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Introduction by Kenneth Clark

Fifty years ago we were told that the subjects of pictures were of no
importance; all that mattered was the form (then called “significant form’)
and the colour. This was a curious aberration of criticism, because all
artists, from the cave painters onwards, had attached great importance to
their subject matter; Giotto, Giovanni Bellini, Titian, Michelangelo,
Poussin or Rembrandt would have thought it incredible that so absurd a
doctrine could have gained currency. In the 1930s, the tide began to turn.
In art history the pioneer of this change was a man of original genius
named Aby Warburg, and although he himself, for various reasons, left
only fragments of his prodigious learning, his influence produced a group of
scholars who discovered, in the subjects of mediaeval and renaissance art,
layer upon layer of meaning that had been almost completely overlooked
by the ‘formalist’ critics of the preceding generation. One of them, Erwin
Panofsky, was unquestionably the greatest art historian of his time.
Meanwhile the average man had become progressively less able to
recognize the subjects or understand the meaning of the works of art of the
past. Fewer people had read the classics of Greek and Roman literature,
and relatively few people read the Bible with the same diligence that their
parents had done. It comes as a shock to an elderly man to find how many
biblical have become i ible to the
present generation. As for the more esoteric sources of pictorial motives,
very few people have read the Golden Legend or the Apocryphal Gospels,
although without them the full meaning of such supreme works of art as
(for example) Giotto's frescoes in the Arena Chapel, cannot be grasped.
Although we are all grateful for the ingenious elucidations of the Warburg
Institute or the Department of Fine Arts at the University of Princeton,
what the ordinary traveller with an interest in art and 2 modicum of
curiosity requires is a book which will tell him the meaning of subjects
which every amateur would have recognized from the middle ages down to
the late eigh h century. The identification of these themes will add
greatly to his pleasure iri looking at sculpture or painting as ‘works of art”.
The old painters took their subjects seriously. It is true that they often
followed traditional models, but they always wished the spectator to believe
that the incidents they depicted had really happened and were still worth
remembering. Composition, design, even colour, were used to make these
subjects more vivid and comprehensible. If we do not know what a picture
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or series of pictures represents, our attention soon wanders, and our so-
called ‘aesthetic experience’ is curtailed.

Mr. Hall’s book is intended to help the non-specmhst art lover to look at
pictures and sculp with more It contains much that
anyone of average education and over fifty years of age will know already.
Italso contains a good deal that is new to me, and so, I suppose, will be un-
familiar to some other readers. It is clearly written, well arranged, and can
be read for its own sake as a compendium of the image-making faculty of
western man. I would recommend it strongly to anyone who wishes to
increase his interest and pleasure in visiting a picture gallery or turning
over the illustrations of a book on art.

KENNETH CLARK



Preface

This book is about the subject-matter of art, about the stories it tells and
the people it portrays. It is concerned not with individual works but
with themes, that is to say subjects that recur in the work of artists and
craftsmen who lived at different times and in different countries.* Some
of these themes have a very long history indeed. For example stories from
the Bible, especially ones that could be used to illustrate Christian doctrine,
are found in wall painting dating from the 3rd cent. The classical gods and
goddesses, after many centuries of comparative obscurity, emerged again
at the end of the Middle Ages in scenes of their ancient loves, conflicts
and revelry.

The book is devoted mainly, though not exclusively, to Christian and
classical themes as they are found in the West, the latter mostly from the
Renaissance or later. The repertoire of religious art is derived from
numerous sources besides the canonical books of the Bible: there are the
legends of the saints, the stories from the Old and New Testament
Apocrypha (in the latter we have the life of the Virgin Mary), and the
writings of medieval Christian mystics and others. Secular (non-Christian)
themes include not only the gods and goddesses of Greek and Roman
mythology, but the heroes, legendary or otherwise, of ancient history.
The figures of moral allegory, often related in their visual aspect to the
Ppagan gods, are included, as are the characters from romantic epic poetry
that established themselves in the art of the 17th cent. and later. The
reader will also find here some of the more popular figures in northern
European genre painting, the alchemist, the quack doctor and so on.

The field is not quite so large as it might at first appear because religious
art, under the guidance of the Church, was restricted to a fairly well-defined
range of themes, and the choice of secular subject-matter showed a similar
tendency to be channelled by the taste of patrons and the existence of
literary sources. Even so, some selection has been unavoidable. On the
whole I have concentrated on what might be called the mainstream of the
Christian and humanist tradition in art and on subjects of which more
than just one example exists. This means for instance that much of the
Pre-Raphaelite narrative painting falls outside the scope of the book. As
for the Christian saints I have been influenced in favour of those whose

‘lngi\'idna] works of art are mentioned only in the case of comparatively rare or
unfamiliar themes or, occasionally, to illustrate a point.
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cultus and iconography are general rather than local. Straight historical
subjects, battles and the like, that contain no secondary, symbolic, mean-
ing have no place here either.

Enlns are arranged in one slphabeneal sequence. They are of severzl

iptions of persons (and with their identil

attnbuus’ and the themes in which they play the principal part - cross-
references lead to the themes in other articles where their role is secondary.
For example, under the entry for Venus will be found ‘Venus and Adonis’
and a cross-reference to ‘Judgement of Paris’. Titles of pictures, when
well-established and familiar, have their own en(ry ‘Raising of Lazarus’,
‘Rape of Europa’. Objects, esp those with a
person as a means of identification (his ‘attribute’) — ezd: has an article
which lists its owners. Under ‘Lion’ are references to St Jerome and
Hercules, under ‘Arrow” are Cupid, Diana and St Sebastian.

The elucidation of the ‘lost language’ of attribute and symbol has been
carried far by modern scholarship. It is not only a fascinating subject in
itself leading one to a fuller understanding of a work of art, it helps the
present-day spectator to see it as the artist’s contemporaries saw it.
At its simplest level an attribute tells us whom the artist wishes us to
recognize in the figure he has depicted. The pig with a bell round its neck
standing beside an old cowled monk identifies him as St Antony the Great.
(Why a pig with a bell? One explanation is that the pigs bred by the
Antonine monks enjoyed special grazing rights and were therefore
distinguished in this way.) But an object sometimes does more than just
identify, it may stand instead of someone or something. It is then no
longer an attribute but has become a kind of visual metaphor, or symbol.
Well-known examples are the dove that stands for the Holy Ghost, and
the fish for Christ. Renaissance artists, by combining symbols, wove
elaborate, complicated allegories into their pictures. Still-life painting,
especially in the hands of the Dutch and Flemish masters of the 17th cent.,
often has symbolic overtones: courtship and love in musical instruments,
the vanity of human life in a skull and hour-glass and many other everyday
objects, the Christian message in a loaf of bread, a jug and a bunch of
grapes. The elements of a picture rnake not only a um!y of des:gn but
contain a unity of meaning, not i
is one purpose of this book to provide some of the k=ys

There are a number of ‘signpost’ articles to lead the reader to the
subject of a picture when he has no external aids to identification and the
figures lack any formal attributes. There are personal types such as
“Warrior’, ‘Hunter’, ‘Preacher’, ‘Pilgrim’, ‘Beggar’, ‘Artist’, ‘Writer’,
‘Infant’, ‘Blindness’ and ‘Blindfolding’. Activities or situations are found
under ‘Lovers’, ‘Judgement’, ‘Battle, Scenes of’, ‘Combatants’ (usually
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two), ‘Death, Scenes of’, ‘Prayer’, ‘Repast’ and so on. Ones involving
what might be termed a disparate relationship are under ‘Benediction’,
‘Supplication’, ‘Obeisance’ or ‘Succour’. Numbers may give 2 clue:
‘Three Graces’, ‘Four Seasons’, ‘Five Senses’. Remember that among
object-articles are parts of the body: ‘Head’, ‘Breast’, ‘Hand’, ‘Foot’,
“Hair’, ‘Eye’ and others.
In the notes on the g pages are brief ions of th

of ‘typology’ in the Old Testament, the naming of Greek and Roman
deities, and the impresa.
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Notes

THE TYPOLOGY OF THE OLD TESTAMENT
The doctrine that the Scriptures, as divine revelation, form a coherent,
integrated whole, their authors guided by the hand of God, was developed
by the early Fathers of the Church into a more specific system of corres-
pondences between the two parts. People and events in the Old Testament
were seen as having exact counterparts in the New, in other words they
were a kind of foreshadowing, or prefiguration, of the future. Abraham’s
“sacrifice’ of his son Isaac foreshadowed God’s sacrifice of Christ; David
was seen as a type - in the sense of the original model — of Christ, and his
fight with Goliath represented the struggle of Christ with Satan. ‘The
Old Testament’, St Augustine wrote in the Ciry of God, ‘is nothing but
the New covered with a veil, and the New is nothing but the Old unveiled.”
Examples of themes that are grouped in such a way as to illustrate their
typological relationship may be seen in the medieval Biblia Pauperum
and in church windows, where a scene from the New Testament is
accompanied by one or more relevant episodes from the Old. In time, the
themes from the Old Testament that had been given this special relation-
ship acquired an importance in their own right and became established as
separate subjects in Christian art. Some of the classical myths too were
treated in a similar way by the medieval Church. The story of Danag,
for example, the virgin who was made pregnant by Jupiter in the form of a
shower of gold, was regarded as a prefiguration of the Annunciation.
This was one of the ways in which the medieval Church came to terms
with the pagan world.

THE NAMING OF GODS AND GODDESSES

How has it come about that Roman names are used for the deities in
myths of Greek origin? It was Aphrodite who was born of the waves,
yet Botticelli depicted the birth of Venus; Dionysus rescued Ariadne from
Naxos, yet Titian painted Bacchus coming to her aid. It was not un-
common in antiquity for the gods of one religion to become identified
with those of another. The process often occurred between the gods of
one nation and another as the result of conquest, or through contacts
established by seafaring peoples in the course of trade. The assimilation
of Greek gods with Roman probably began before the expansion of Rome,
through the influence of Greek colonies in southern Italy and Sicily, and
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was well-established by the end of the 3rd cent. B.C. Identification tended
to occur between gods having like functions or characteristics, or simply
because they were worshipped in the same locality. Thus the Roman god
Mars adopted the features and accompanying myths of the Greek god of
war Ares. Vulcan, the god of volcanoes, took over the Greek smith-god
Hephaestus - who likewise had volcanic connections - acquiring in the
process his amnl and olher attributes. Venus, on the other hand, ongnul]y
a Roman deity with

growing, was promou:d to the front rank by her identification with
Aphrodite, without having any obvious similarities. The old Roman
divinities, on the whole rather characterless and lacking in colour, were
much enriched by their assimilation with the Greek pantheon and its
extensive mythology. The Latin language, spread by Roman conquest and
kept alive by the early Church, became for many centuries the lingua
Jfranca of learned intercourse over a large part of Europe, and the classical
myths were thus best known in the Latin authors, especially Ovid and
Virgil. In England in the 15th and 16th cents. Ovid was the most widely
read of the classical poets, and the translation of his Meramorphoses by
Golding was probably the main source of the mythological imagery in
Shakespeare and Milton. In this way the Greek deities have come down
to us in their latinized versions. Even those from Homer, when represented
in art, are commonly known by their Latin names. The following are
frequently met.

Aesculapius, Asclepius  Juno, Hera Proserpina, Persephone
Aurora, Eos Jupiter, Zeus Saturn, Cronus
Bacchus, Dionysus Latona, Leto Sol, Helios

Ceres, Demeter Luna, Selene Ulysses, Odysseus
Cupid (or Amor), Eros  Mars, Ares Venus, Aphrodite
Diana, Artemis Mercury, Hermes Vesta, Hestia
Hercules, Heracles Neptune, Poseidon  Vulcan, Hephaestus

THE IMPRESA
The impresa was a ‘device’ consisting of a simple image and an accompany-
ing motto; its use flourished among the educated classes in Renaissance
Ttaly. Unlike armorial bearings which served to identify a family through
successive generations the ir impresa was primarily mtended 1o be a personal
device adopted by, or on, an indivi perhaps to
commemorate some significant event in his life such as a feat of arms or
affair of the heart, or to illustrate a trait of character. The word is from
the Italian meaning an enterprise or undertaking. Its antecedent was the
impresa amorosa, the personal emblem worn by the jousting knight, whose
meaning was understood only by his chosen lady. It was a requirement also
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of the later impresa that its sense be veiled and yet remain intelligible to
one with a courtier’s upbringing. The picture and motto were required
to complement each other so that neither should alone convey the full
meaning: thus the picture came to be called the corpo, or body, and the
words, often in the form of a graceful pun, were known as the anima, or
spirit, without which the body had no life. A good example of such a
device was the porcupine of Louis XII of France whose armies invaded
lta]y in 1499 and from whom the Italian fashion for imprese may have

The was with its spines shooting off its
bod) in all directions like spears (which according to Pliny was the way in
which it defended itself). The accompanying motto Cominus et eminus -
hand to hand and at a distance - alluded to the king's power to strike his
enemies both near and far. The popularity of the impresa grew rapidly in
the 16th and 17th cents., fostered by a considerable literature. It was
adopted not only by the nobility but by judges, lawyers, ecclesiastics,
artists and others. Those of the great families, patrons of the arts like the
Medici, Gonzaga and Famese, are to be seen in their palaces, often in the
corners of decorated ceilings. They are occasionally incorporated in easel
paintings.
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Only those works to which reference is made in the text
are mentioned below. Books of the Bible are omitted.

