spectators, who watch with subdued
emotion the many wonders that unfold on earth and
in heaven. Their gazes, gestures, brilliantly drawn
hands convey their wonder, emotion, ecstasy.
Characteristic of Greco’'s entire body of work, this
restraint in evoking emotion also underpins the fact



that the artist originally came from the spiritual
world of Byzantium.

The earthly part of the composition is realistically ren-
dered by the Cretan painter as a nocturnal funeral, as a
requiem mass conducted by the clergy in the light of six
candlesticks in accordance with Catholic practice. The
ceremony is attended by prominent citizens of Toledo,
dressed in contemporary black costume, lit up only by
the white ruffs and cuffs. These portraits are made
from life, and this gives a unique clarity to this painting.
On the left stand a Franciscan monk and an
Augustinian monk. The Order of Saint Augustine had
been a beneficiary of the Count of Orgaz.

Despite contemporary accounts confirming that this
is an assembly of prominent citizens, only a few have
been identified with certainty: the priest who reads
the book on the right in a richly embroidered stole, is
believed to represent the church’s vicar, and this
project’s patron, Andrés NUnez. This is confirmed by
the Saint Thomas depicted in the medallion that
adorns his vestments. The white-haired elderly man
in the black clothes on the right is Antonio de
Covarrubias, an eminent Hellenist scholar and the
artist’s friend; Greco called him “the beacon of the
world.” He can be identified thanks to the two por-

Kal €ival kal auto €va TEKUTPIO TNG KaTtaywyr|g Tou ano Tov
MVEURATIKO KOOUO Tou BulavTiou.

To eniyelo Tunpa Tn¢ ocUvBeonC o KPNTIKOC (wypddog To €p-
UTIVEUGE PEAAIOTIKA 0V 1A VUKTEPIVT VEKPWOIUN akoAouBia,
oav éva requiem, nou TeAeiTal and Toug KANPIKOUG UNod TO GG
TV €€ KABIEPWHEVWY AAUNAdWV, CUUPWVA [E TO TUMIKO TNG
KaBOAIKNG EKKANGCIAC. TNV TEAETT) napioTavral euyeveic no-
ANITEC TOU TOAEDO, VTULEVOI LE T oUyxpovn paupn ¢opecia,
GWTIOHEVN LovAXa and Tnv acnpr TpaxnAid Kal To AEUKO NEPI-
KApMio. MPOKEITAl yia NOPTPETA LEAETNEVA EK TOU GUGIKOU,
Kal auTé xapidel 6To EPYO Hia [lovadikr) evapyela. £To aploTeE-
PO AKPO OTEKOVTAIl Evag Gpaykiokavog Kal Evag povayog Tou
TaypaTtoc Tou Ayiou AuyouoTivou. To TeAeuTaio auto Taypa
eixe euepyetnBei anod Tov Kopn Tou Opykad.

Mapa Tn papTupia Twv cuyxpovwy OTI £8K EXOUWE Lia ouva-
Bpoion e€exovTwy NOANITWY, Aiyol €xouv TauTioTel pE BeBal-
oTnTa: o lepéag nou diaBaclel To BiBAIo de€id, dpopwvTac Eva
nAoUola KevTNEVo eniTpaxnAio, Bewpeital 6TI aneikovilel Tov
ednUEPIO TOU vaoU Kal napayyeAiodoTn Tou €pyou, AVTPEG
NoUvieB. O Aylo¢ @WUAC 0TO LETAAAIO NOU OTOAICEI TO AUPIO
TOU TO eniBeBaiwvel. O NOANIOC NAIKIWUEVOG AvOPAC HE TO 1EPA-
TIKO paupo evdupa dela eivar o Avtovio vie KoBapoupniag,
0 ENIPAvNC 00POC EAANVIOTNG, GIAOC TOU KAAAITEXVT), MOU TOV
anokahoUae «pwC TN OIKOULEVNGy. Tov avayvwpiloupe ano
Ta dUO NOPTPETA MOU TOU aPIEPWOE O (wypadoC. Avapeoa
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0TOUG I6aAyoUC, 0 MKPEKO MAPECTNOE Kal TOV €QUTO TOU, ONWGE
TO ouvriBidav ol KAANITEXVEC OTNV ITaAia. To EUyEVIKO KEGAAI
TOU NPOBAAAEI Niow ano ToV YeVEIOPOPO INMOTN TOU TAYUATOC
ToU Ayiou lakwBou. AvTiBeTa e GAOUC TOUG NAPIOTALEVOUC,
MOU €XOUV TO BAEULA OTPAUUEVO €iTE 0TO Baupa Tng Tadng
€iTe aTnv oupavia doéa, o (wypadoc Uac KoiTalel KaTapara.
Ol EKPPAOTIKEG XEIPOVOUIEG TOU INMNOTN MOU OTEKETAI UMPO-
oTa and Tov {wypddo odnyei To BAELA LA TOOO OTO eNiVelo
000 Kal 0To ENoupavio Bavpua. To OKTAXPOVO ayopl 0TO NPWTO
eninedo apioTepa €ival 0 yIog Tou ©@€0TOKOMOUAOU Kal LEANO-
VTIKOG OUVEPYATNC Tou, 0 (wypddoc Kkal apxiTekTovag Mwp-
ynG MavounA. Mag koitadel Kataparta, onwc kal o wypapog
OTNV auTonpocwnoypadia Tou, eV PE TO ApIOTEPDO TOU XEP!
deixvel To Bavpa. HTav éva Téxvacua, nou xpnalgonolovoav
ol wypadol yia va payvnticouv TNV Nnpocoxn Tou Beatr]. To
€ixe unodeitel kal o ANUNEPTI OTNV Npaypateia Tou Mepi Cwypa-
PIKAC. H puoTnpiodng xpovohoyia 1578, mAdl oTnv unoypadn
Tou {wypadou, Navw O6TO UavIinAl TnG ToeEnng Tou naidiou,
OUUNINTEI e TN XPOVOAQYia TNC yEvvnong Tou povaxoylou Tou
[KPEKO Kal anoKAAUWE TNV TaUTOTNTA TOU OTOUG HEAETNTEG.
TENOC, 0 ONUIOUPYOC EBWOE GTOV YEPOVTA Ayio AUYOUGTIVO Ta
XapakTnPIoTIKA Tou Apxleniokonou Kipdya, nou eixe dWael
TNV ddela yia Tnv napayyeAia Tou nivaka.

YTO NAVW PEPOG, TO ENOUPAVIO, Ta yKpida oUVVEDQ LE TOUC IPI-
biCovTec TOVOUG, Nou poldlouv PE LETAANIKA eAacpaTa n e
nayofouva, napapepidouy yia v anokaAUuPouv Tnv unodoxn
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traits the artist made of him. As was the habit of
Italian artists, Greco introduces among the figures of
the hidalgos a self-portrait. His noble head emerges
behind the bearded knight of the Order of Saint
James. Unlike all those present, who gaze either
towards the burial miracle or the celestial glory, the
painter looks at us straight in the eye. The expressive
gestures of the knight who stands in front of the
painter guide our gaze to both the earthly and the
heavenly miracles. The eight-year-old boy in the fore-
ground on the left is Greco's own son and future part-
ner, the painter and architect Jorge Manuel. He looks
at usin the eye, as does the painter in his self-portrait,
while pointing towards the miracle with his left hand.
This was a device used by painters to get the viewer's
attention. It has also been mentioned by Alberti in his
treatise On Painting. The odd date, 1578, next to the
artist's signature on the handkerchief in the child’s
pocket, coincides with the date of birth of Greco's only
son, thus making it possible for scholars to identify
him. Finally, the artist gave the elderly Saint Augustine
the features of the Archbishop Quiroga, who had
authorized the commission of this painting.

At the top, the heavenly section, the grey clouds in
iridescent hues similar to metal sheets or icebergs
move to the side in order to reveal the reception of
the righteous to Paradise. Christ is depicted in the
arched top of the painting, clad in white and in glory;
he is the source of light that illuminates this paradisi-
acal scene, bringing to mind the scriptures: “l am the
Light of the World." The painter places him at the top
of the triangle formed by the figures of the Virgin and
Saint John the Baptist in a composition typical of the
Orthodox iconography of the Deesis. The three cen-
tral figures of the celestial glory are surrounded by
apostles, saints, martyrs, biblical kings and right-
eous. Among them can be seen Philip II, even though
he was still alive at the time.