ACTS OF PILATE, see NEW TESTAMENT APOCRYPHA.
AN (Claudius Aelianus) (3rd cent. Ap.). Author of Varige Historige, a
series of studies of famous men and women in fourteen books, originally in

Greek.
APOLLODORUS (2nd cent. 5.C.), native of Athens. The Bibliothéké, a collection of
myths formerly attributed to him, probably belongs to the early Christian

era.

APOLLONTUS OF RHODES (c. 295 - ¢. 215 B.C.). Poet and grammarian, citizen of
Alexandria who spent part of his life at Rhodes. Author of the Argonautica,
the epic account of Jason's quest for the Golden Fleece, the only extended
version of the story that survives.

ApuLers, Luctus. Born at Madaura in north Africa early in the 2nd cent. a.D.,
educated in Athens and Carthage in which latter town he settled. The
author of philosophical treatises, but best known for the Meramorphoses, or
The Golden Ass, a romance in which the narrator is magically turned into
an ass. It includes the story of Cupid and Psyche.

ARIosTo, LuDovico (1474-1533). Italian poet and playwright, born at Reggio,
the author of Orlando Furioso, a romantic epic in verse, first published in
1516, appearing in its final enlarged form in 1532. It deals with the wars
between Christians and Saracens at the time of Charlemagne with much
interweaving of characters and plot.

ARISTOTLE (384-322 B.C.). Greek philosopher, born at Stageira. His very numer-
ous and varied works include ones on the natural sciences. The Historia
Animalium assembles and classifies what was then known about animal life.
It was an early antecedent of the medieval bestiary.

Boccaccto, GIOVANNT (1313-75). Italian poet and prose writer, born in Paris, he
lived much of his life in Florence. The Decameron (1348-58) is a collection
of one hundred mostly amorous tales concerning people from all walks of
life in his day. The De Genealogia Deorum (1373) is a manual of classical
mythology and was an important source-book for Renaissance artists.

BOETHIUS, ANICTUS MANLIUS SEVERINUS (¢. A.D. 480—. 524). Late Roman states-
man and phil the author of De Cc il ige, written
in prison, a dialogue with Philosophy (personified as a woman) on the
nature of good and evil. Boethius writes from a non-Christian standpoint.

BooK OF JAMES, see NEW TESTAMENT APOCRYPHA.

BRANT (BRANDT), SEBASTIAN (1458-1521). German satirical writer and poet, born
at Strasburg. His best-known work, the Ship of Fools (Das Narrenschiff)
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(1494) is a topical satire in verse on the follies and vices of his fellow men.
It was widely translated, and may have inspired Erasmus’ Praise of Folly.

CatuLLs, Garus VALERIUS (c. 84-54 B.C.). Latin poet, born probably at Verona,
lived in Rome. His verses, collectively called the Carmina (‘lyric poems’),
are mostly short and highly personal. They often evoke scenes from the
classical myths. Those addressed to his mistress Lesbia (Clodia Metelli)
are among the best known.

CERVANTES SAAVEDRA, MIGUEL DE (1547-1615). Spanish novelist, playwright and
poet, born at Alcala de Henares, near Madrid. Don Quixote de la Mancha
was published in two parts in 1604 and 1614. Many editions have been
illustrated, by French artists in particular.

DANTE ALIGHIERI (1265-1321). Italian poet, born in Florence. The Vita Nuora
is a series of thirty-one love poems addressed to Beatrice dei Portinari,
ceach with an explanatory narrative and analytical commentary. The Divine
Comedy, in three parts, Inferno, Purgatorio and Paradiso, was completed
in the closing years of his life. It appeared in many illustrated editions
including one with drawings by Botticelli. Its influence on Christian icono-
graphy was considerable, for example in the treatment of heaven and hell
in Italian Renaissance painting.

DarEs PHRYGIUs. Trojan priest of Hephaestus (/liad 5:9) to whom was once
attributed the authorship of the Dareris Phrygii de excidio Troiae historia.
The work probably originated with the earliest extant Latin version, about
5th cent. A.D. It was a popular medieval source-book of the story of Troy,
though historically worthless.

DicTys CRETensts. Legendary Cretan, said to have been present at the Trojan
war. The Ephemeris Belli Troiani (4th cent. A.D.) purported to be the
translation of an original account in Greek by him. Like the History of
Dares Phrygius it was much used by medieval writers on Troy.

Di0DORUS SICULUS (Ist cent. B.C.). Sicilian, author of the Bibliotheca Historica,
a history of the world in Greek from the early myths of gods and heroes
down to the time of Julius Caesar. Fifteen of its forty books have survived.

DioGENEs LAERTIUS (fi. first half of 3rd cent. A.D.) probably of Laerte in Cilicia.
Author of Lices of the Philosophers, a series of anecdotal biographies of
the classical Greek philosophers.

EuseBiUs OF CAESAREA (c. A.D. 260-¢. 340). Born probably at Caesarea in
Palestine where he became bishop. His History of the Church is a unique
account of the development of early Christianity. It appeared about 324.
He wrote a life of Constantine the Great.

FENELON, FRANCOIS DE SALIGNAC DE LA MOTHE (1651-1715). Archbishop of
Cambrai, born at the chiteau of Fénelon in Périgord. He wrote on religious,
educational and other matters. The Adventures of Telemachus (1699)
amplifies the account in the Odyssey of Telemachus® travels in search of his
father, combining it with political and moral instruction.

GEsTA RoMaNoruM. ‘The Deeds of the Romans’ - a medieval compilation
(13th-14th cent.) of stories from classical antiquity and elsewhere, presented
for the reader's moral edification.
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GOLDEN LEGEND, sec VORAGINE, JACOBUS DE-

GOSPEL OF NICODEMUS, see NEW TESTAMENT APOCRYPHA.

GosPEL OF THOMAS, see NEW TESTAMENT APOCRYPHA.

‘GUARDNL, BATTISTA (1538-1612). Italian pastoral poet, born at Ferrara. The
author of /I Pastor Fido, ‘The Faithful Shepherd’ (1589), a play in verse,
the source of several themes in baroque painting.

HERODOTUS (c. 484—. 424 B.C.). The ‘father of history’, born at Halicarnassus in
Asia Minor. His work is an account of the wars between Greece and Persia.
It is interwoven with anecdote and portrayal of character which provided
themes for Renaissance and later art.

HesioD (c. 8th cent. B.c.). Early Greek poet and Boeotian farmer, born at Ascra
by Mt Helicon. The Work and Days deals with the hardships of rural life,
the virtue of toil and the need for justice. The Theogony is a history of the
Greek gods; its authorship is disputed.

Howmer. Greek epic poet of about 9th cent. B.c., reputed author of the Jliad and
the Odyssey. Some authorities have questioned whether he himself wrote
either work, or even whether he existed. The Jliad describes the individual
conflicts between Greek and Trojan heroes during a period of the siege of
Troy, with Achilles as the central character; the Odyssey describes the ad-
ventures of the Greek hero Odysseus on his journey home to Ithaca after the
fall of Troy. (See also above, DARES PRRYGIUS; DICTYs CRETENSIs; FENELON.)

HooFT, PIETER CORNELISZOON (1581-1647). Dutch playwright and poet, bomn in
Amsterdam. The pastoral play Granida (1605) reflects the influence on
him of French and Italian Renaissance culture.

Horace (Quintus Horatius Flaccus) (65-8 B.c.). Roman poet, born at Venusia.
The four books of Odes, lyric poems about life, death and the role of the
poet, contain his best work.

Hyemus, Garss Jutus (f. ¢. 25 B.c.). Roman scholar of Spanish origin, a
freed slave, a friend of Ovid. The Fabulae (or Genealogiae), a compilation
of some 300 myths and legends, formerly attributed to him, are now
thought to be 2nd cent. A.D.

IMAGDNES, unless otherwise attributed, see PHILOSTRATUS.

JuvenaL (Decimus Junius Juvenalis) (c. A.D. 60—c. 130). Roman satirist. The
sixteen Satires in five books deal with the corruption and follies of those in
public life in his day.

Livy (Titus Livius) (c. 59 B.c.-A.D. 17). Roman historian, born at Padua. His
History of Rome (Ab Urbe Condira) from its legendary foundation was in
142 books of which only part survives. He illustrated all types of moral
conduct, good and bad, which provided Renaissance artists with many
useful models.

LoNGUs (c. 3rd or 4th cent. A.D.). Author of one of the earliest pastoral novels,
Daphnis and Chloe, in Greek. Nothing is known of his life.

Luciax (. A.. 115-after 180). Rbetorician and satirist, born at Samosata in
Turkey. His works cover a wide range. The Dialogues of the Gods (Deorum
Dialogi) is a satirical treatment of the Greek myths. The Jmagines (Eikones)
consists of sketches purporting to be descriptions of works of art.
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METAMORPHOSES, unless otherwise attributed, see OvID.

NEw TESTAMENT APOCRYPHA. The New Testament canon was established not
by any decree but by a gradual process of winnowing from a much larger
body of early writings. By the end of the 2nd cent. the four gospels, the
Acts and the Pauline epistles had been recognized. The criteria applied by
the early Fathers were those of apostolic authorship and the extent to
which a work had gained general acceptance among the churches. The
residue of rejected writings, some of very early date, forms what is called
the New Testament Apocrypha. It includes stories of the infancy and child-
hood of Christ, the birth and death of the Virgin, the Passion, Acts of
apostles, Epistles and Apocalypses, categories in many respects similar to
those of the canon. Many of the stories found their way into the Golden
Legend and so became widely disseminated in the Middle Ages. The follow-
ing works are important iconographically:

Book of James (called Protevangelium from the 16th cent.) (2nd cent.). Nativity
and childhood of the Virgin. Nativity of Christ.

Gospel of Thomas (20d cent.). Childhood of Christ.

Gospel of Nicodemus, or Acts of Pilate (4th and Sth cents.). Passion. Descent
into Limbo.

An account of the Death and Assumption of the Virgin attributed to Melito,
bishop of Sardis (about 4th cent.).

‘The Acts of various apostles: John (2nd cent.): The Raising of Drusiana, etc.
Paul (20d cent.): The story of Thecla. Peter (end 2nd cent.): Simon Magus,
Domine quo vadis, etc. Andrew (3rd cent.): incidents on his missionary
j and crucifixion. Thomas (3rd cent.): King Gundaphorus, etc.

‘Ovip (Publius Ovidius Naso) (43 .c.-A.D. 17). Latin poet, born at Sulmo east
of Rome; exiled to Tomi on the Black Sea at the age of fifty, where he died.
‘The Metamorphoses is a retelling of the myths and legends of Greece and
Rome, and the east, ingeniously arranged as a continuous narrative in verse.
Ovid was widely read in the Middle Ages and the Metamorphoses was
translated into several languages. A popular version, known as the
*Moralized Ovid’, gave Christian interpretations of the myths, making
them into prefigurations of biblical events. The Fasti (Festivals) is a poetic
treatment of the Roman calendar and embodies legend, history and
descriptions of the seasonal rites and festivals. Only six books, January to
June, exist.

PAUSANIAS (2nd cent. A.D.). Greek traveller, probably of Lydia in Asia Minor,
the author of an itinerary of Greece (Hellados Periegesis) in ten books,
describing in detail the Greek cities and religious sites as they then stood.

PETRARCH (Francesco Petrarca) (1304-74). Italian poet and pioneer of the
Renaissance movement in Italy. The epic poem Africa, in Latin, a history of
the second Punic War, extols the Roman general Scipio Africanus Major
and contains many descriptions of the classical deities. The Trionfi are a set
of allegorical poems in which each succeeding figure triumphs over the last
(Love, Chastity, Death, etc.).

PHILOSTRATUs. The name of a Greek family from Lemnos three or four of
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whom were rhetoricians and writers. The Imagines (Eikones) is a series of
descriptions of pictures, in two books. The first is attributed to Philostratus
“the Elder’ (c. A.D. 170-c. 245), the second to his grandson, known as ‘the
‘Younger'. The subjects are mostly from classical mythology, though none
has been identified with any known work of art. During the Renaissance
they were copied by writers of mythographical manuals and inspired
numerous pictures.

PHysioLoGus (The ‘naturalist’). Name given to the anonymous Greek author
(A.D. 2nd cent. or later) of a natural history of animals. It drew on Aristotle,
Pliny and other early sources. It became widely diffused through Europe
and the i and was the of the medieval bestiary.

PLATO (c. 427-¢. 347 B.c.). Greek philosopher, born at Atheas. His Theory of
Ideas, in the Republic and Phaedo, asserts the existence of pure forms
(justice, temperance, fortitude, etc.) underlying and distinct from their
individual manifestations. From this concept were ultimately derived
some of the personifications in art of the virtues and vices. The Phaedo
contains the description of the death of Socrates in prison. The Symposium
(the ‘Banquet’) is a dialogue on the nature of love.

PLNY THE ELDER (Gaius Plinius Secundus) (a.p. 23-79). Born probably at Como.
Of his prolific writings only the Historia Naturalis, in thirty-seven books,
survives. Books 35 and 36 in particular deal with art and artists.

PLUTARCH (c. A.D. 46-after 120). Greek biographer and moralist, born at
Chaeronea in Boeotia. His Lives of the ancient kings, statesmen and
philosophers are mostly arranged in pairs (one Greek, one Roman) followed
by a comparison of the two. The emphasis is moral rather than historical
Its influence on later ages was considerable.

PROTEVANGELIUM, see NEW TESTAMENT APOCRYPHA.

PRUDENTIUS, AURELIUS CLEMENS (A.D. 348-after 405). Religious poet, born in
Spain; author of lhe P»chwmchm (batde for the soul), a lons allegom:l
‘poem in which the
subject lent itself to illustration md was widely popular in the Middle Ags

Rrpa, CEsare (c. lsso—berore 1625). Italian iconographer, born in Perugia;
author of the Jconole iptions of the ical figures of the virtues
and vices, the arts, seasons, parts of the world, etc. The first edition, 1593,
was unillustrated; the third, 1603, was greatly expanded and illustrated. It
rapidly became a standard reference work for artists of western Europe,
especially of the Counter-Reformation.

SENECA, LUCIUs ANNAEUS (c. 4 B.C.~A.D. 65). Latin Stoic philosopher, born at
Corduba (Cordova) in Spain. The De Beneficiis, one of a group of Moral
Essays, deals with the nature and effects of benefaction, of giving and
receiving. The De Jra treats of anger and the ways of controlling it. Stoic
thought was felt by the Middle Ages and Renaissance to have affinities with
Christian morality.

STATIUS, PUBLIUS PAPINIUS (c. A.D. 45-96). Latin poet, born at Neapolis (Naples).
The Achilleid, an epic poem of which only the first part exists, describes
the childhood and youth of Achilles.
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‘Tactrus, PuBLius CORNELIUS (c. A.D. S6-after 117). Roman historian. The
Histories deals with the period A.D. 68 to 96, from the emperor Galba to
Domitian; the Annals with the earlier period, A.D. 14 to 68, from the death
of Augustus to the death of Nero. Parts of both works are lost.

‘Tasso, TORQUATO (1544-95). Italian poet, born at Sorrento. The Gerusalemme
Liberata (Jerusalem Delivered) (1575) is a romantic epic poem describing
the capture of Jerusalem in the First Crusade by Godfrey of Bouillon.
The story contains many amorous adventures between Christian and pagan
men and women.

Terence (PuLIUs TERENTIUS AFER) (c. 185-159 .c.). Latin comic poet and
playwright, born at Carthage. He came to Rome as a slave and was later
freed. The Eunuch (162), one of six surviving plays in verse, was adapted
from Terence was in i Ttaly and i
later European comic drama.

THEOCRITUS (3rd cent. B.C.). Greek pastoral poet, born probably at Syracuse.
His Idylls are the carliest bucolic poetry, set in the Sicilian countryside. They
were the foundation of the pastoral tradition which flowered in the Renais-
sance and the 17th cent.

VALERIUs MAxiMus. Roman historian, living at the time of Tiberius; author of
De Factis Dictisque Memorabilibus Libri IX, a varied collection of short
anecdotes giving examples of good and bad conduct from the lives of the
famous, notable events and customs, etc., arranged in nine books. It was
popular in the Middle Ages and Renaissance.

VRGIL (PusLits VERGILIUS MARO) (70-19 B.c.). Latin poet, bom at Andes
near Mantua. The Aeneid, his last work, is the epic story of the journey of
the Trojan prince Aeneas and his companions, and their settlement in
Latium. For the Romans of Virgil’s day it lent substance to an old legend
that they were descended from the ancient heroes and hence from the gods.
The Eclogues (c. 37) are pastoral poems in the vein of Theocritus. The
Georgics (30) describe the ideal life and work of the countryman.

VORAGINE, JacOBUs DE (c. 1230-¢. 1298). Dominican friar who became Arch-
bishop of Genoa. He was the author of the Golden Legend (Legenda Aurea)
(c. 1275), a compilation of the lives of the saints, legends of the Virgin and
other narratives relating to the Church’s feast days. They are arranged in
the order of the Church calendar, starting with Advent. Its influence on
Christian iconography was very great. It was first translated into English
by Caxton in 1483 from a French version.

XENOPHON (c. 430~c. 355 B.C.). Athenian general and historian, a friend of
Socrates. The Memorabilia is one of a group of works dealing with aspects
of the life and teaching of Socrates.
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A and Q, or . Alpha and omega, the first and last letters of the Greek alphabet.
‘They are the symbol of God as the beginning and the end of all things, and as-
sociated in art with the First and Second Persons of the Trinity, from the Book
of Revelation (22:13 and elsewhere), ‘I am the Alpha and the Omega, the first
and the last, the beginning and the end’. The letters are found in conjunction
with the CHI-RHO MONOGRAM in early Christian art. In Renaissance painting and
later they are generally seen on the pages of an open book held in the hand of
GOD THE FATHER. The more usual form of omega is ®, sometimes drawn to
resemble the Roman letter W. A hand-sign forming 2 W stands for omega.

Aaron. Elder brother of Moses whom he accompanies in several scenes (see
MOSES, 5, 10, 11, 12). One of the tribe of Levi that had special sacerdotal functions,
Aaron was the high pnesl of the Israelites in the w:ldemss, and the prototype
of the ancient Jewish which was iti ded from his
sons. The vestments are described in detail in Exodus (28), though Aaron is by
no means always depicted wearing them. They are sometimes characterized by
the golden bells that fringe the robe - their sound was supposed to drive off
evil spirits — and by the headdress which is either a turban or, as a prefiguration
of the Christian priesthood, a papal TIARA. Aaron holds a CENSER and a flowering.
WAND, or rod.

1. The punishment of Korah (INum. 16:1-35). Probably 2 conflation of more
than one account of revolt against the leadership, which tells how Korah, a
Levite, with Dathan and Abiram, contested Aaron’s right to the high-priesthood.
‘Challenged by Moses to offer incense to the Lord - a rite reserved to the priest -
they and their followers found themselves swallowed up by the earth as soon as
they attempted to do so. They are depicted beside an altar, censers flying, as the
ground opens beneath their feet. Moses raises his wand; Aaron swings a censer.

2. The flowering rod (Num. 17:1-11). To settle the issue of leadership among
the twelve tribes the head of each brought a staff which was laid in the tabernacle.
Next day it was found that the staff of Aaron, representing the tribe of Levi,
had sprouted, flowered and produced ripe almonds. This example of the un-
fertilized bearing of fruit, together with the verbal similarity of the Latin rirgo
with zirga, a rod, led to the adoption in the Middle Ages of the almond as a
symbol of the Virgin’s purity. (See also MANDORLA.) Jerome's account of the
choosing of Josepd from among the suitors of the Virgin is an adaptation of
the story of Aaron’s rod. A flowering staff is hence an attribute of both Aaron
and Joseph.

Abacus, atiribute of Arithmetic, one of the SEVEN LIBERAL ARTS.

ion. Traditionally the fate of helpless maidens, but also sometimes of youths,
not always protesting. Maiden: abducted by greybeard, in air, BOREAS; by
black-bearded king on chariot (into flaming cavern), RAPE OF PROSERPINE; by
white bull into sea, RAPE OF EUROPA; by young man, towards harbour, ships,
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HELEN OF TROY. Two maidens: seized by two warriors on horseback, CAsTOR
AND POLLUX. Youth: borne aloft by eagle, GANYMEDE; borne aloft by bishop,
from banquet, NICHOLAS OF MYRA (5). Warrior: sleeping, garlanded, laid in
chariot by women, RINALDO AND ARMIDA (2).

Abhil see DAVID (5).

Abrakam. The first of the great Hebrew patriarchs of the Old Testament. Called
by God, he left Ur of the Chaldees with his wife Sarah and nephew Lot to go to
Canaan. He is white-haired with a ﬂowmg beard. His attribute is the knife
with which he meant to sacrifice Isaac, his son.

1. The meeting of Abraham and Melchizedek (Gen. 14:18-24). After their
sojourn in Egypt to escape the famine Abraham and Lot came north again
‘rich in cattle’. They separated, Abraham returning to Canaan, Lot settling in
Sodom. When raiders attacked the Cities of the Plain, Lot was captured and
his possessions seized. The news was brought to Abraham who armed some
three hundred men and set off in.pursuit. He attacked by night and defeated
the foe, releasing Lot and recovering the stolen goods. Abraham returned in
triumph. At Salem (Jerusalem) he was received by Melchizedek, the king and
high priest, who brought out bread and wine and blessed Abraham. The latter
in return paid Melchizedek a tithe (one-tenth) of his spoils of victory. Melchi-
zedek wears priestly robes and a crown or mitre. He carries the eucharistic
chalice and bread, since the episode was regarded in the Middle Ages as a
prefiguration of the Last Supper.

2. The three angels (Gen. 18:1-19). While Abraham ‘sat at the tent door in
the middle of the day’ three men appeared before him. Realizing that they were
angels he bowed down before them, fetched water and washed their feet; then
with the traditional hospitality of the nomad he brought them food. The angels
prophesied that a son would be born to Abraham’s wife Sarah. But Sarah
laughed at the idea because by now they were both ‘old and well striken in age’.
However she afterwards bore Isaac so the prophecy was fulfilled. The three
visitors are usually represented as angels, with wings and sometimes with haloes.
Abraham kneels before them or washes their feet or fetches food. His dwelling,
contrary to the text, is more often a humble building than a tent. The angels
were regarded as a symbol of the Trinity and their prophecy was made a pre-
ﬁguratwn of the Annunciation.

3. The banishment of Hagar and Ishmael (Gen. ~ 9-21). Ishmael was Abra-
Bam’s first son and his mother was Hagar, the Egv ian handmaiden of Sarah.
‘When Isaac, Sarah’s son, was bon Ishmael mocked his younger brother so
that Sarah asked Abraham to banish him, togethe w~ith his mother. Abraham
provided them with bread and a bortle of water and sent them off into the desert
of Beersheba. When the water was spent Hagar put Ishmael under 2 bush to
die and then sat some way off, weeping. But an angel appeared, by tradition
the archangel Michael, and disclosed a well of water near by, so they were both
saved. There are two scenes, the banishment, and the appearance of the angel,
‘both common in 17th cent. Italian and Dutch painting.

4. The sacrifice of Isaac; the binding of Isaac (Gen. 22:1-19). To test Abraham’s
faith, God commanded him to make 2 burnt offering of his son, Isaac. They
went to the place of sacrifice, Abraham on his ass and Isaac carrying the wood
for the altar fire. Abraham bound Isaac, l2id him on the altar and drew his
knife. At that moment an angel appeared and stayed Abraham’s hand, saying,
“Now I know that you are a God-fearing man. You have not withheld from
e your son’. Abraham raised his eyes and saw a ram caught in a thicket which




3 Achilles

he sacrificed instead. This subject occupied a central place in the system of
medieval typology — the drawing of parallels between OId and New Testament
themes. Abraham’s intended sacrifice was seen as a type of the Crucifixion -
God’s sacrifice of Christ. Isaac carrying the wood prefigured Christ carrying
the Cross, the ram became Christ crucified, the thorns in the thicket were the
crown of thorns, and so on. Artists commonly portray Abraham with his knife
poised; sometimes his other hand covers Isaac’s eyes. Isaac kneels or lies,
usually naked, on a sort of low altar on which there are faggots of wood. The
angel is in the act of staying Abraham’s hand and at the same time points to-
‘wards the ram. According to Moslem tradition Abraham’s sacrifice took place
on the site of the Mosque of Omar (The ‘Dome of the Rock’) at Jerusalem.