An angel carries the soul of the deceased to heaven in
the guise of a cherub, according to the Orthodox tradi-
tion. The swirling angel is set within the triangular ped-
iment forming over the heads of the hidalgos who



attend the burial scene, on the coupling of earth and
heaven. The realistic, secular terrestrial section of the
composition makes the heavenly one appear all the
more transcendent, otherworldly and unearthly. The
bodies of the saints and the righteous are elongated,
dematerialized. The rigour and ceremonial serenity of
the earthly section is juxtaposed to animated motion,
heralding the organized turmoil of the artist's mature
compositions. X-shapes, opposite movements, the
swirling clouds and clothes charge the heavenly section
with tension and power.

The composition evokes an ancient temple facade of
a kind, where the standing figures of the spectators
can be construed as its imaginary columns. The mir-
acle is performed in front of this “portico”, also sug-
gesting the ancient practice, where the sacrificial
altar was in the open air outside the temple, where
ceremonies were held, before the colonnade, while
the divine epiphany was depicted on the pediment.
Here, the saint and bearer of the soul of the
deceased is inscribed within the pediment suggested
by the clouds. The vast depths of the celestial world
open upon the “roof” of the “temple”. The apparent
commotion prevailing in this section is in fact subor-
dinated to a strict geometric order. Thus, the com-
position is both classical and baroque at the same
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Tou OIkaiou oTov Mapadeico. O XpIoTOC aneikovideTal oTnv
TOEWTT) KOPUDT TOU Mnivaka, AEUKoDOopwv Kal ev d6&N, Kal
anoTeAEl TNV MNyT) TOU WTOG, NOU Katauyadel T GKNvr| Tou
napadeioou, oUUGWVA E TNV EUAYYEAIKT| PTjON «EYW EIWi TO
OWC Tou KOGHoUy». O (wypadoc Tov ToNoBETEl 0TV KOPUDTN
TOU TPIY®VOU Nou oxnuatideTal ano TIg LopPEC TNE Mavayiag
Kal Tou lwavvn Tou Mpodpopou oTnv napadoaiakr opbodoén
ouvBeon TNG Agnang. O1 TPEIG KEVTPIKEG LOPDEC TNG OUPAVIAG
d6&ag nepiBalhovtal and AnooToAouC, Ayioug, LAPTUPEG, BI-
BAIKoUG BaaciAgic kal dikaiouc. Avapeod Toug diakpiveTal o di-
AInno¢ B, napoAo nou oUcoe akoun.

‘Evacg ayyehog HeTadEPel TNV YUK TOU VEKPOU OTOV 0UPavo

uno popdnyv aibepiou Bpedouc, cuudwva pe TNV opbBodoén
napadoon. O aTpofIANIlOEVOC AyyeEAOG aneikovideTal oTn (eU-
&N yn¢ kal oupavou, aTOo TPIYWVIKO AETWHA NOU oxnuaTiceTal
Navw ano TIC KEGAAEC TwV I6AAY®V NoU napioTavral oTn okn-
vi} Tou evTadiacpou. Oco PealioTIKO Kal eyKOGHIO Eival TO
eniyelo TUNua Tn¢ ovvBeong, TOCO uneEpPBATIKO, unepaicbnTo
Kal aAAOKOOLO €ival To oupavio. Ta cwpaTa Twv Ayiwv Kal Twv
dIkaiwv enipnkUvovTal, e€aUAwvovTal. ¥TnV aucTnpoTnTa Kal
TNV TEAETOUPYIKT] YAANvn TOU ENIVEIOU TUMUATOC avTIBAAAE-
Tal pia évtovn KIVNTIKOTNTA, NOU NPOoayyEAAEI TOV OPYAVWHE-
VO OAAO TWV WPILWV CUVBECEWY ToU (wypddou. XIaouol, avTi-
BETIKEC KIVIOEIC, OI OTPORIAOI TWV VEP®Y KAl TWV IHATIWV Gpop-
TiICouv TO OUPAVIO TUN LA LE EVTAOT) Kal SUVARIoUO.

H ouvBeon oxnuaticel eva €idoc npéooyng apxaiou vaou,
Onou ol vonToi Kioveg TauTidovTal UE TIG OPBIEC LOPDEC TWV
naploTapévwy. To Balpa TeAEiTal LNPooTA 6' auTo TO «NPONU-
Ao», 6Nw¢ AAWOTE CUVERAIVE OTOUG apyaiouc vaoug, 6nou o
BwHoC TwV Buci®v BpiokdTav 0TO UNalBpo Kal ol TEAETEC Vi-
vovVTav UnpooTd and Tov vao Pe OVTOo TNV KIovoaTolxia, v
n Beia emipavela aneikovi{éTav 0To aéTwpa. Edw, oTo von-
TO AETWHA Nou oxnuatidouv Ta cUwWeda, eyypadeTal o ay-
YEAOC-KOUIOTNC TNG WU G Tou BavovToc. MNavw oTn «oTeyny
TOU «vaoU» avoiyovTal Ta axavr) faén Tou oupaviou KOGLOU.
H dalvopevikr Tapayr nou enikpaTel o' auto To TUrjpa uno-
TACOETAl OTNV NPAyUaTIikKOTNTA GE Hia auoTnpr] YEWUETPIKN
Taén. ETol n oUvBeon eival TauTdxpova KAQCIKT Kal Lnapok.
H oUvBeon Tng Tagric Tou Kéun Tou Opykdl €xel ouvdeBei Le TN
BulavTivr) elIkovoypadia TN Koipnang tng ©eotdékou. Ta napa-
deiypata nou gixav xpnolponoinBei yia va aTnpi€ouv autr Tnv
anoyn €xouv NOAU OTEVN OXEQT HE TNV €Ikova Tn¢ Koipnang
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THE BURIAL
OF THE COUNT OF ORGAZ

SANTO TOME, TOLEDO

TOU ©@€0TOKOMOUAOU Mou avakaAUudBnke To 1983 GTNV OL®-
VULN EKKANGia TNG XUpou. ANMWOTE 0 MKPEKO, WG YVIo10¢G Bu-
{avTIvog (wypadoc, SoUAeUe oe OAN TN (W) TOU LE PENEPTO-
P10 OUVOETIKWV OXNUATWY Kal HoTiBwv, nou &ev dioTadle va Ta
XPNoILonolel katd BoUAnciv, avdloya LE TIC adnynUaTIKES
KAl EKPPAOCTIKEG ANAITNOEIC TNG TEXVNG TOU.

H xpwpaTikr) appovia Tng Tagric Tou Koun tou Opykdf ¢Tavel oe
a&enéPaaTo NAOUTO, EKPPACTIKOTNTA Kal akTivoBoAia. Mavw
OTO NEVOILO, anoppodNTIKO HaUpo TNEC AUCTNPTIC OTOANC TwV
EUYEVQV, NOU Eixe eMIBAAEI 0 610G 0 KABOAIKOC HOVAPXNG OTNV
AUAT Tou, npofBdAovTal Ta xpuconoikiATa audia, xapidovrag
OTT) OKNVr] €vav €VToVo TEAETOUPYIKO XapaKThpa. XTov oupd-
VIO XOPOo KuplapxoUv dladaveg appoviec ano 1pididovta Kal

80

H Tagn Tou Képn tou OpykdB, 1586-1588 (AeNTOUEPEIQ)
Nadc Ayiou Owpd, ToAESO

The Burial of the Count of Orgaz, 1586-1588 (detail)
Parish Church of Santo Tomé, Toledo

© Parroquia de Santo Tomé. Toledo. Espana.

Photo: A. Pareja

time. The composition of the Burial of the Count of
Orgaz has been correlated to the Byzantine icono-
graphical type of the Dormition of the Virgin. The
examples cited to support this view are closely relat-
ed to the icon of the Dormition by Greco discovered in
1983 in a church on the Greek island of Syros. In fact,
Greco, being a true Byzantine painter, worked
throughout his life with a repertoire of components
and motifs which he did not hesitate to use at will,
depending on the narrative and expressive require-
ments of his art.

The harmony of colour in the Burial of the Count of
Orgaz achieves an unsurpassed wealth, expressive-



ness and radiance. Imbuing the scene with an
intensely ritual quality, the brocaded vestments
stand out against the mournful, absorbent black of
the austere attire of the nobles, imposed on his
court by the Catholic monarch himself. Transparent
harmonies of iridescent and ivory greys, which har-
monize with the gilded ochres, blue and bright reds,
forinstance on the Virgin's maphorion, prevail in the
heavenly realm. The technical excellence of this
painting demonstrates the artist's mastery in han-
dling the oil medium, which he had been taught by
Venetian masters. He models the faces with graceful
flesh tones, and translates the velvety texture and
gilt ornaments in the clerics’ vestments using colour
impastos of varying thickness. He paints the deacon'’s
translucent white cassock with unparalleled mas-
tery, and uses white impastos to render the lacy ruffs
and reflections of light. This magnificent work
expresses the aesthetic category of the sublime in its
fullest form, and inspires awe, a feeling totally con-
sistent with the apocalyptic character of the miracle.