Abraham's bosom, heaven: se¢ LAST JUDGEMENT (5); DIVES AND LAZARUS.

Absalom, see DAVID (8).

Abundance. Ample supplies of food, the basis of man’s wzu being, flowed from
peace, Jjustice and good Hence the figure of Abund:
is often associated with other such virtues, celebrating the end of 2 war, some-
times on public buildings, or on a sculptured tomb in allusion to the benefits
bestowed by the dead man in his lifetime. The figure of Abundance is found
particularly in Italian art. Her principal attribute is the CORNUCOPIA. She may,
like CHARITY, be accompanied by several children. She may hold a sheaf of
CORN in her hand since her classical prototype was Ceres, the goddess of agri-
culture. A RUDDER, which came to be associated with the idea of government,
dates from ancient Rome and derives from the annual celebration of the grain
harvest which mostly came to the city by boat. The rudder, with terrestrial
GLOBE and cornucopia together suggest that the world-wide rule of Rome
‘brought about plenty (‘Triumph of Caesar’, Mantegna, Hampton Court).

Acedia, see SLOTH.

Achelous, sec HERCULES (22).

Achilles. Legendary Greek hero, the central character of the Jliad which tells of
his deeds in the Trojan war. The following are non-Homeric themes concerning
his upbringing and death. See TROJAN WAR for the others.

1. Thetis dips Achilles in the Styx (Hyginus 107; Statius, Achilleid 1:269).
Achilles was the son of Thetis, a sea-nymph. Knowing the destiny in store for
her son, she tried to protect him by dipping him at birth in the waters of the
river Styx. This made his.»"dy invulnerable except for the heel by which she
held him. Thetis is shown 5. -qding at the water’s edge holding the infant upside
down by the foot. Its head is submerged. In the background the souls of the
dead - wraithlike figures - 1 ay be seen thronging the river bank, while Charon
ferries a boat-load across the-water. Cerberus, the watchdog, lies near by, his
three heads showing varying degrees of wakefulness.

2. The education of Achilles by Chiron (Fasti 5: 385—6 Achilleid 2:381-452).
In his youth Achilles was handed over to Chiron, a wise and learned CENTAUR
who taught him many arts. The Centaur is depicted playing the lyre to his
pupil, or they duel, swim side by side, practise gymnastics and so on. The various
activities may be combined in one picture. A related theme shows Achilles as
an infant being handed over by his mother into the arms of Chiron.

3. Achilles and the daughters of Lycomedes (Hyginus 96: Mer. 13:162-70;
Philostratus the Younger, Imag. 1). By far the commonest Achillean theme,
yet an unheroic one. Like that of HERCULEs (17) and Omphale it concerns a
hero dressed in woman's clothes, which perhaps explains its popularity. Knowing
her son was destined to die if he went to fight in the Trojan war, his mother
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disguised him as a woman and entrusted him to King Lycomedes, in whose
palace on the isle of Scyros he lived among the king’s daughters. Ulysses and
other Greek chieftains were sent to fetch Achilles. They cunningly laid a heap
of gifts before the girls — jewellery, clothes and other finery, but among them a
sword, spear and shield. When a trumpet was sounded Achilles instinctively
snatched up the weapons and thus betrayed his identity. A group of female
figures is seen crowding round caskets of gifts. One of them lovingly fingers a
sword, or springs up brandishing it to the others’ astonishment. Ulysses and
other warriors may be present.

4. Death of Achilles (Dares Phrygius, Excidium Troiae 34; Dictys Cretensis
4:10-13). Achilles was offered the hand of Polyxena, daughter of Priam, king
of Troy, if in return he agreed to raise the siege of the city. But this was a plot
to kill him. At Polyxena’s request he came to make a sacrifice to Apollo. As he
knelt at the altar he was shot by her brother, Paris. The arrow was guided by
Apollo to Achilles’ one vulnerable spot, his heel. Achilles is seen kneeling before
an altar, his foot pierced by an arrow. Or he may be supported in the arms of
another of Polyxena’s brothers. She stands by with an attendant. Paris is in
the doorway, bow in hand, Apollo at his elbow. Homer, whom Ovid follows,
tells that Achilles died in battle, but this version is seldom represented.

Acls, see GALATEA.

Actaeon, see DLANA (3).

‘Ad Majorem Dei Gloriam’, see IGNATIUS OF LOYOLA.

Adam and Eve. God created Adam and Eve together with the plants and animals
on the sixth day (Gen. 1:24-31). The theme is often combined with the Temp-
tation and the Expulsion (2 and 3 below). Before the early Renaissance it was
usual to represent God as the Second Person of the Trinity but in later works
e conforms to the ‘patriarchal’ type of God the Father. He breathes life into
Adam’s nostrils, or reaches out his hand to transmit life by his touch. In the
scene of the creation of Eve, Adam lies on the ground, since God caused a deep
sleep to fall upon him while removing his rib. Although Genesis states in the
second account of the Creation (Gen. 2:21-2) that Eve was fashioned from the
rib after God had removed it and closed up Adam’s side, there is 2 widespread
convention that depicts her emerging from his body while he sleeps. Another
version shows her fully formed, standing before God in a devout attitude.
Rarely, artists represent the pair without navels. According to medieval typology
‘Adam prefigured Christ on the grounds that each was the first man of his era,
or ‘dispensation’. For a similar reason Eve, the first mother, foreshadowed the
Virgin, or alternatively the Church itself. (See crRuCIFIXION, Intro., 9 and 10.)
The story of the creation of the first man from dust or clay is found in other
ancient religions, notably Babylonian. Ovid, retelling a Greek myth, describes
how the Titan PROMETHEUS (1) fashioned man from clay.

1. Garden of Eden; the naming of the animals (Gen. 2:8-20). In northern
painting the vegetation of paradise is lush, with long vistas and forest glades.
Southern artists tend to represent it as an oasis in the desert. It was watered by
four rivers (see RIVER), 2nd is often walled. It was inhabited by all kinds of animals.
Adam is sometimes depicted naming the animals (Gen. 2:19-21). He may stand
above them on an eminence, or they pass before him while he inscribes their
names in a book. (See also AGES OF THE WORLD: Tlie Golden Age.)

2. The Temptation (Gen. 3:1-7). God warned Adam on pain of death not
to eat the fruit of ‘the tree of the knowledge of good and evil’, and may be so
depicted, standing in the Garden. But the serpent, the craftiest of all God's
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creatures, persuaded Eve, saying ‘your eyes will be opened and you will be like

knowing both good and evil'. Eve ate the fruit and gave some to Adam
who ate it t00. ‘Then the eyes of both of them were opened, and they discovered
that they were naked; so they stitched fig-leaves together and made themselves
loincloths.” The tree is usually an apple or 2 fig. The serpent is twined round
jts trunk (a type probably derived from the pre-Christian image of the dragon
guarding the tree of the Hesperides: see SNAKE) or is standing beside it. It may
have 2 woman’s head and sometimes also a torso. If standing, it has four legs
and feet like a lizard’s. (It was only afterwards that God cursed it: ‘On your
belly you shall crawl’.) Adam and Eve stand by the tree, Eve holding the fruit
or in the act of plucking if it, or, havmg takena bue. oﬁenng itto Adam Medieval
typology saw the of the A ion in which
the Virgin Mary, as the ‘new Eve redeemed the sin of the old.

3. The Expulsion (Gen. 3:3—24). God punished the serpent, decreeing that it
should henceforward go on its belly and eat dust. For her disobedience Eve was
condemned to painful childbearing and to be ruled over by Adam. His punish-
ment was to toil thereafter in the fields for his daily bread until he died. God
clothed them both in skins and expelled them from the garden lest they ate also
of the tree of life and thereby gained immortality. To guard the tree, ‘to the east
of the garden of Eden he stationed the cherubim and a sword whirling and
flashing’. Adam and Eve go out naked with their hands covering their pudenda
or with a garland of leaves round their loins, their faces expressing utter grief
and dﬁpalr Also depicted is the angel who drives them away with a sword or
‘whip; God handing them clothing made of animal skins; and the cloaked figure
of Death svandmg by, to signify that they were no longer immortal. In the later
scene, at their toil, Adam digs with spade or hoe, ploughs or sows. Eve either
helps him or sits holding a distaff while perhaps two young children, Cain and
Abel, play around her.

Admetus, see HERCULES (20).

Adonis, Birth of. Adonis was conceived out of the incestuous love of his mother
Myrrha for her father Cinyras. Overcome with shame she invoked the gods who
changed her into the myrrh-tree. In due time the trunk split open and the infant
Adonis was born, to be cared for by Myrrha’s nurse Lucina and the nymphs
(Mer. 10:503-14). The theme is found chiefly in 16th and 17th cent. ltalian
painting and shows Myrrha with upraised arms, half woman, half tree, and the
infant delivered into the arms of Lucina or the nymphs. For the death of Adonis,
See VENUS (5). See also TREE.

Adoration of the Magi (‘Adoration of the Kings’) (Matt. 2:1 ff). The magi had
come from the east, following a star, to seek the king of the Jews, and were
directed by Herod’s officials to go to Bethlehem. Herod told them to report
back to him, ostensibly that he might then pay homage himself, but really be-
cause he feared usurpation. Historically the magi were astrologers of the Persian
court, the priests of the cult of Mithras which became widespread in the Roman
empln in the early Christian era. In the wall-paintings of the Roman catacombs
and in some Byzantine mosaics the magi may wear Mithraic robes and the
typical ‘Phrygian cap’, a kind of pointed hat having the top folded forward
(see 1aT). The Christian writer Tertullian (c. 160-230) was the first to redefine
them as kings. Their names may have originated in a 9th cent. pontifical at

venna. In earlier Renaissance painting they are dressed in the court fashions
of the day. One or other may be drawn in the likeness of the artist’s patron, as
a mark of his devotion to Christianity. As a prelude to the adoration proper the
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magi are occasionally depicted meeting on their journey or travelling together,
with their retinues, led by the star. They are represented thus in late medieval
frescoes and sculpture, and in illuminated mss. The adoration itself shows
Caspar, or Jasper, the oldest, kneeling before the infant Christ in the Virgin’s
lap, offering his gift of gold. Behind him stands Balthazar, a Negro, and Melchior,

youngest. Their retinues often show unmistakable signs of their eastern
origin: the turban, camels, leopards, or perhaps the star and crescent of the
Saracen. Joseph is usually present. In the background may often be seen the
annunciation to the shepherds. In some later examples, especially of the 17th
cent., the Virgin is represented standing. The receptacles for their gifts, in
particular in the 16th cent., are often elaborate examples of goldsmiths’ work.
Matthew does not mention the number of the magi though three is inferred from
the number of their gifts. (In early Christian art there may be two or four or,
occasionally, six.) According to Bede (c. 673-735) the symbolism of their gifts
was: gold, homage to Christ’s kingship; frankincense, homage to his divinity;
myrrh, used in embalming, a foreshadowing of his death. In the later Middle
Ages the magi came to personify the three parts of the known world (Europe,
Africa and Asia) paying homage to Christ, hence the traditional portrayal of
Balthazar (Africa) as a Negro. But the theme was also used to symbolize the
submission of the temporal powers to the authority of the Church, hence its
continuing importance in Christian art. The feast of the Epiphany (6 January)
celebrates certain manifestations of Christ to mankind, in particular that of the
Adoration of the Magi. (See also NATIVITY.)
of the Name of Jesus. The ‘sacred monogram’® consisting of the letters
IHS was originally an abbreviation of the Greek form of the word Jesus. It was
known in the Sth cent. where it appeared on coins of the Byzantine empire.
After its adoption by the western Church it sometimes, incorrectly, acquired
the meaning ‘Iesus Hominum Salvator” — ‘Jesus the Saviour of men’. A bar
above the H, signifying the elision, is sometimes turned into a cross, perhaps by
extending upwards the vertical stroke of the H. It is seen thus in the decoration
of religious objects of many kinds. The idea of the monogram as an object of
veneration was fostered by BERNARDINO in the 15th cent. In the following century
it was adopted as the device of the Society of Jesus for whom its letters also
bore the meaning ‘Jesum Habemus Socium’ - *‘We have Jesus for our companion.”
‘The adoration of the name forms the subject of a baroque fresco on the ceiling
of the Gesi, the Jesuit church in Rome. The rays emanating from the letters
light up the faces of the angels and the blessed thronging round, but at the same
time strike down Satan and his attendant vices.

Adoration of the Shepherds (Luke 2:8 ff). The announcement to the shepherds in
the fields of the birth of the Messiah by the angel, traditionally Gabriel, is
represented in Byzantine art but the scene of the adoration is not found until
the end of the 15th cent. The shepherds are grouped round the infant in rev-
erential attitudes. They have doffed their hats and the nearest ones are kneeling.
‘There are usually three of them and their gifts are appropriately rustic. Others
stand behind playing pipes. Through a doorway there may be a glimpse of a
distant hillside where an angel announces the birth to those watching their
flocks. The shepherds’ gifts are not mentioned by Luke and were probably
invented by analogy with those of the magi. In earlier examples they may consist
of a sheep with its feet bound (symbolizing the Christian sacrificial lamb), a
shepherd’s crook and pipes. The sheep is sometimes borne round the shoulders
of a shepherd, after the image of the Good Shepherd (see SHEPHERD). In 17th-cent.
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art they bring poultry, a jug of milk, a basket of eggs, etc. The pips are usually
the BAGPIPE and a syrinx (see PIPE). The idea of music on this occasion may de-
nw not only from the pastoral tradition but, more specifically, from a custom

parls of Ttaly to play the pipes at Christmas before images of the Virgin and

Child.

Adm'aﬁon of the Virgin, see NATNVITY (2).

Adrian and Natalia. Adrian (died ¢. 304), a Roman officer serving at Nicomedia
in Bithynia was, according to legend, converted to Christianity after witnessing
the sufferings of persecuted Christians. He was thrown into prison where he
was visited by his wife Natalia disguised as a boy. She herself was secretly a
Christian. At his execution Adrian had both his hands and his head cut off.
Natalia, who was present, took away one of the hands as a memento. The body
of Adrian was buried at Argyropolis, near Byzantium, where Natalia passed the
rest of her life in mourning. Adrian, the patron saint of soldiers and butchers,
protector against the plague, was widely venerated in northern Europe. His
attribute is an ANVIL, sometimes with an axe or sword beside it. There may be a
LION at his feet, the emblem of his fortitude. He is usually in armour and may
be accompanied by Natalia.

Aeétes, king of Colchis, see JASON.

Aeneas. A Trojan prince who escaped by sea with a band of companions after
the sack of Troy by the Greeks. After many adventures they reached Latium in
Italy where they settled. They were the legendary ancestors of the Roman people.
The story is told in Virgil’s epic poem, the Aeneid. Throughout, Aeneas was
buffeted by fate in the form of deities with conflicting intentions about his
future, but ultimately he was always protected by Jupiter, the father of the gods.
In this way Virgil demonstrated that the Roman empire was founded on divine
authority. Themes from the work have been treated singly and in series (Abbate,
cycle, Gall. Estense, Modena). The more important are as follows:

1. Aeneas rescues his /allm from burning Troy (Aen. 2:671-729). Aeneas
escaped from the city carrying his aged father Anchises on his back, accompanied
by his son Ascanius. His wife who set out with him was lost in the darkness.
See further, TROJAN WaR (8).

2. Aeolus releases the winds (Aen. 1:125-143). Aeolus was the god who con-
trolled the winds, which he kept shut up in a cave. The goddess Juno, who took
the side of the Greeks and wished to destroy the Trojan fleet, persuaded him to
release the winds thereby causing a great storm. Some ships were wrecked but
Neptune calmed the waves before too much damage was done. See further
AEOLUS; NEPTUNE (2).

3. Venus appears 1o Aeneas (Aen. 1:314-371). The goddess Venus, the mother
of Aeneas, appeared to him twice, first in the midst of burning Troy to bid him
be on his way. Later, when the Trojans were washed ashore near Carthage
after the storm at sea, Aeneas and his friend Achates set out to explore. Venus
appeared once more, this time with bow and quiver disguised as a huntress,
to direct them to Dido’s-palace.

4. Dido’s banquer (Aen. 1:657-722). To foil any plan Juno might have had to
create enmity between Trojans and Carthaginians, Venus caused the Cartha-
ginian queen Dido to fall in love with Aeneas. She sent Cupid, disguised as
Aecneas’ son, to pay his respects to the queen at a banquet held in honour of the
Trojans. As Dido unwittingly embraced the god of love he worked a magic
charm on her.

5. Dido and Aeneas shelter from the storm (Aen. 4:160-172). Caught in a
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sudden storm while out hunting Dido and Aeneas became separated from the
ml of the party. They sheltered together in a cave, and made love for the first

6 The departure of Aeneas (Aen. 4:362-392). The lovers passed a whole winter
in each other’s company, until Aeneas was suddenly visited by Mercury, the
rmessenger of the gods, with sharp orders from Jupiter to be on his way. He took
his leave amid scenes of passionate pleading, vituperation and tears. When
Aeneas had departed Dido built a funeral pyre in the palace and slew herself
on it, using her lover's sword. (See further, DIDO.)

7. The funeral games (Aen. 5). Driven back to Sicily by another storm Aeneas
there celebrated the anniversary of the death of his father Anchises with funeral
games: a race between the ships, a foot race, boxing, a shooting contest and a
mock battle on horseback. The several activities are depicted simultaneously.
In the background is the tomb of Anchises. Venus may be seen pleading with
Neptune for fair winds for the Trojan’s next voyage. By Roman times public
games were no longer sporting contests but, rather, ritualistic in character,
connected with annual religious festivals.

8. Aeneas and the Cumaean Sibyl; Aeneas descends into the underworld (Aen.
6). Aeneas and his men sailed in calm seas to the coast of Campania on the
Italian mainland, by Cumae. Here he visited the Sibyl, or oracle, in her temple
and prayed to be allowed to see his father’s face once more. Protected by a
branch of mistletoe, an ancient symbol of life, and guided by the Sibyl, Aeneas
descended by a pathway to the A.msls have il
episodes, sometimes combining them in one picture. Aeneas is in armour, gen-
erally Greek but sometimes wearing a Phrygian cap (a pointed hat with the
top folded forward, see HAT). He may be accompanied by his friend Achates
though this is not recorded by Virgil. With the Sibyl, he embarks on Charon’s
skiff to cross the river Styx, either he or she holding the mistletoe. They alight
on the other side at the gates of Hades’ kingdom, which are guarded by the
many-headed Cerberus. In Tartarus, that part of the underworld reserved for
the punishment of the damned, are to be seen: DGON on his wheel; TITYUS, his
liver pecked by a vulture; TANTALUs reaching for the fruit. Among the dead
Aeneas finds Dido. In the Elysian fields he meets the shade of his father who
points out to him the souls of his descendants, those yet unborn, a line of kings,
consuls and emperors stretching down to Virgil's own day.

9. The arrival at Pallanteum (Aen. 8:102-124). Having reached the Tiber the
Trojans soon found themselves at war with hostile tribes. Aeneas sailed up river
to the city of Pallanteum where he succeeded in making an alliance with its king
Evander. He is seen standing in the prow of his boat holding out an olive branch
1o Pallas, the son of Evander, who stands on the shore with his aides. Behind
are the towers and battlements of the city, the site of future Rome.

Aeolus The winds, which so much influenced the fortunes of early sea-faring
an, were controlled by the god Aeolus. ULYSSES on his travels enjoyed his hos-
pxulll'y To help the Greek hero on his way the god kindly tied up the adverse
winds in a leather bag. Ulysses’ companions, who were habitually getting into
trouble, opened it out of curiosity and caused a tempest. AENEas and his fellow
“Trojans came to grief for similar rcasons (Aen. 1:50-86). The goddess Juno, who
took the Greek side in the Trojan war, persuaded Aeolus to unloose the winds
when Aeneas and his comrades were on the high seas between Sicily and Carthage.
(Juno was the protectress of Carthage and knew what the future held once
Aecneas arrived there.) Aeolus, who on this occasion kept the winds imprisoned
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in a cave, is seen opening a door in a rock. The winds, in the shape of mis-

chievous putti, are pouring out. Overhead Juno in her chariot drawn by peacocks

looks down on the scene, surrounded by nymphs and putti. For the sequel, see
2).

NEPTUNE

Aeson, father of Jasox.

Africa personified, sec FOUR PARTS OF THE WORLD.

Agamemnon, Gk commander, se¢ TROJAN WAR (1, 2); IPHIGENLA; POLYXENA.

Agatha. Christian saint and virgin martyr, believed to have been born in the 3rd
cent. at Catania in Sicily, and to have died under the persecutions of the Emperor
Decius. According to her legend she rejected the love of the Roman governor
and, like Agnes, was thrown into a brothel. She was subjected to violent tortures,
including the shearing of her breasts, but was afterwards visited in her cell by
the apostle Peter who healed her wounds. Further ordeals led to her death which

by On the anni of her Mt
Ema erupted, but the citizens of Catania were saved from destruction by her
ve:l ‘which had the miraculous power of deflecting the flow of lava. Agatha is
richly dressed, a mark of her reputedly noble birth, and carries the marnyr’s
palm. Her special attribute is a dish holding two breasts. She sometimes has
tongs or shears, the instruments of her martyrdom. Her name is invoked against
earthquakes and volcanic eruptions and, by extension of the same idea, against
fire. She therefore sometimes holds a flaming building. A veil, her supposed
relic, in the Duomo at Florence, is popularly believed to extinguish fire. Her
other relics elsewhere number at least six breasts. Agatha usually appears as a
devotional figure, alone or grouped with other saints; narrative scenes of her
mutilation or her healing by Peter are rare.

Ages of Man. The life of 2 man or woman may be divided into not less than three
and not more than twelve ages. Four, five and six are also found; three or seven
are the most usual numbers. The theme is not uncommon in Rermssanoe painting
and engravings. Its underlying meaning, like the ‘Vanitas’ theme (see STILL LIFE),
is that earthly things are transient, youth and beauty must pass away, and in
the end death comes to us all. Three ages may be represented by children at
play, young lovers, and an old man perhaps examining a SKULL, counting his
money, or in conversation with another. A fourth, interposed after youth, is the
mature man, a warrior in armour or maybe holding COMPASSES to show he is
learned in his craft. The span of human life may be linked with the progress of
the year, thus four ages with the FOUR SEasONs; twelve — each age lasting six
years - with the TWELVE MONTHs. The figure of DEATH surveys the scene or hovers
near the old man. In an allegory of PRUDENCE by Titian (Nat. Gall. London),
youth, maturity and old age symbolize past, present and future.

Ages of the World. At the beginning of the Metamorphoses (1:89-150) Ovid des-
cribes how the creation of the world was followed by four ages, Golden, Silver,
Bronze and Iron. The first was an earthly paradise, a kind of Garden of Eden
or Arcadia, but each succeeding age brought increasing trouble and misery to
mankind. Hesiod, the early Greek poet, had written of a fifth, the Heroic age,
coming between Bronze and Iron. The theme has been illustrated either singly
;:o as a series, usually confined to three, Golden, Silver and Iron, omitting

nze.

1. The Golden Age. Man lived in a state of primal innocence, in harmony
with his fellow men and with animals. He was without tools or means of culti-
vation and his simple needs were supplied by nature. He fed on berries, acorns
and the honey that dripped from the holm-oak. Saturn, the ancient Roman god
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of agriculture, reigned. We see a landscape of trees, rivers and distant mountains.
Men and women play together, pluck fruit or recline on the grass, among tame
beasts and birds. They eat and drink using shells for cups and platters. Cupid
may be seen stealing honey (see CuPD, 3).

2. The Silcer Age. The eternal springtime was over and man had to build
primitive dwellings for protection against the cold, and to learn to plough and
sow. He now knew right from wrong. The female figure of susTicE with sword
and scales is seen fioating over a landscape where men are engaged in husbandry.