The Burial of the Count of Orgaz, Greco's supreme master-
piece and an undisputed summit in the history of world
art, is a landmark in his own oeuvre. This painting epit-
omizes Greco's artistic skill, craftsmanship, synthetic
imagination and expressive power. It is a living encyclo-
paedia of his artistry, without for a moment losing the
organic cohesion and entelechy of a masterpiece. Here,
the austere portraitist, the profound connoisseur of
physiognomy and gestures meets the miniaturist (it
suffices to observe the scenes depicted on the embroi-
dered vestments), the unparalleled colourist, the imagi-
native “director” of a celestial mystery acted out by bril-
liantly organized groups of figures. Greco's mature
work in Toledo is the result of this veritable treasure
trove of a thoroughly disciplined mastery of art.
Crowned by works of rare beauty, Greco's first decade
as an artist in Toledo culminated in his superlative mas-
terpiece, the Burial of the Count of Orgaz. Through these
achievements, the Cretan painter established himself
as the undisputed monarch of painting in the old impe-
rial city.

®IAvTIoEVIa ykpida, nou YEITVIAJOUV LIE XPUOWNEC WXPEC, UE
yaiadia kal A\apnepad Kokkiva, 6nwe oTo Hapopio TG OeoTo-
KOU. H TEXVIKI TOU £pyou anodelkvUEl Tn HEYAAn de&loTexvia
Tou (wypAdou OTOoV XEIPIOUO TNG EAaloypadiac, nou eixe d16a-
XT€l ano Toug BeveToug daokAaAoug Tou. Me afpa oapkwua-
Ta NAABel Ta npoowna, pe AaloUpEC, MUKVWVOVTAC KAl apalw-
VOVTag TO XpwHa, peTadppaddel Tn BEAoUdIVN U Kal Ta Xpuod
oTOoAIGIa oTa apdla Twv KANpIK@v. Me anapdiAAn HagoTpia
(wypadilel To dlapavo Aeukd palAdvio Tou SIakOVou, UE AEU-
KA nacTwpaTa anodidel TIC davTEAWTEC TPAXNAIEC Kal TIC Pw-
TEIVEC avTavakAAocEIC. TO LEYAAEIWOEC aUTO EpYO eKPPACLEl
OTNV NANPESTEPT HOPPT) TNC TNV aioBnTIKr} Katnyopia Tou
uynAou (sublime). H B€aor| Tou npokaAei 6€o¢, aioBnua nou
ouvadel andAuTa e Tov anokaAunTIKO XapakTnpa Tou Bau-
Hatoc.

H Tagn Tou Koun Tou Opykdl, Kopudaio Epyo TOU MKPEKO Kal
adlapdiofriTnTo aplioToUpynpa Tng naykoouiag IoTopiag Tng
TEXVNG, anoTeAei otaBud otn dnuioupyia Tou. O @€0TOKO-
MOUAOG KATABETEI £6G) CUUNUKVWLEVN OAN TN codia TG Te-
XVNG TOU, TIC YVWOEIC TOU, TN laoTopIA TOU, TN OUVBETIKT) TOU
davtacia, TNV ekPpacTIKT) Tou duvapn. Eival n {wvtavr eyKu-
kKAonaideia NG TEXVNG Tou, Xwpic va navel va eival éva apl-
oToUpyNUa LE OPYAVIKT) CUVOXT) Kal evTeAexela. O auaTnpog
npoownoypa®oc, o Babug ywwaoTng TNG GUOIOYVWUIKNG Kal
TNC MIKIKAC TWV KIVI)CEWY ouvavTa €6 TOV UIKPOYPAPO — ac
napaTnPriooULE TIC OKNVEG NOU anelkovidovTal navw oTa Xpu-
OOKeVTNTa apdla — Tov anapdpiANo KoAopioTa, Tov eudpavra-
OTO «OKNVOBETN» EVOC OUPAVIOU LUOCTNPIOU, ONOU LETEXOUV
€€0Xa OPYAVWUEVEG OUAGEC Npocwnwy. Méoa and autd To
OpUXEIO pIag TEAEIQ NEIBApYXNUEVNC YVWONC TNG TEXVNG TOU,
Ba avadubei To WPIUO Epyo TOU MKPEKO OTO TOAESO. ME TO KO-
pudaio apiaToupynua TG Tagrg KAEivel n npwTn dnpioupyi-
Kr) OEKaeTia Tou MKPEKO O0TO TOAEDO, MOU oNuaTodoTEITAl anod
€pya onaviag opopPIac. Me TIC ENITUXIEC AUTEC O KPNTIKOG (w-
ypAadog npoondbnaoe kal NETUXE va eniBANBEi 0TI ouveldT)-
OEIC WG 0 adlapdIoBNTNTOC LoVAPXNE TNS (WYPAPIKTIC OTNV
naAid auToKPAToPIKT) MOAT.
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SAN JOSE, TOLEDO

Saint Joseph and the Christ Child, 1597-1599
QOilon canvas, 289 x147cm

Chapel of San José, Toledo

© Private collection, Chapel of San José, Toledo
Photo: A. Pareja
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ATIOX IQXH®, TOAEAO
SAN JOSE, TOLEDO

/Omv unoypddeTal To cUPBOAAIO yia Ta EIKOVOOTAGCIA TOU
napekkAnaiou Tou Ayiou lword Tov NOEURPIO TOU 1597, O
NTOLEVIKO TKPEKD, ONWC ToV anokaAouoav ot BeTr) natpida
Tou, CUYWVEl Ta e&rjvTa. Eival, dpaye, o YapoudAANC vepovTac
HE TN BEANUATIKN KAl NEICHATAPIKN GUCIOYVWLIA, LE TO OTOXA-
OTIKO BAEULA, MOU avTIKpiCOUPE aTNV AUTOTTPOOWToypadia Tou
MnTponoAITikou Mouoegiou TnG Neag YOPKNG; To 10XVO EUYEVI-
KO TOU NPOOWNO TO YWWPICOULE Kal and dAAa Epya TNE WPIKOTN-
TAG TOU, KABWC EXEI EVTAEEI APKETEC POPEC TNV AUTOMPOCWMO-
ypagia Tou LECQ O€ IEPEC OKNVEG, ouvexidovTac Tnv Napadoon
NG ITaAIKN G Avayewwnaong. O KpNTIKOG (wypadog exel GTACE!
TNV akun TG TEXVNC Kal TNS 60&ac Tou. Exel kaTadEpel va eni-
BAAEI, e TO KUPOC TNG NPOCWNIKOTNTAC TOU, TIG TOAUNPEC KAI-
VOTOWIEG TNG TEXVNG TOU. ACUURIBAcToC Kal povaxikog, «aka-
TAOEKTOC and To peyaleio Tou nvelpatog Toun (Melo, 1657),
napapével BEANUATIKA aveEvTaxTog aTNV KOIVWVIKT {wr) TNE no-
AnG nou Tov PIAOEEVE. EXEl, OLWC, dnuioupynoel yUpw Tou Evav
IoXUpPO KUKAO and Aoyiouc, EANANVICTEC, NOINTEC Kal UPNAA I0TA-
Levoug lepwpévouc. Ol enidaveic gilol Tou Tov Baupalouyv, Tov
unooTnpidouv Kal ouxva pecoAafouv yia va Tou e€achaiicouv
onuavTikeg napayyeliec. O Mkpeko diatnpei Eva akpaio epya-
oTnpIo, Nou cuaTteyadeTal, padi Ye TNV katolkia Tou, oTa 24
gvolkialopeva dwpATIa Tou naialoy avakTopou ToU JapKnoi-
ou NTE BlylEva. ¥T0 apxovTIKO auTo, LEAETWVTAC, akoUyovTac
HlouolkoU¢ va Tou naifouv TNV ®pa nou deinvouce, cUpdwva
E LapTUPIEC OUYXPOVWY TOU, O MKPEKO EUEME Va (wypadioel
Ta ekBAPBWTIKA KAl OPAUATIKA €pYa TNC WPIKOTNTAC TOU.
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TO KEVTPIKO EIKOVOOTAGIO OTO NaApEKKARCI10
ToU Ayiou lwan®, TOAESO
© 181wTIK oUNoYN, MapekkAriolo Ayiou lwar|d, TOAESO