3. The Iron Age. Ovid places the Iron Age before the Flood, but for Hesiod
who was a toiling Boeotian farmer it was the ‘present day’, full of tribulation,
not least the greed and malice of his fellows. Herodotus writes of iron having
been discovered ‘to the hurt of man’ (1:68). The scene shows soldiers attacking
defenceless women and children, or about to slay 2 figure crowned with LAUREL
(personifying learning and the arts). Another warrior has plundered a temple
and makes off with the sacred vessels. In the backg:ound acity burns

The 17th and 18th cents. followed the Iconole i
by Cesare Ripa (1593) and represented the Four Agts as female figures wuh
conventional attributes, thus: Golden, crowned with flowers, with a beehive and
olive branch; Silrer, ploughshare and sheaf of comn; Bronze, brandishing a spear;
Iron, carrying various weapons and a shield bearing a human-headed serpent
(symbol of Deceit).

Aglauros, a jealous woman, see MERCURY (2).

Agnes. Christian saint and virgin martyr, one of the earliest to be venerated by the
Church. She lived in Rome at the time of the persecutions under Diocletian.
Her invariable artribute is a white Lams, usually curled up at her feet or held
in her hand. It was probably given to her because of the similarity of her name
to the Latin agnus, a lamb, but this is a false derivation; Agnes comes from the
Greek meaning ‘chaste’. Her other attributes are the martyr's PALM, sometimes
an olive branch or a crown of olives, a SWoRD or dagger, her instrument of
martyrdom, and a flaming pyre. She is portrayed as a young girl — according to
one tradition she died at the age of thirteen - and like Mary Magdalene has long
flowing hair. Her story, as told in the Golden Legend, resembles that of Lucia.
Agnes was ardently courted by the son of the Prefect of Rome but she firmly
refused him, declaring that she was already espoused to her heavenly bride-
groom. When the young man began to sicken with love the affair came to the
ears of his father who summoned Agnes and, on learning that she was a Christian,
demanded that she make formal sacrifice to the Roman gods or be thrown into a
brothel. She was led naked through the streets of Rome covered only by her
hair which had miraculously grown till it reached her feet. In the brothel an
angel appeared, surrounding Agnes with a shining light that cloaked her body
from the sight of others. Agnes’ suitor arrived, determined to ravish her, but
in the attempt was struck dead by a demon. Agnes was taken away 10 be burned
as a witch but the flames left her unharmed, burning her executioners instead.
She was finally beheaded. The theme of her death is found in baroque painting,
especially Spanish and Italian. Agnes kneels on the extinguished faggots while
her executioners lie prostrate, except for one who brandishes a sword; overhead,
the heavens have opened to reveal Christ and an angel who holds the martyr’s
palm and a crown. Other virgin martyrs, such as CATHERINE OF ALEXANDRIA
and AGATHA, appear with Agnes in devotional pictures, and sometimes Emer-
antiana, her half-sister, who was stoned to death. The latter can be recognized
by the stones in her lap. The recurrent theme of a female martyr thrown into
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a brothel seems to have originated in a Roman law which forbade the execution
of virgins. They were therefore violated before being put to death.

Agony in the Garden (Matt. 26:36-46; Mark 14:32-42; Luke 22:39-46). After
the LAST suPPER and immediately before his arrest Christ retired to the Mount
of Olives to pray. ‘Agony” (from the Gk agdn, a contest) here signifies the spiri-
tual struggle between the two sides of his nature, the human that feared the
imminent suffering and would have avoided it, in conflict with the divine that
gave him strength: ‘Father, if it be thy will, take this cup away from me. Yet
not my will but thine be done.” He had taken with him Peter, James and John,
and then withdrawn a little apart from them. According to Luke ‘there appeared
to him an angel from heaven bringing him strength, and in anguish of spirit he
prayed the more urgently’. When he returned to the disciples he found them
asleep and rebuked them for their lack of resolve. The theme is seldom found
before the 13th cent. In early examples we may see instead of the angel the head
of God the Father or his symbol, the right hand pointing out of a cloud. Other
early variants may show Christ either kneeling (Luke) or prostrate on his face
(Matt., Mark). We may have all eleven disciples sleeping, or alternatively Christ
praying alone. By the Renaissance certain features became fairly generally
established. Christ kneels on a rocky eminence. Below him are the three dis-
ciples: Peter, grey-haired with a curly beard and perhaps a sword (in anticipation
of his cutting off the servant’s ear: see BETRAYAL); James who has dark hair and
a beard; John, the youngest, with long hair sometimes down to his shoulders.
In the distance is the city of Jerusalem and a group of approaching figures - the
soldiers led by Judas. The nature of Christ’s vision came to take two distinct
forms. The angel, or angels, may appear before him bearing the instruments of
the Passion, or more often the angel brings the chalice and wafer. The con-
vention of representing Christ as if he were about to receive communion, seems
to have arisen from the gospels’ purely metaphorical reference to a cup, and has
of course 10 textual sanction.

S6¢ AUGUSTINE.

Agrippina (mother of Nero), see NERO BEFORE THE BODY OF AGRIPPINA.

Agrippina at Brundisium (Brindisi) (Tacitus, Annals, 3: 1) The seqnel 1o the death
of the Roman general Germanicus who died from poisoning in Syria (a.D. 19),
(see G., DEATH OF) symbolizes conjugal fidelity. His wife, Agrippina the Elder,
hroughl his ashes back to Rome. She was met by great crowds of mourners on
coming ashore with her two children on the Italian mainland at Brindisi. She
is seen wearing a widow's veil, standing on the prow of a boat, or stepping ashore.
She holds the urn containing her husband’s ashes.

Ajax, see FLORA (2).

mls, see HERCULES (20).

. The practice of alchemy is of great anti It was carried on through-
out the Middle Ages and only finally died, discredited, with the coming of modern
chemistry in the 17th cent. The alchemist’s objective was to prepare a substance
called the philosopher’s stone which had the property of lmsmuting base
metals into gold and silver, and also had the power of prolonging a man's life
indefinitely. The medieval alchemist was typ:ul.ly a scholar and 2 philosopher,
often a priest, and approached his task in a different spirit from the modern
scientist. The course of his experiments included intervals for prayer since suc-
cess was more likely if he, hke the vessels he used, were first purified. Moreover,
the furnace, the crucible and the still all had symbolic overtones in Christian
theology. Wustrations in alchemical treatises show the secrets of his craft being
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handed down to the alchemist from God in heaven. In the 15th and 16th cen-
turies the craft was attracting large numbers of charlatans. By the 17th the al-
chemist was an object of derision, the aspect of him that is presented in the
many Netherlandish paintings of this period. He stands at a furnace, bellows in
hand (whenne his old nickname, souffleur, or puffer), or sits poring over a book.
His room is littered with equipment: flasks, crucibles, pestle and mortar, alembic
(distilling apparatus), hour-glass, books. A ragged woman with urchins in the
‘backgro alludes to the neglect and poverty to which he has reduced his
family. She may be shaking an empty purse, or a purse lies on the ground,

while the alchemist puts their last gold coin in a crucible - because the process
of transmutation required a little gold as a ‘starter’. The inscription ‘Oleumn et
:ﬂ_peram perdis’ - “You waste oil and labour’ (Cicero) signifies the vanity of his

forts.

Alcinous, King, see ULYSSESs (5).

Alcmena, see HERCULES (14).

Alexander the Great (356-323 8.c.). King of Macedonia, military genius and foun-
der of an empire. He is portrayed in young and vigorous manhood (he died
aged 32), and wears armour, if only a helmet. Of his exploits, historical and
legendary, the following are most often illustrated.

1. The taming of Bucephalus (Plutarch 33:6). Alexander’s horse Bucephalus
is depicted in several scenes, generally as a spirited white charger. When first
offered for sale it was rejected as untamable by Philip of Macedon, the father
of Alexander, until the latter, by coaxing, succeeded in mastering

2. Timoclea (Plutarch 33:12). A matron of Thebes, the Greek city sacked by
Alexander. She was raped by one of his captains. She avenged herself by telling.
the officer that her wealth was hidden at the bottom of a well, and then tipped
him in as he peered over the edge. She is seen, with her children, brought before
Alexander. Recognizing a woman of spirit, he set her free.

3. Alexander cuts the Gordian knor (Plutarch 33:18). During his campaign
against Darius, king of Persia, Alexander entered the Phrygian city of Gordium.
Here there was a chariot bound with cords that whosoever could untie would,
it was said, rule the world. Alexander is depicted in his celebrated act of severing
the knots with his sword.

4. Alexander and his physician Philip (Plutarch 33:19; Valerius Maximus 3:8).
Alexander fell sick, but his physicians would not venture to treat him for fear
of the consequences if they failed - all except his close friend Philip who firmly

tered medicine. It happened that Alexander had just received a letter
from his general Parmenio warning him that Philip had been bribed by
Darius to kill him. As a gesture of trust in his friend, Alexander handed him
the letter to read at the very moment that he drank the draught. ‘A spectacle
well worth being present at’, Plutarch remarks. Alexander is seen sitting up
in bed holding a cup while Philip stands by reading a letter. Aides are in
atten

5. The battle of Issus. The plain of Issus in Cilicia was the scene of the battle
in which Darius received a crushing defeat at the hands of Alexander in 333.
Darius was wounded, according to some by Alexander himself, and fled. Artists
depict cavalry and footsoldiers in a typical batile scepe. In the centre, Alexander,
with drawn sword, spurs his white horse towards Darius whose mount is turning

away.
6. The family of Darius before Alexander (Plutarch 33:21; Valerius Maximus
4:7). Though Darius fled, his mother, wife and two daughters were captured by
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Alexander who is noted for having treated them honourably and kindly - a
similar moral to the Continence of scrpro. The scene may be Alexander's tent on
the battlefield. The mother, Sisygambis, kneels before the conqueror who may
put out a hand to help her rise. Darius’ wife, Stateira, and her daughters form the
rest of the group. Servants, soldiers and onlookers are present. Diodorus Siculus
(17:37) and others tell how Sisygambis first prostrated herself before Alexander’s
friend Haephestion by mistake and was covered in confusion. Alexander cour-
teously put her at her ease.

7. Alexander and the body of Darius (Plutarch 33:43). In 330 Darius, still
pursued eastwards by Alexander, was slain by his own men. Alexander found
him lying wounded in a chariot at the point of death. He breathed a last message
of thanks to the conqueror for caring for his wife and children. Alexander is
depicted either, hand to ear, listening to Darius’ words or, more usually, throwing
his cloak over the corpse.

8. The wedding of Alexander and Roxana (Lucian, Herodotus 4-6). Alexander
married Roxana the daughter of a chieftain of Sogdiana, one of the conquered
territories of Asia. ‘The only passion’, says Plutarch (33:47), ‘which he, the
most temperate of men, was overcome by.” The theme is found in 17th cent.
painting, especially of the Netherlands. Roxana is sitting on a couch while
Alexander, in cloak and helmet, places a crown on her head. His companion
Haephestion is present, perhaps holding a torch aloft. Amoretti float overhead,
and a naked ephebe which is Hymenaeus, the god of marriage, draws the pair
together.

See alsO APELLES PAINTS CAMPASPE; APOTHEOSIS; ARISTOTLE AND CAMPASPE;
DIOGENES.

Alexis (5th cent.). The son of 2 Roman nobleman who was said to have abandoned
his bride on their wedding day and passed the rest of his life as a peniteat in the
city of Edessa in northern Mesopotamia where he ministered to the poor and
sick. Another more fanciful legend told how he returned to his father’s house
and took refuge unrecognized in 2 hole under the steps before the door. It was
not until after Alexis’ death that his father discovered whom he had been shel-
tering. The church of St Alexis in Rome marks the supposed site. He is venerated
in hospitals and institutions caring for the poor. He is generally depicted as a.
ragged beggar with a Bow1. and perhaps the martyr’s PALM; Or as a poor PILGRIM.
His death under the stairs is also nt

All fours. The prophet Daniel foretold that K.lng Nebuchadnezzar would be
banished from the society of men, live with the wild beasts and feed on grass
like oxen (Dan. 4:32). Blake (Tate Gall. London) represents him thus on all
fours. A desert hermit going on all fours is JOHN CHRYSOSTOM or occasionally
ONUPHRIUS. An old man on all fours, a young woman riding on his back, ARIs-
TOTLE AND CAMPASPE.