Main Altarpiece of the Chapel of San José, Toledo
© Private collection, Chapel of San José, Toledo
Photo: A. Pareja

he contract for the altarpieces for the Chapel of

San José (Saint Joseph) was signed in November
1597. Domenico Greco, as he was known in his adopt-
ed country, Spain, was nearing 60. Is that really him,
the grey-haired old man with the wilful, stubborn face
and thoughtful gaze, that we see in the Self-portrait in
New York's Metropolitan Museum of Art? His meagre,
noble face is familiar from other paintings of his matu-
rity, as the artist introduced several self-portraits in
his religious scenes, in the tradition of the Italian
Renaissance. The Cretan artist had now reached the
apex of his art and glory. He had managed for the bold
innovations of his art to become accepted thanks to
his personal prestige. Uncompromising and solitary,
“haughty due to the greatness of his spirit” (Melo,
1657), he remained willingly an outsider from the
social life of the city that hosted him. Nevertheless, he
gathered around him a powerful circle of scholars,
Hellenists, poets and high-ranking clergymen. His
eminent friends admired and supported him, and
often mediated to secure major commissions for him.
El Greco maintained a thriving workshop, housed,
along with his residence, in the 24 rooms of the former
palace of the Marquis de Villena. Studying, or listening
to music being played while he dined in this mansion,
according to contemporary accounts, El Greco was to
produce the dazzling, visionary works of his maturity.

H tagr Tou Kéun tou Opykdf, 1586-1588 (AenTOUEPEIQ)
Nadc Ayiou Owpd, ToAéSO

The Burial of the Count of Orgaz, 1586-1588 (detail)
Parish Church of Santo Tomé, Toledo

© Parroquia de Santo Tomé. Toledo. Espana.

Photo: A. Pareja

[Mpoownoypagia nAikiopévou dvopa (Autompoowmoypadia;),
M.1595-1600 (AeNTOUEPEIQ)

NGO o€ KapPa, 52,7 X 46,7 €K.

MnTponoAITIké Mouadeio, Néa YopKn

Ayopd, KAnpododTtnua Joseph Pulitzer, 1924

Portrait of an Old Man (Self-portrait?), c. 1595-1600 (detail)
Oil on canvas, 52.7x46.7cm

The Metropolitan Museum of Art, New York

Purchase, Joseph Pulitzer Bequest, 1924

©Photo SCALA, Florence
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ATIOX IQXH®, TOAEAO
SAN JOSE, TOLEDO

AvauEead TouG exwpidouv Ta Tpia E1kovooTAGCIa MOU PIAOTE-
XVNoE, and T0 1597 W TO 1599, yia To MapeKKArclo Tou Ayiou
lwor® 0To TOAESO. TO IBIWTIKO AUTO NAPEKKANCIO KTIOTNKE
ano Tov NpwTopdcTopa TnG Kabedpikrc kal diAo Tou MKPEKO
NikoAdc vTe Bepykdpa, anod 1o 1588 wg TO 1591. EKTOC and
TNV 181WTIKN AaTpeia, npoop1ddTav va GIAOEEVTOEl TOUG
TAPOUC TWV HEAWV TNG OIKOYEVEIAG TWV KTNTOPWV.
MapayyeAlodoTNnG, TOOO TOU NApeEKKANGiou 600 Kal TWV
€lKovoOoTaciwv, nTav o KANPIKO6G MapTiv Papiped vTe
@aylac, kabnynTnc BeoAoyiac oTo navenioTruio Tou TOAESO
Kal EKTEAECTNG TNC d1aBrikng Tou npaypaTtikoU KTriTopa,
nou rTav o Beio¢ Tou, 0 EVCERNC Kal PIAAVBPWNOG EUNOPOC
MapTiv Papiped. H agpooimon Tou kTrjTopa otnv Ayia
©npeaia, n onoia Aatpeue Tov Ayio lwon®, eEnyei TNV adle-
pPWON TOU NapekkAnaciou oTtov BeTd natepa Tou Incou. H
AQTIVIKT} ENIypadry, NOU XapAaxTnKe oTo ENICTUANIO TNG EEWTE-
PIKNG NUANG TOU napekkAnaiou, 61AKNPUCOE NWC AUTOC
"Tav 0 NpWTOG vadg Nou aplepwvoTayv aTn AaTpeia Tou
Ayiou: «O lwor®, o BETOC naTepacg Tou ulou Tou @eoU Kal
oUluyog TNG UNTPOC TOU, KaToIKEl 0" auTr Tnv olkia, 6nou
BpiokeTal o Np®ToC vadc Tou». H Aatpeia Tou Ayiou lwaord
gixe avalwnupwBei Ta TeAeuTaia xpdvia oTo nAaicio Tng
AVTILETAPPUBUIONG Kal apKeToi Ionavoi BeoAdyol eypayav
Tov Bio Tou, ahAadovTacg €Taol pIdIKA TNV KaBIEPWLEVT EIKO-
voypagia Tou. O Ayiog lward neplypadeTal o' autd Ta €pya
WG Evag VEOG Avdpag, EVYEVNG, wpaiog kal duvaTdg, nou Ole-
BeTe TN codia, TNV KAAoauvn Kal TNV TPUPEPOTNTA, APETEC
anapaiTnTeg o€ Keivov mou Tou EAaxe o Beioc KANPOC va yivel
NPOCTATNC Kal naidaywyoc Tou XpioTou. Tn véa auTr EIKOva
Tou Ayiou lwor® Ba aiocBnTonoimaoel 0 TKPEKO yIa NPWTN
dopa, (wypadidovTag To KEVTPIKO EIKOVOOTAGCIO TOU OUWVU-
Hou napekkAnaiou.

To cupBoAalo Tn¢ napayyeAiag yia Ta Tpia eikovoaoTdacia
unoypadeTal aTig 27 NoeUBpiou TOU 1597. £TIG 13 AeKepBpiou
TOU 1599 TO €nIBANTIKO cUVOAO £Xel OAOKANpwOE( Kal ol
ELNEIPOYVWUOVEC Npoadlopiouv TNV a&ia Tou €pyou oTa
2.848 doukdra. H Tiun €ival e€alpeTikAa UPNAT] GE OXEON HE
NaAaIOTEPEC ALOIBEC yia LEYAAA aploToupynpara, 6nwe To
EoméAio, nou NANpwONKe LOAIC 318 doukdTa. AKOAoUBE( n
YV@waTr) SIEVEEN MOU KATAAT|VEI OE CULBIBACUO LE TNV TEAIKN
dikaiwon Tou Cwypadou. FUUPwva LE TO cUUBOAaAlo, o
FKpEKO aveAdpfBave va oxedIAael Kal va EKTEAECEI TNV apxI-
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H e€wTepikr) nUAN Tou MapekkAnaiou Tou Ayiou lwon®,
TOAEDO
© 181wTIK oUNoYN, MapekkAriolo Ayiou lwar|d, TOAESO

Portal of the Chapel of San José, Toledo
© Private collection, Chapel of San José, Toledo
Photo: A. Pareja

Among these stand out the three altarpieces pro-
duced in 1597-1599 for the Chapel of San José in Toledo.
This private chapel was built by the master builder of
the Cathedral, and Domenikos' friend, Nicolas de
Vergara, in 1588-1591. In addition to private worship, it
was intended to accommodate the tombs of mem-
bers of the founder’s family. Both the chapel and the
altarpieces were commissioned by the clergyman
Martin Ramirez de Zayas, professor of Theology at the
University of Toledo and executor of the will of the actual
patron, his uncle, the pious and philanthropist merchant
Martin Ramirez. The founder’'s veneration of Saint
Theresa, who had a great devotion for Saint Joseph,
explains the dedication of the chapel to the adoptive
father of Christ. The Latin inscription, carved on the
architrave of the portal of the chapel, stated that this
was the first church devoted to the worship of the saint:



“Joseph, the foster father of the son of God and husband
of his mother, lives in this house, his first church” The
worship of Saint Joseph had been revived in recent years
under the Counter-Reformation, and several Spanish
theologians had dedicated biographies to him that radi-
cally changed his iconography. In these images, Saint
Joseph is depicted as a noble, handsome and strong
young man that possessed the wisdom, kindness and
tenderness expected of the man whose fate was to
become Christ’'s guardian and educator. It was this new
image of Saint Joseph that El Greco captured for the first
time in his painting for the main altarpiece of the chapel
dedicated to the saint.

The contract for the commission of the three altarpiec-
es was signed on November 27, 1597. By December 13,
1599, the imposing ensemble was completed, and
experts valued it at 2,848 ducats. This price was
extremely high compared with previous fees for mas-
terpieces such as the Expolio, which had been paid 318
ducats only. The dispute which ensued, ended in com-
promise, and the artist was finally vindicated.
According to the contract, El Greco was assigned to
design and produce the architectural and sculptural
decoration of the altarpieces and, of course, the paint-
ings that adorn them. This was the second time, the
first being the ensemble in the Santo Domingo el
Antiguo, that the ambitious Cretan was given the
opportunity to showcase his skills as a universal artist,
an architect, sculptor and painter. For that reason, the
Chapel of San José is of particular interest, all the more
so since it is preserved in excellent condition.

The main altarpiece is of a complex architectural form in
a strongly Palladian style as noted by scholars. Greco
actually designed two altarpieces, one inside the other.
The outer one, with Doric pilasters and a broken semicir-
cular pediment, seems to embrace the inner one with
the Corinthian fluted columns. An attic, hosting the
Coronation of the Virgin, was added on the architrave of
the main altarpiece, and the ensemble is crowned by a
triangular pediment. Left and right, between the
pilasters and columns, El Greco placed the polychrome
wooden statues of Solomon and David that he

TEKTOVIKT] KAl TNV NAAGCTIKI 6UVOEQT) TWV EIKOVOOTACIWV Kal,
BeBRala, va (wypadioel TOUC Nivakeg Nou Ta KOopoUV. HTav n
deUTEPT GOPA, LETA TO OUVOAO TOU Ayiou Aopnvikou Tou
MaAaioU, nou divoTav n eukaipia aTov IAGd0E0 KpnTikod va
ENIOEIEEI TIC IKAVOTNTEC TOU WC OIKOUUEVIKOU KAANITEXVN,
apxITEKTova, yAUnTn kal (wypddou. la Tov Abyo auTd To
MapekkArolo Tou Ayiou lwon® napouciddel Eva EEXwPIoTO
evoladePOV, NOU auéaveTal and To yYeyovog OTI diatnpeital
O€ ApIoTn KaTaoTaaon.

O KeVTPIKOG BwUOG napouacialel pia cUVOETN apXITEKTOVIKT
Hop®dT) LE evTovo naAadlavo apwpa, onwc napatnpouyv ol
HEAETNTEC. ¥TNV NpaAyUaTIKOTNTA O TKPEKO oxediaoe dUO
€IKOVOOTAOIQ, TO €va HEoa OTO AANO. TO EEWTEPIKO, HE
napaoctddec dwpikoU puBLOU KAl ONACHEVO NUIKUKAIKO
aETwpa, gpaiveral va aykaAiddel To E0WTEPIKO E TOUG KOPIV-
Blakoug pafowTouc Kiovec. Mavw oTo eNICTUAIO TOU KEVTPI-
KOU €1KOVOOTAGIOU EXEI NPOOTEDEI Eva aTTIKOV, NOU PIAOEE-
VEl TN ZTEYN TG OeoTdkou, EVW TO GUVOAO EMIOTEDETAl and
TPIYWVIKG aéTwpa. AploTeEPA Kal 6e€Id, avdueoa OTIC napa-
OTAOEC KAl TIC KOAWVEC, 0 KPEKO €xel TONOBETT Ol Ta EUAIVA
eN(WYPAPIOUEVA aydALaTa ToOU YOAOU@VTA KAl Tou Aauid,
nou €xouv axedlaaTei anod Tov id10. H oxeon natpog kal uioy
TV BIBAIKOV BaCIAEWV NAPANEUNElI GTOV NATPIKO SECUO
avapeoa oTov Aylo lwor® kal Tov XpioTd. Ta duo aydAparta
NouU MAQICIOVOUV TO ATTIKOV Kal aneikoviCouv Toug NpwTo-
HApPTUPEG nAnec Aylo MovTiavo kal Ayio AoUkio (San
Ponciano, San Luciano) A&IToupyouv w¢ AelPavoBrKes kal
dev anodidovTal aTov Mkpeko. O1 dUo nAaylol Bwloi Exouv
anAoUoTepn KAAGIKT apxITEKTOVIKT: dUo kopivBiakol
paBdwTtoi kiovec oTnpidouv Eva Bplyko NouU eNICTEPETAI and
EVa TPIYWVIKO agéTwpa. Or 81akoounTIKEC AENTOUEPEIEC Kal
OTOUC TPEIC BwloUC €XOUV NPooTeBEl oTNnNV Enoxr Tou
Mnapok. A&iel va onuelwBei 6T Tov id10 kKaipo (1596-1600)
0 KPNTIKOC KAANITEXVNG (wypAdIle TOUG EEI LEYANOUC niva-
KEC, MOU KaBevac Eenepvael Ta Tpia LETPA, YIaA TO EIKOVOOTA-
010 Tou KoAAeyiou Tn¢ Dofa Maria de Aragon atn MadpiTn.
Y€ auTO TO OUVOAO O MKPEKO OBNYEI TNV TEXVN TOU OTIC MIO
AnOKPNUVEC KOPUDEG TNEC HLOPPIKNG Kal EKPPACTIKAG TOA-
UNC kal eEAeuBepiac. Epya oav kal auTd e€nyouyv yiaTi Bewpn-
TIKOI Kal KAANITEXVEC TWV VEOTEPWV XPOVWV avayvwploayv
OTOV dNIoupyo TOUC Eva MPOOPOUO TNE LOVTEPVAC TEXVNC.
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O ATIOZ IQXH® ME TON XPIZTO ZE MAIAIKH HAIKIA

YTOUC nivakec nou (wypadilel 0 OE0TOKONOUAOG yIa TO 101-
wWTIKO MapeKkAiolo Tou Ayiou lword ddnoe eAeUBepo Tov
€AQUTO TOU Va EKPPACEI OAN TNV KPULLEVN TpUdEPOTNTA KAl
TOV AUPIOKO pHiag BaBid noimTIKC WUXNC. To KEVTPIKG EIKO-
VOOTAOCIO PIAOEEVEI TNV KUPIWC AATPEUTIKN EIKOVA LE TN
YONTEUTIKN Lopdr Tou lwond, evoc navuPnAou kal pwpa-
AEOU VEOU AvopPa LE 0TOXAOTIKO NPOCWNO, Nou 0dnyel Tov
XploTo-naldi o’ éva Bpaxwdes UPwua e BEa 1o ToAedo. O
lwon® KpaTdel e To el Tou XEPI TN PAROO TOU NPOCKUVN-
TH, EVW LE TO PWUAAED aploTEPS ayKaAlalel NPOOTATEUTIKA
TO £avBO KEGAAI TOU pIKPOU IncoU. To XapITwUEVO ayopl
anAQVEl TO XEPAKI TOU MPOC Tov BETO NaTepaA TOU, EVQ
OTpEDEI TO BAEPa Npo¢ Tov Beatr]. Kal o1 6uo €ival avuno-
dnTol. H €Ikovoypadia TG oknvr¢ napanéunel otov Ayio
Xp1oToPopo. H nuIKUKAIK ayida, nou KAeivel Tov nivaka
NPoG Ta NAvw, NePIBANAEl €vav oupavio XOpO ano TPEIG
ayyélouc, nou kpatoUuv Kpiva kal Tpiavtad®uiia —oUpBoAa
ayvoTnTac— paivouv pe poda TI¢ BeiEC LOPPEC Kal ETOILA-
ovTal va oTéYouv pe ddadvivo oTédpavo do6&ac Tov Ayio
lwon®. O oupavog, OKOTEIVOC 0TO KATW LEPOC, avoiyeTal o'
€Va YaAavOAEUKO EEPWTO YUPW and ToV ayyeAIKO XOpPO.