All Saints picture (Ger. ‘Allerheiligenbild’). The term ‘All Saints’ is akin to
“Church triumphant’ and refers collectively to all those who, having been vic-
torious for Christianity on earth, have died and entered heaven. Thus an All
Saints picture is one of the established ways of representing heaven in art. The
Feast of All Saints was inaugurated in 835. Its biblical source is the Book of
Revelation (5:11-13 and 7:9-14), which was used for part of the liturgy and,
in turn, influenced its iconography. ‘Then as I looked I heard the voices of
countless angels. These were all round the throne. .. and they cried aloud:
Worthy is the Lamb, the Lamb that was slain . . . After this I looked and saw
a vast throng, which no one could count, from every nation, of all tribes, peoples,
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and languages, standing in front of the throne and before the Lamb..." The
earliest example, from a 10th cent. sacramentary, the forerunner of the missal,
(Univ. Libr., Gottingen), shows the rows of saints and angels turned in adoration
to the Lamb in the centre. This was superseded by the 14th cent. by a type in
which the Lamb was replaced by the Trinity, or by God in the aspect of the pope
(also signifying the Trinity), and in which there now appeared concerts of angels,
and also the Virgin who might be enthroned beside the godhead. The textual
source for this version is found in the Golden Legend (Feast of All Saints). It was
first used as an illustration to Augustine’s Ciry of God and later in devotional
books of many kinds. It is seen widely in Renaissance altarpieces.

Almond. Symbol of the Virgin's purity, from Num. 17:1-11, see. "AARON (2). The
almond-shaped aureole surrounding Christ or the Virgin, see MANDORLA.

Almsgiving, see SUCCOUR.

Alpheus and Arethusa (Mer. 5:572-641). A Greek myth tells how the god of the
river Alpheus fell in love with the nymph Arethusa when she was innocently
bathing in his waters. She fled, pursued by him over hill and dale. Just as her
strength was failing she was rescued by Diana who enveloped her in a cloud
and then transformed her into a stream which trickled away underground.
Arethusa is shown reaching up to take the hand of Diana who fioats on a cloud
above, her stags near her. Alpheus, shaggy and bearded, dashes up. An alter-
mative version shows Alpheus, young and handsome, with his arm round
Arethusa at the moment of capture. He may have an URN, the attribute of the
river god.

Althaea, mother of MELEAGER.

Battle of. The Amazons were a legendary race of warrior-women who
were skilled with the bow and at horsemanship. They were believed to have
established themselves in Asia Minor, after having come from the Caucasus.
They invaded Attica and its capital Athens but were repulsed by THesEUS (Plu-
tarch 1:27). The battleground is 2 mélée of warriors and horses. The Amazons
draw their bows; the Athenian soldiers, led by Theseus, wield swords and axes.
In one version they fight on a bndge from which vanquished riders and their
horses plunge hudlung into the river. See also HERCULES (9).

Ambrose (?340-397). Bishop of Milan, one of the four Latin (western) Fathers
of the Church, born at Tréves in Gaul. He was renowned as a theologian and
statesman of the Church. In an age of controversy he played a large part in
crushing Arianism, a doctrine concerning the relationship of God the Father 10
Christ, which was regarded as heresy and in direct opposition to orthodox
teaching about the Trinity. He sometimes carries a three-knotted scourge (the
knots are the symbols of the three persons of the T mmy) in allusion to his casti-
gation of Arius and his followers. He is also shown in the act of laying about
them with his whip. His beehive alludes to the swarm of bees which were said
to have alighted on his mouth as he lay in the cradle, a story told also of Plato
and others who were known for their eloquence. He is dressed in bishop’s robes
with mitre and crozier. He may hold a pen or a book with the inscription ‘In
carne vivere preter carnem angelicam et non humanam' - “to be nourished by food,
but rather the food of angels, not of mortals’. The food of the gods, or angels,
'was ambrosia, a reference to his name. In devotional art Ambrose often appears
with the other three Latin Doctors, Augustine, Gregory and Jerome. He may
be shown baptizing Augustine who, as the younger man, was much influenced
by his teaching.

The Emperor Theodosius refused admission to the church. For his responsibility
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for a massacre at Thessalonica in 390 the emperor was excommunicated by
Ambrose until he had done public penance. He is shown on the church steps
surrounded by his courtiers. Ambrose, with an admonishing gesture, is in the
act of turning him away. The scene symbolizes the authority of the Church over
the secular powers.
Sec alS0 GERVASE AND PROTASE.
America personified, see FOUR PARTS OF THE WORLD.
Amnon, see DAVID (8).
Amor, ses CUPID.
Amoretto, a lmle Cupid, see PUTTO.
Amphitrite, a Nereid, wife of NEPTUNE.
Amphitryon, see HERCULES (14).
Amymone, 2 Danaid, see NEPTUNE (3).
Ananias, disciple, see PAUL, apostle (2).
Ananias and Sapphira, see PETER, apostle (2).

tian symbol of hope, found in the art of the catacombs and

on gems, from Heb. 6:18-19. Attribute of HoPE personified, also of CLEMENT

(pope) and NICHOLAS OF MYRA (bishop). The emblem of an anchor entwined by

2 dolphin was coupled with the motto ‘Festina lente’ — “Make haste slowly’, 2

popular Renaissance maxim, used by, among others, the Venetian printer Aldus

Manutius from 1494. The motto was used by the Roman emperor Octavian;
the emblem appeared on coins in the reign of Titus.

Andrew. Apostle, brother of PETER, a Galilean fisherman, and the first to follow
Christ (John 1:40-41). The gospels contribute little to his iconography; the
chief source is the apocryphal book of the ‘Acts of Andrew” (3rd cent), retold
in the Golden Legend. According to this he made missionary journeys to
Russia, Asia Minor and Greece, preaching and performing many acts of healing.
At Nicaea he delivered the inhabitants from seven demons who plagued them in
the shape of dogs. At Thessalonica the parents of 2 young man whom he had
converted to Christianity st fire to his house, with Andrew and their son in it.
‘When the young man i the fire by sprinkling a small
bottle of water over the flames, his parents, still seeking vengeance, tried to enter
the house by climbing ladders, but were immediately struck blind. The Golden
Legend tells of a bishop dining with the devil, disguised as a courtesan. Just as
he was about to yield to Satan, Andrew entered in the garb of a pilgrim, and
drove the devil away. Andrew was executed by Egeas, the Roman governor of
Patras in the Peloponnese. The governor’s wife, Maximilla, being cured of a
fatal sickness by the apostle, adopted Christianity and was persuaded by him to
deny her husband his marital rights ever again. This, and not his preaching,
seems to have been the cause of Andrew's imprisonment and subsequent cruci-
fixion. He is usually portrayed as an old man, white-haired and bearded. His
chief attribute is a Cross in the shape of an X, or saltire, though in earlier Renais-
sance painting he may ‘have the more familiar Latin cross. He sometimes has a
NET containing fish, or a length of RopE (he was bound, not nailed, to the aoss)
His inscription from the Apostles’ Creed is: ‘Et in Jesum Christum, filium ejus
unicum Dominum nostrum’. All these episodes from the legends are depicted,
also the stages of his martyrdom: scourging; led by soldiers to his execution;
being tied to the cross; crucifixion; burial, assisted by Maximilla.

The adoration a/lhe cross. Andrew kneels before the cross, perhaps seeing a
vision of the Virgin in heaven. Egeas and his attendants look on. Executioners
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prepare the rope, or are in the act of binding him. The subject is found par-
ticularly in Counter-Reformation painting.

Andrew is the patron saint of Greece and Scotland. Among differing accounts
of his relics, one tells of their being carried to the town of St Andrews in Scotland
in the 4th cent.

Andrew Corsini (1301-73). A citizen of Florence who as a youth joined the Car-
melite Order. On being informed of his election as bishop of Fiesole in 1349,
e fied from his monastery, and had to be persuaded to return for his conse-
cration. According to his biographers the Virgin appeared to him in a vision and
urged ‘him to accept the office. It was also related that after his death he appeared
in the sky at the battle of Anghiari between the Florentines and Milanese,
bringing victory to the forces of his former city. Both scenes are depicted in
Renaissance and baroque painting: St Andrew before a vision of the Virgin;
and floating, sword in hand, above the battlefield.

Andrians. Inhabitants of the Aegean island of Andros, famous for its wine, and
therefore a centre of the worship of BaccHus (Dionysus) in antiquity. Legend
told that the god visited the island annually when a fountain of water turned
into wine. Philostratus the Elder (Jmag. 1:25) describes a river of wine beside
which the Andrians drank, danced and sang, garlanded with ivy. Philostratus
was known to hig.h-Renaissanu Ttaly and the subject of the Andrians was in-
terpreted afresh. Titian (Prado) depicts a Bacchanalian festival with much
drinking, beside a stream of wine. In the distance a river god reclines by the
source on a couch of vines. Bacchus’ ship is just visible, moored in the back-
ground.

Andromache, see TROJAN WaR (3, 4, 6).

Andromeda, maiden chained to rock, see PERSEUS (2, 3).

Anemone. The scarlet anemone gro in the Near East and i
with death. Anemones sprouted where the blood of Adonis fell on the earth
(VENUS, 5; FLORA, 2). Red stands for the blood of Christ and the martyrs in
Christian symbolism and the anemone may therefore be found among other
flowers in the scene of the Crucifixion.

Angel (Gk. angelos, messenger). The messenger of the gods, the agent of divine
will and its execution on earth, was found in the ancient religions of the east.
In the Graeco-Roman pantheon Mercury was the messenger of Jupiter. Des-
criptions in prophetic and apocalyptic literature of the appearance of angels
‘were a formative influence in medieval art: ‘I saw the Lord seated on a throne . . .
‘About him were attendant seraphim, and each had six wings; one pair covered
his face and one pair his feet, and one pair was spread in flight’ (Isaiah 6:1-2).
(Sec also EzexrEL) Angels were of more than one rank: “The Lord of Hosts,
who is enthroned upon the cherublm a Sarn 4:4, and similarly Ps. 80:1); and

f thrones, nd powers' (Col. 1:16).
The Old Testament contains many references to beings whose function is to
convey God's will to mankind. They act as annunciators (ABRAHAM, 2: The
three angels), protectors of the righteous (LoT 1: The destruction of Sodom and
Gomorrah), punishers of wrong-doers (ADaM AND EVE, 3: The Expulsion), or may
be the mystic personification of God himself (1acos, 4: J. wresiling with the
angel). Guardian angels, whose cult was to become popular in the 16th and 17th
cents., appear in the Old Testament. among them RAPHAEL (see TOBIAS) and
MICHAEL the protector of the Israelites (Dan. 10:13; 11:1). In the New Testament
Luke’s gospel contains numerous references to angels: the Annunciation to the
Virgin by the archangel GABRIEL (who likewise foretold the birth of JoHN TRE
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BAPTIST to Zacharias, and who also appeared in Joseph's dream (see JOSEPH,
‘husband of the Virgin, 2)); the NATIVITY, FLIGHT INTO EGYPT, AGONY IN THE
GARDEN, and elsewhere. The primitive Church allowed the existence of angels
but with reservations, since they tended to attract worship in their own right.
In the 5th cent. their various ranks were codified in 2 work that the Middle Ages
attributed to Dionysius the Areopagite, the convert of St Paul (see PAUL: 8).
‘This work, the De Hierarchia Celesti, divided angels into nine categories, or
choirs, which were grouped in three hierarchies as follows: 1) Seraphim, Cheru-
bim, Thrones, 2) Dominations, Virtues, Powers, 3) Princedors, Archangels,
A.ngels. ‘The first hierarchy surrounded God in perpetual adoration, the Throns
sustaining him; the second governed the stars and elemeats; of the third, the
Princedoms pralca.ed the kingdoms of the earth, and Archangels and Angels
were divine messengers. The nine choirs, since they originated in the east, are
commoner in Byzantine art, but they are found also in western art of the Middle
Ages and the Renaissance. They provided artists with a convenient framework
for the representation of heaven, and are seen in such themes as the ASSUMPTION,
CORONATION OF THE VIRGIN and LAST JUDGEMENT. Seraphim and Cherubim are
depicted with heads only, and one, two or three pairs of wings. The seraph is
traditionally red and may have a candle; the cherub is blue or sometimes golden
yellow, perhaps with a book. These two categories are often represented sur-
rounding the image of GOD THE FATHER in heaven. FRANCIS OF Assist is depicted
receiving the stigmata from the composite figure of a seraph and 2 man. The
next five orders are not consistently distinguished. They usually have human
bodies; the Thrones may hold thrones, Dominations may be crowned and hold
orbs or sceptres, Virtues have lilies or red roses, the Powers and sometimes the
other lower orders may be in armour. Angels 2ppearing in the non-scriptural
themes of Christian art - the messengers, the musicians round the Virgin and
Child or accompanying CECTLLA, the guardian angel presenting a donor in a
“Sacra Conversazione — may all be regarded as belonging to the ninth category.
They are generally, not always, winged (see WINGs); though sexless, they are
inclined to be feminine in appearance, and are adolescent or younger, and gen-
erally dressed in loose draperies. In Renaissance painting they usually wear
haloes. A type found in 14th cent. Italian painting has a second pair of wings in
place of the lower trunk and legs. Baroque angels are typically winged infants,
indistinguishable from the infant Cupids of secular themes. See also PuTTO.