Ol XPWHATIKEG appovieEG peTadpalouv e ahaTo AUPICHO
TNV TPUGEPOTNTA Kal TN Xapuoéouvn diabeon TnN¢ aknvrc,
MOU anoTeAEl NPWTOTUMNN €MIVONGON TOU KAAAITEXVN. O
BaBuyaAalog xiITovac Tou Ayiou lwond dnuioupyei evav
EKPNKTIKO O1AAOYO LE TO XPUCOKITPIVO IHATIO TOou. To
AaunePO KOKKIVO TOU IpaTiou Tou XploToU, oTn yelTviaon
TOU LE TO yaAadio, odnyei otnv KopUPwar) Tou To aicbnpua
gudopiag nou anonveel OAN N oknvr. To opapl TWV ayye-
AWV nou oTpofIAileTal yUpw and To KEGAAI TOU Ayiou oAo-
KANPWVEI TN XpwpaTikr navdaicia: o EpnBog dyyeAog e TO
KapUivi Tou KOKKIVOU XITva, Ta yupvad ayyeAoudia Ue Ta
podIva cwpata kal Ta Ipididovra ¢TePd, Ta NOAUXPWHA
aven, o yaAavoAeukog oupavoc. Kal oTo KATw PEPOC, TO
yKpico dpapa Tng dacpatikng noAITeiag npoBANAETAl NAVW
O€ €va npaacivo BeAoudevio TannTta. OAOKANPOC o nivakag,
{wypadIoUEVOC HE TN codia evoc peydhou kKohopioTa,
UPwVel evav 60£aaTIKO UVO oTNV TPUGEPOTNTA TNE NATPI-
KNG 0TOPYNC, OXI LOVO LE TNV AGNYNUATIKN Kal EKPPACTIKN
Tou duvaun, aAAd KUPIiwC HE TNV adnpniUevn YAwooa Tng
CWwYPAPIKNG.
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The Coronation of the Virgin, 1597-1599

Oil on canvas

Chapel of San José, Toledo

© Private collection, Chapel of San José, Toledo
Photo: A. Pareja

designed. The father and son relationship of the bibli-
cal kings alludes to the paternal bond between Saint
Joseph and Christ. The two statues that flank the attic
and depict the martyred popes Saint Pontian and
pope Saint Lucian serve as reliquaries and are not
attributed to El Greco. The two side altars are of a sim-
pler neoclassical architecture: two Corinthian fluted
columns support an entablature crowned by a trian-
gular pediment. The decorative details in all three
altars have been added during the Baroque period. It is
worth noting that during the same time (1596-1600)
the Cretan artist was also concurrently working on
the six large-scale paintings —each more than 3 meters
in height- for the altarpiece of the College of Dona
Maria de Aragén in Madrid. In this ensemble, Greco
attained the highest peaks of figurative and expres-
sive boldness and freedom. Works such as these
explain why modern-day theorists and artists recog-
nised in this artist a precursor of modern art.

SAINT JOSEPH AND THE CHRIST CHILD

In the paintings El Greco made for the private Chapel
of San José, he allowed himself to express all the hid-
den tenderness and lyricism of a deeply poetic soul. The
main altar houses the main devotional altarpiece, with
the charming figure of Joseph, a towering, vigorous
young man with a thoughtful face, who leads Christ
Child on a rocky hill overlooking Toledo. Joseph holds the
pilgrim’s rod in his right hand, while protectively embrac-
ing the blond head of the little Jesus with his robust left.
The cute boy stretches a hand towards his foster-father,
while turning his gaze toward the viewer. Both are bare-
foot. The iconography of the scene reflects that of Saint
Christopher. The semicircular apse that rounds off the
panel at the top surrounds a celestial choir of three
angels holding lilies and roses — symbols of purity — and
sprinkling with roses the divine figures, while preparing
to crown Saint Joseph with a laurel wreath of glory. The
sky, dark at the bottom, clears up in a blue and white
opening around the choir of angels.

The chromatic harmonies translate with ineffable lyri-
cism the tenderness and joyous mood of the scene,



which is an original invention by the artist. Saint Joseph'’s
deep-blue tunic creates an explosive interplay with the
saint’s golden-yellow himation. Christ's bright red gar-
ment, in close proximity to the blue colour, intensifies
the euphoric effect conveyed by the entire scene. This
feast of colour is made complete by the swarm of angels
swirling around the saint’s head: the adolescent angel
with the carmine of the tunic, the nude putti with their
rose-coloured flesh and iridescent wings, the colourful
flowers, and the blue and white sky. At the bottom, the
grey vision of the spectral city projects against a silky
green carpet. The entire painting, realised with the wis-
dom of a great colourist, celebrates the tenderness of
paternal affection, not only through its narrative and
expressive power, but above all through the abstract lan-
guage of painting.

THE CORONATION OF THE VIRGIN

The Coronation of the Virgin, which adorns the top part
of the altarpiece, reiterates the composition scheme
Greco had introduced in the painting of the same sub-
ject made a few years earlier for San Andrés de
Talavera la Vieja. Christ and the Heavenly Father are
preparing to crown the Virgin Mary with a royal
crown; the Holy Spirit hovering above illuminates the
scene with a golden light. Ecstatic apostles and saints

H>TEWH THX ©EOTOKOY

H XTéYn Tnc ©g0TdKoU, NOU KOOUE! TO AVw LEPOC TOU EIKOVO-
oTaciou, enavaAapBavel To OUVBETIKO OXNUa Nou EiXe Xpn-
ollonoINael 0 MKPEKO OTNV OLWVULN EIKOVA Nou (wypAadloe
Aiya xpovia npiv yia Tov Aylo Avdpéa Tng TahaBepa Aa Biexa.
O XploTog kal o Oupaviog ratépag eTolpgalovral va oTé-
Wouv Tnv Mavayia peE €va BAcIAIKO OTEPLA, EV® TO AYIO
Mvelpa, nou unepinTartal, kaTauyader Tn OKNVI LE €va
Xpuaod dwc. Tn Beia TeEAeTOUpyia, mou TEAEITal aTov oupave,
napakoAouBouv ekaTaTikoi AnGaToAOl Kal Aylol. H popdrn)
TOU prjBou mou pacg KolTalel apeTOX0C aTa IEpA dpWUEVA
Bewpeital 6T aneikovidel Tov Mwpyr) MavounA, Tov yio Tou
KpnTikoU, nou €ixe To dvoua Tou naTtépa Tou Kal Tou adeA-
®oU Tou. O cuvduaopodg Tou yaAddiou PE TO KOKKIVO, TO
AEUKO TOU IpaTiou Tou alwviou MaTépa Kal To XpUCOKITPIVO
TOU QWTOC CUVOBETOUV €6 WIa MO anAr Kal no cuvnBIopE-
vn appovia.

H MANATIA ME TO ©EIO BPEDOZ,
THN ATTA MAPTINA KAl THN ATTA ATNH

To cupBoAalo TN napayyeiiag dev npocdiopie To BELA Twv
dUO NMAEUPIKWY EIKOVOaTaciwv, aAAa eival BeBalo OTI unayo-
PEUTNKE ano ToV KTATOPA Tou vaou, apoU Ol TILWUEVOI AyIO|
EXOUV OXEQN HE Ta oVOLATA HEAWDV TNC OIKOYVEVEIQC: O AYIOC
MapTivog Tou &€€l0U elkovoaTaaiou kal n Ayia MapTiva Tou
aploTePOU TIHOUV TOUC NPOCTATEG AYioUG TwV OUO KTNTOPWV
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nou Gepouv TO iGlo dvopa, MapTiv Papiped. H Ayia Ayvn
TILA TN QVAUN TNG UNTEPAG TOU I6PUTH TOU NapeKKAnaiou,
nou ovopacotav lvec. H evBpovn kal BpepokpaTouaa
Mavayia, nou aneikovieTal eV HECW AYYEAWY Kal Ayiwy,
annxei Tnv eikovoypadia Tn¢ leprc SuvopiAiac (sacra
conversazione), nou anavrdral NoAU cUXVA OTIG EIKOVEC
Bwuwv oTnv ITaAia, ahAa oI 6Tnv Ionavikr TeExvn. H Mavayia
oTov mivaka Tou MKpeko €ival kaBiopévn o€ eva Bpovo ano
VEQEAEC, and dnou avaduovTtal ounvn and xepouBeip. To
VEAVIKO TNG NPOCwNo, NAACEVO UE afpad nuiowTa, odppayi-
(eTal and pia adlopatn peAayxoAia. XapnAwvel To BAEppa
Kal KolTalel e ANeIpn TPUPEPOTNTA TO NaveLoppo Eavbo
©¢eio BpEPOC, pia anod TIC MO EUTUXEIC EpUNVEIEC TNC BPEDI-
K¢ nAikiagc ano Tov (wypddo. Me To aplioTERO TNG XEP!
aykaAidZel NpOCTATEUTIKA TOV UIKPO XPIOTO, EVW LE TO O€EE|
XAI0eUEl TPUPEPA TO XEPI TOU. Auo €dnfiIKoi ayyeAol Tnv
nepIBAAAOUY, EKOPALOVTAC LIE TN OTACT TWV XEPIWV TOUC TN
AaTpeia Toug npoc TNV NMapBevo Mapia. ¥To KATW PEPOG TOU
nivaka aneikoviovtal o€ nuiTour) ol duo veapeg Ayiec, Kpa-
TwvTag Ta oUPBoAd Touc: n Ayia MapTtiva Tov kKAado Baiou
TOU papTupiou kal To AlovTap! kal n Ayia Ayvr} Tov auvo, nou
napanepnel T66o0 0To Gvoua Tng, 600 kal oTn Buacia Tou
OeavBpwnou. O (wypadog EXEI UNOypAYEl UE Ta APXIKA TOU
6 8 navw oTo KEPAAI Tou AlovTapliou. H Ayia MapTiva oTpé-
®EI To BAEULIA NPOC TOV oupavo Kal Oeixvel e To XEpl TN Beia
enipavelia TnNG OEOTOKOU, Vi N Ayia Ayvr} XaunAQVeEl To
BAEULA KAl AKOULNA TO XEPI OTO OTr|00C O 0TAGT NPOOEU-
XN¢ kal oeBacpol. O aBpdTATEC XEIPOVOUIEC O AUTO TO
€PYO OUVBETOUV and HOVEC TOUC IA LOUGIKTY) CUpRdwvia.
[G1aiTepa appovikr) ival kal n ouvBea), TEAEIQ CUULETPIKD,
Baciouevn o€ SUo avaoTpoda Tpiywva Nou avranokpivovral
Kal nou xapicouv évav AavBavovta duvapiopd o€ pia ouvoe-
Omn Nou, LIE TN CUUKETPIa TNG, Ba unopoUade va eival oTaTIK.

H XpwpaTikr) appovia Tou €pyou BaacideTal oTn yvwaTn KAi-
pHaka Tou (wypapou, MoU CUVAVTHOAUE Kal TOV KEVTPIKO
BwHO: To €paidikd (eUYOC TOU KOKKIVOU Kal Tou yaAddiou
OTOV XITQVA Kal To Hadopio TG @eoTOKOU €ival eIkovoypa-
®IKA NPOCdIOPICUEVO. ANAA Ta KOKKIVA KAl Ta HAAE TOU
FkpéKo eival povadikd, onwg kal 6Aa Ta dAAa xpwpara nou
EMIAEVEI YIA VA CUVTAEE! TIC anapApIANEC CULPWVIKEG apUo-
vieg Tou. ZTnV Ayia MapTiva To dyoupo KiTpIvo Tou IpaTtiou
ouyKkpoUeTal XapoUpeva Pe TO oUUNANPwUaTIKO yaAaddlio
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watch the holy scene unfolding in heaven. The adoles-
cent figure gazing out toward us uninvolved in the
sacred proceedings is believed to depict the artist’s
son, Jorge Manuel, named after El Greco's father and
brother. The combination of blue and red, the white
garment of the Father and the golden-yellow light
strike a simpler, more common harmony here.

MADONNA AND CHILD WITH SAINT MARTINA
AND SAINT AGNES

The contract for this commission did not specify the
subject of the two side altarpieces, but was certainly
suggested by the church founder, as the honoured
saints are associated with the names of family mem-
bers: Saint Martin in the right altarpiece and Saint
Martina in the one to the left honour the patron saint
of the two founders, who shared the same name,
Martin Ramirez. Saint Agnes commemorates the
chapel founder’s mother, Inés. The Virgin and Child
enthroned and depicted surrounded by angels and
saints echoes the iconography of the Sacred
Conversation, which frequently features in altarpieces
in Italy, though not in Spanish art. The Virgin in El
Greco's painting is seated on a throne of clouds, from
which emerge swarms of cherubs. Her youthful face,
modelled in graceful half-light, is marked by a subtle
melancholy. She lowers her gaze to look with infinite
tenderness to the beautiful blond Infant, one of the
artist's happiest interpretations of infancy. With her
left arm, she protectively embraces the Child Christ;
with her right she tenderly caresses his hand. She is
flanked by two adolescent angels, whose gestures
convey their adoration of the Virgin. At the bottom of
the painting are depicted in half-profile the two young
saints, holding their symbols: Saint Martina with a
palm branch of martyrdom and a lion, and Saint
Agnes a lamb, referring to her name as well as to
Christ’s sacrifice. The artist has signed his initials, 6 9,
on the lion's head. Saint Martina faces towards the sky
and points her hand to the divine epiphany of the
Virgin; Saint Agnes is shown with gaze lowered, her
hand resting on the breast in prayer and reverence.



H Mavayia pe 1o O¢io Bpepoc, Tnv Ayia Maptiva

Kal Tnv Ayia Ayvii, 1597- 1599

NGbI o€ KapPa, 193,5 X103 K.

EBvIkr MivakoBrikn, OudoivykTov, SUA\oyr) Widener
Euyevikn napaxwpnon: EBvikr MivakoBrikn, OUAcIvyKToV

Madonna and Child with Saint Martina

and Saint Agnes, 1597-1599

QOil on canvas, 193.5 X103 cm

National Gallery of Art, Washington, Widener Collection
Courtesy National Gallery of Art, Washington

O Ayloc MapTivoc kai o ¢nTidvoc, 1597-1599

AGbI o€ KapBa, 193,5 X 103 K.

EBvikn MivakoBrikn, OudaivyKkTov

YUMoy Widener

Euyevikn napaxwpnon: EBvikr MivakoBrikn, OUAcIvyKToV

Saint Martin and the Beggar, 1597-1599

Oil on canvas, 193.5 X103 cmM

National Gallery of Art, Washington

Widener Collection

Courtesy National Gallery of Art, Washington
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TOU XITWva TN¢. H Ayia Ayvr| eival TUANIyEvn LE éva nAoUaIo
KOKKIVO pavoua, Je Xpwua 1600 Aapnepd 6co 1o BulavTivo
KivvaBapl. MNavw ¢ auto To GOVTO ACTPAPTEI TO AEUKO TOU
apvou. Ta yahavoAleuka oUvveda, epPuxwpeva ano Aavea-
VOVTEG IPIBIoHOUC YUpw and Ta XEPOUBEiY, dnuioupyolyv Tnv
anapaitnTtn navon, yia va AduWel 0 OAO TNG TO HEYAAEio N
ENIBANTIKI LOP®T) TNG @EOTOKOU, ONOU CUUMUKVWOVETAI N
XPWHATIKM EvTacn. To AlyooTé NpAcivo OTOV XIT@va Tou api-
oTePOU ayYEAOU, MOU CUVOLIAEI LE TO YEITOVIKO GUUNANPW-
HATIKO KOKKIVO, KAl TO KITpIVO mou NEPIBAAAEI 0av GwTOOTE-
®avo 1o KEGAAI TNG OEOTOKOU, CULNANPWVOUV TN XPWUATI-
Kr) KAipaka Tou €pyou. H eniAoyr} Tou Tovou, To BAaBog, n
udn, N AduYn, Ta AeUKAd PWTA NOU TPEXOUV NAVW OTIC NTU-
XEC TV EVOULATWY, ONwg aTn BulavTivr) (wypadikr], Kal
KUpiwg N nolkiAia Tn¢ TEXVIKNG xapidouv oTa xpwparta Tou
[KPEKO €vav anépavto NAoUTO. An6 To afpd ToVIKO NAACIHO
TWV NPOCWNWV KAl TWV XEPIWV NEPVAEI OTNV EAEUBEPT ILNPE-
OlOVIOTIKT) MIVEAIQ oTa evduparta, oTa HaAAid, aTa agpiva
nénAa Mou KAaAUNTOUV TIC KEPAAEC TNC Ayiac Ayvrc Kal Tng
Mavayiag. O1 €€AIPETIKEG EIKOVEC NOU BIABETOUUE Uag eni-
TPENOoUV va 61elIc6UCOUE OTO HUGTIKO EPYACTT)PIO TOU KaA-
AITEXVN, va {)OOUUE TN dnUIoupyIKr Tou TpEAa, To furor
divinus, va Bioooupe TN {wypadIkr Tou v T yiyveoBal, wg
modus operandi.

O AT1OZ MAPTINOZ KAl O ZHTIANOX

O Aylo¢ MapTivog €Znoe Tov 4° aikva. Katayotav and pia
nePIOXr) MoU avTioTolxel oTn onuepivr) Ouyyapia kar unnpe-
TOUOE WC A&IWHATIKOG TOU pwHaikol aTpatol aTny NEPIOXN
NG ARIEVNG. ‘Eva kKpUo XEILWVIATIKO BpAdu cuvavTnaoe £va
YULVO EEmaylacpevo ¢nTiavo Kal, Xwpic va d10TAdcEl, EKOYE
e To onaBi Tou Tov pavdua Tou oTa duo Kal EdWaE ToV LIao
oTovV OTWXO €naitn. AuTO €yIve yiaTi, cUPdwWvVa PE TNV napa-
doan, o pavéuag nou dIvoTav 6TOUG pwHAioug OTPATIWTEG
avrKe LOVO KaTd TO NUICU O auToUug, eV TO AANO HIGO
avrnKe aTov aTpato. Edwag, Aoindv, aTovV ENAiTn TO KOUUATI
MOU TOU avnKke. FUpdwva Pe Tov Bio Tou, ekeivn Tnv idla
vUxTa epdavioTnke LNPOOTA TOU 0 XPIoTOC, TOU YUPIoE Niow
TOV pavdua Tou Kal Tou €ine: «auTo NMou EKAUEC OTUEPA YIa
Tov {NTIAvo, TO ENPAgeC yia PEva...». 'YOTEpPA and auTo TO
Bavpua, o Ayloc MapTivog eykaTéEAEIYe Tov oTPATO Kal adle-
PWONKe oTnV ekkAnaia. To 372 XelpoTovrBnKke eniokonog
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The lovely gestures in this painting constitute in
themselves a musical symphony. Moreover, the com-
position is especially harmonious, perfectly symmetri-
cal, based on the interplay of two inverted triangles
that give a latent dynamism to what might otherwise
have been a static image because of its symmetry.

The colour harmony of the painting is the result of the
artist's familiar palette, also encountered in the main
altarpiece: the heraldic pair of red and blue in the
Virgin's tunic and maphorion is specified by the ico-
nography. Yet, Greco's reds and blues are unique, like
all the other colours that he used to compose his
unparalleled symphonic harmonies. In Saint Martina,
the acid yellow of her himation pleasantly resonates
with the complementary blue of her robe. Saint Agnes
iswrapped in a rich red cloak, with a colour that glows
like Byzantine cinnabar. The white colour of the lamb
sparkles against this background. The blue and white
clouds, animated by latent iridescence around the
cherubs, create the necessary pause in order for the
imposing figure of the Virgin, the focus of tension, to
shine in all its splendour. The green colour on the tunic
of the angel on the left converses with the comple-
mentary red next to it, and the yellow that surrounds
the Virgin's head like a halo, completes the colour pal-
ette of the painting. The choice of tone, the depth,
texture, gloss, the white lights over the folds of gar-
ments, reminiscent of Byzantine painting, and, above
all, the variety of technique give El Greco's colours
immense richness. From the delicate tonal modelling
of the face and hands he moves on to free impression-
istic touches on the clothes, the hair, the ethereal veils
of Saint Agnes and the Virgin. High-resolution images
enable us to penetrate into the artist's secret labora-
tory for a first-hand experience of his creative impe-
tus, his furor divinus, his modus operandi.

SAINT MARTIN AND THE BEGGAR

Saint Martin lived in the 4% century. He came from a
region in modern-day Hungary and served as an offic-
er in the Roman army in the area of Amiens. On a cold
winter night, he met a naked beggar who was freez-



ing cold and, without hesitation, cut his cloak in two
with his sword and gave half to the poor beggar.
According to tradition, only half of the cloak given to
Roman soldiers belonged to them, while the other
half belonged to the army. He, therefore, gave to the
beggar the piece that belonged to him. According to
the saint’s life, Christ appeared before him that same
night to return his cloak, saying, “What you did for the
beggar today, you did for me..”". After this miracle,
Saint Martin left the army and dedicated himself to the
Church. In 372, he was ordained bishop of Tours, where
he lived until his death. His worship flourished during
the Counter-Reformation.

El Greco recounts the scene of Saint Martin's charity
with bold originality: the saint is shown on horseback,
dressed, not as a Roman officer, but as a contemporary
noble knight. His lavish steel armour glistens with gold
ornaments, which have been painted with astounding
freedom. His proportions are normal, in contrast to
the larger-than-life scale of the young dark-skinned
beggar with the“fusiform” anatomy. The knight's noble
young face, with its melancholy, solemn expression
and lowered gaze, is intent on the act of giving. With
his sword, he divides his precious golden-green man-
tle, which already covers the beggar’s nude body. The
white female horse, with its deeply human gaze, fur-
ther adds to the beauty of the painting. The dazzling
whiteness of the horse is a marvel of El Greco's won-
drous skill.

The painting owes its incredible energy and power to
the original arrangement of the theme. The artist
sets the scene in the foreground, thus giving the
impression that with one step the horse will cross
the frame to enter into real space. The saint is shown
to meet the beggar on a hilltop, behind which
unfolds the distant view of a section of the city of
Toledo. The lyricism and poetic enchantment of this
painting is complemented by the refreshing colour
palette, based on cool tones. The blue sky and the
light white and iridescent clouds, the white horse,
the emerald green mantle and the hills of Toledo, all
set the tone in this spring symphony.

TNC Toup, 6nou Kkal €(noe w¢ Tov BavaTd Tou. H AaTpeia Tou
YV@PIOE LEYAAN aKUr aTa Xpovia TNC AVTILETAPPUBLIONG.

O lTkpEko adnyeital Tn aknvr TnG ¢rhavBpwniag Tou Ayiou
MapTivou pe TOAUNPN npwToTunia: o Aylo¢ napoucidleTal
EPINNOC, VTUPEVOC OXI 0av pwuaio¢ a&lwpatikoc, ald cav
oUyxpovog EUYEVNC INNATNG. H atodAivn navonAia Tou, nepi-
KOOWUN, Aapnokond ano Ta Xpuod oToAidia TNG, Nou EXOuv
(wypadloTei pe anioTeutn eAeuBepia. O1 avaloyiec Tou eival
®UOCIOANOYIKEG, avTiBeTa Pe TNV UNEPPUAIKN KAipAKa Tou
veapoU LeAaxpivol enaitn UE TNV aTpakToEeldr) avaTopia. To
VEAVIKO €UYEVIKO MPOCWNO TOU INAOTN UE TN HEAQYXOAIKT)
Kal cofapr Ekppacn kal To xapunAwpevo BAEpUa eival
OUYKEVTPWUEVO OTNV Npdén Tn¢ dwpeac. Me 1o onabi Tou
poipacel Tov NoAUTIHO Xpuoonpdaoivo pavdua Tou, nou
KaAunTtel ndn TN yupvia Tou ¢nTiavou. Tnv opopdia Tou
nivaka Kopu@wvel To AeUKO BNAUKO ATl e To abid avBpw-
nivo BAERHA. H eKTUPAWTIKT) AEUKOTNTA TOU aAdyou eival
€va Balpa TNE HayIkn e (wypadIkng TEXVIKT)C TOU TKPEKO.

O nivakag oQeilel TNV anioTeuTn €vépyela Kal Tn dpacTIKO-
TNTA TOU OTNV NPWTOTUNN 6EAIdwaoN Tou BEpaTog. O (wypd-
®OC aneikovidel TN akNvr aTO NPWTO eNiNedo, €TOI NOU UAG
divel Tnv aioBnon 6T To ahoyo UE To endpevo Bripa Tou Ba
dpackeAioel To kKAGPO, yia va €IGEABEI GTOV NPaAypaTiko
X®wpo. O Aylog epdavideTal va cuvavtd Tov {nTiavo aTnv
KOpU®T) EVOC AOGOU, NOU Niow TOU EETUAIYETAI N LAKPIVE
Bé€a evoC TUHATOC TNG NOANG Tou TOAESO. Tov AUPICUO Kal
TNV NOIMTIKT Hayeia Tou EpyoU CUUNANPWVEI | 0AOSpOaN
XPWUATIKN TOu KAipaka, nou BacideTal aTouc Wuxpouc
TOVOUC. To yaAddio Tou oupavol LE Ta avahadpa Aeukd kal
Ip1diCovTa oUvveda, To AeUKO TOU aAGyou, TO auapaydevio
NPAcivo Tou pavéua Kal Twv AOPwv Tou TOAESO bivouv Tov
TOVO 0" AUTH TNV EGPIVT) CUPPWVIa.
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