Other scenes in which an angel plays a significant part are: ABRAHAM: Sacrifice
of Isaac (staying the patriarch’s hand); Banishment of Hagar and Ishmael (ap-

pearing to them in the wilderness); BaLaaM’s

Ass (barring his way); GIDEON'S FLEECE (ap-
pearing to kneeling warrior); PETER NOLASCO
(an aged monk borne by two angels); samsoN
(the annunciation of his birth to his parents);
TEMPTATION IN THE WILDERNESS (several, min-
istering to Christ); APOCALYPSE (8, 10) (agents
of the divine will). For the fall of the rebel
angels, see SATAN.

The daughter of a king of Cathay in
Orlando Furioso, by the Italian poet Ariosto
(1474-1533), a romantic epic poem about the
conflict between Christians and Saracens at the Z
time of Charlemagne. Angelica was loved by  Cherub (biuz) or Seraph (red)
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several knights, Christian and pagan, among them the Christian hero Orlando
(Roland). He was maddened ( firioso) with grief and jealousy because she became
the lover of, and eventually married, the Moor Medoro. (References are to the
1532 edition, translated by Sir John Harington, 1591 (Oxford, 1972).)

1. Angelica and the hermit (8:44). A lecherous hermit who longed to ravish
Angelica cast a spell over her so that she fell into a deep sleep. But he was unable
10 achieve his purpose, as the poem explains metaphorically, ‘His youthful days
‘were done, he could not dance . . . His weapon lookéd like a bxoken lzncz He
is depicted i id '.herobeof‘ leeping girl (Rubens, K

2. Ruggiero frees Angelica (10:78-95). A theme very like Perseus and An-
dromeda. Angelica chained to a rock by the seashore is about to be attacked by
a sea-monster, the orc. Ruggiero (Roger), one of the pagan champions, arrives
riding on a HIPPOGRIFF. He dazzles the monster with his magic shield, and places
a magc nngcn Angelica’s finger to protect her. He undoes her bonds, she mounts
‘behind him and they ride off together (Ingres, Nat. Gall., London).

3. Angelica and Medoro. Medoro, a follower of the Moorish leader Dardinello,
is wounded in battle. Angelica discovers him and, having enlisted the help of a
shepherd, heals him with the juices of the herb dittany, supposed 10 have medi-
cinal virtues. She is seen supporting Medoro who has collapsed under a tree. She
holds a bunch of herbs. A shepherd with a horse stands behind them (19:19)
(Tiepolo, Villa Valmarana, Vicenza). They stayed in the shepherd’s hut until
Medoro was well again. Here Angelica found herself falling in love with him
(19:21). They are depicted taking their leave of the shepherd and his wife
(Tizpolo, Vlcenn) A popular scene in Italian baroque painting shows Angelica

carving her name and her lover's in the bark of a tree (19:28). It was the dis-
covery of these proofs of their love that caused Orlando’s jealous rage (23:
77-108).

4. Rodomont and Orlando (29:41-8). Rodomont, the Saracen king of Algiers,
loved the Christian Isabella. Rather than submit to him she tricked him into
killing her. He built 2 great tomb for her that was approached by a narrow
bridge over a river, and defended it against all comers. Mad Orlando, naked
and unarmed, came and wrestled with Rodomont on the bridge. They both fell
in the water, unluckily for Rodomont who was in full armour. They are depicted
fighting. In the background is the tomb, hung with the trophies of other knights
lhnl Rodomont had beaten (D. and B. Dossi, Wadsworth Atheneum, Hartford,

nn.).

Anhnns, S6¢ MARK a.

: God the Father is imal: 5 Ads i
them, ADAM AND EVE (1); animals boarding the ark, NoaH; the sheep and cattle
of JacoB (3) returning to Canaan; animals suspended in a sheet held by angels
PETER, apostle, (9) Thev surround ORPHEUS playing his lyre; and CIRCE in her
palace (chiefly pif , especially apes, parodying human activities, see

APE. See also mdmdual species.

Am ‘mother of the Virgin Mu-y For the story of her conceiving, see JOACHIM
AND ANNE. For ber place in the Holy Family, see VIRGIX MaRY (17). She has no
distinctive ambule but onen wears a green cloak over a red robe. Green, the
colour of sprit rebirth, hence red stands for love.
The scene of Anne’s death shows the Virgin placing 2 candle in her hand, while
Christ gives her his blessing.

Annunciation (Luke 1:26-38). The announcement by the angel Gabriel to the
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Virgin Mary: ‘You shall conceive and bear a son, and you shall give him the
name Jesus.” The Incarnation of Christ is reckoned to have taken place at this
moment. The feast of the Annunciation is celebrated on 25 March, just nine
months before the Nativity. It is known in England as Lady Day. The prevalence
of the theme in Christian art refiects its doctrinal importance; monastic Orders
and lay placed under its and the wide-
spread dedication of churches, chapels and altars to the Annunciation led to a
diffusion of the subject in places of worship. Its three essential elements are the
angel, the Virgin, and the dove of the Holy Spirit descending towards her. In the
‘West it seems to have been represented first in Gothic church art. It is seldom
seen without additional symbolic features, some of which are taken from the
hal gospels and the Golden Legend. St Bernard and others emphasized
that the event took place in springtime, hence the motif of a flower in a vase,
which later became a LILY, the symbol of the Virgin’s purity. A DISTAFF or a
basket of wool, seen in some medieval examples, alludes to the legend of the
Virgin’s upbrinsing in the Temple at Jerusalem where she would spin and weave
the priests’ vestments. Her most constant attribute is a book from which, accord-
ing to St Benurd, she is reading the celebrated prophecy of Isaiah (7:14), ‘A
young wonun is with child (\rulple *Virgo concipiet’), and she will bear a
son..." A closed book, held in the hand, was said to allude also to !s:nah
(29:11-12), ‘All prophetic vision has become for you like a sealed book ...’
Inscriptions, sometimes on a scroll or leaf of parchment, are common, especially
in early Netherlandish painting. From the angel issue the words ‘Ave Maria’,
or ‘Ave gratia plena Dominus tecum’ — ‘Greetings most favoured one! ‘l’he
Lord is with you’ (Luke 1: 28), and from the Virgin, ‘Ecce ancilla Domini’ -
““Here I am,” said Mary; “I am the Lord’s servant”” (Luke 1:58). The latter
inscription may be upside down so that it can be more easily read by God the
Father, depicted above (Jan van Eyck, Nat Gall., Washington). The Virgin
either stands, sits, or, more usually, kneels, genmlly at a prie-dieu. 1If standing
she may be turning away from the angel, her hands raised defensnvely “Then the
angel said to her, “Do not be afraid, Mary N
The archangel Gabriel is winged and is traditionally in white. He may be
descending towards the Virgin, but usually stands or kneels before her. Italian
panmng from the first half of the 16th cent. shows the angel on a bed of cloud,
suggesting that it comes from heaven. This was seldom omitted in the later
painting of the Counter-Reformation. In early examples the angel holds a sceptre
tipped with a fleur-de-lys, the attribute of Gabriel, but later it often holds the
lily. In Sienese painting it holds an oLIVE branch, an indication of the enmity that
existed between Siena and Florenc, since the lily was the civic emblem of the
latter city. In Counter-Reformation art Gabriel is generally attended by other
angels, either fully grown or infant putti. The dove usually descends on a slanting
ray of light that touches the Virgin's head or breast. God the Father is some-
times introduced above as the source of the thu ‘The image as a whole is meant
o suggest the moment of the Virgin's coneepnon, that is, of Christ’s Incarnation
through the Holy Spirit which descended fro
As to the setting, Luke merely mentions lhn the angel ‘went in’ to Mary at
Nazareth. Jtalian Renaissance painting however tends to depict an exterior: an
'open loggia or portico, and only rarely the interior of Mary's chamber. Northern
artists of the same period generally introduce ecclesiastical architecture which
modern scholarship has shown to contain a symbolic meaning. The Gothic
style with tall pointed arches and slender moulded pillars, which to painters of
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the carly Netherlandish schools was modern, familiar and western, symbolized
Christianity and the Church. This is contrasted in the same picture with a kind of
Romanesque - rounded arches, plain pillars and domes - meant to correspond
to the architectural style of the eastern Mediterranean, and therefore symbolic
of Judaism. The Virgin is sometimes depicted within or standing at the door of a
Gothic building, while nearby the Romanesque crumbles into ruins. Thus
Christ’s Incarnation was shown to herald the New Dispensation that replaced
the Old. The open area in which the Vlmn receives the angel is well lit, illumin-
ated by the light of the Christian faith, in contrast to the small dark wmduws
of the ‘eastern’ temple, or in the

of light passing through the glass in a window also slgm.fy virginity. !n tbe
synagogue may be seen an altar on which rest the tablets of the Old Law. A
walled garden, the hortus conclusus, and a tower, both symbols of the Virgin’s
chastity, may be introduced. (See VIRGIN MARY, 4.) With the art of the Counter-
Reformation came a complete change of setting. From the late 16th cent. all
suggestion of an edifice was usually abandoned. Instead, the background dis-
solves into clouds and sky, out of which the dove descends in a dazzling light,
suggesting to the spectator that heaven is an immediate presence. See also
DEATH OF THE VIRGIN (1).

Ansanos (d. 303). Christian saint and martyr, a nobleman of Siena who became a
Christian at the age of twelve, and preached the faith as a young man. He was
denounced by his father to the emperor Diocletian who, according to legend,
‘had him thrown into boiling oil before he was executed. He died aged 20. Among
his attributes are the banner of the Resurrection and a heart inscribed with the
letters IHS (qv). He is depicted in the act of baptizing converts, being led to
prison, or standing in a vat of oil while 2 fire is lighted underneath. In devotional
images he is sometimes dressed as a warrior, holding the banner and the martyr’s
palm, perhaps with a bunch of dates hanging from it. He is a patron saint of
Siena and appears chiefly in paintings of the Sienese school.

Antaeus, see HERCULES (16).

Antiochus and Stratonica (Plutarch 43:38). Antiochus, the son of Seleucus who
founded the dynasty that ruled the Asian provinces after the death of Alexander
the Great, was said to have fallen ia love with his stepmother Stratonica. Be-
lieving his passion to be hopeless he began to starve himself to death. The court
physician Erasistratus quickly guessed the nature of his malady, and by sitting
in the bedchamber and observing the effect on the patient of female visitors soon
discovered who was the cause. He informed Seleucus who, in tears, announced
his abdication and handed over not only his kingdom to Antiochus, who would
succeed him anyway, but also his wife. The theme, popular with Italian, French
and Netherlandish painters of the baroque era, shows a royal bedchamber, with
Aatiochus in bed, gazing mournfully at a richly attired beauty. Erasistratus
sus at the bedside, perhaps taking the patient’s pulse. Courtiers are in attend-

Anﬁm In Greek mythology, a n\'mph or, according to some, the wife of a king
of Thebes. She was surprised by JUPITER in the form of a Satyr while she was
asleep, and was ravished by him (Mer. 6:110-111; Hyginus 8). The theme was
used at different periods as a medium for the portrayal of the female nude.
Antiope reclines asleep in a woodland setting while a Satyr, horned and goat-
footed, gently draws aside her robe. CUPID may be present, perbaps also sleeping,
his bow and quiver laid aside.

Auntlers, see STAG.
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Antony of Padaa (1195-1231). Christian saint and Doctor of the Church, born in
Lisbon. He joined the Franciscan Order and became a friend and disciple of
Francis. He was a man of great scriptural learning and pmchmg ability, and
travelled much on behalf of the Order. He is the patron saint of Padua, where
he died. His most popular legend concerns the kneeling ass. To convince a Jew
of the ‘real presence’ at the Eucharist, Antony led an ass before the chalice and
host, whereupon it knelt down. In Franciscan painting he is usually portrayed
as a young man in the brown habit of the Order (see diag. RELIGIOUS DRESS).
As a devotional figure he may have an ass kneeling at his side. His other attri-
‘butes are a FLAME or a flaming heart held in the band (also an attribute of Augus-
tine, to whose order he once belonged); a book; a flowered cRross, or CRUCIFIX;
a LI, the symbol of purity. His inscription is ‘Homo igit consutu atque nudat
queso ubi est’ — ‘But a man dies, and he disappears; man comes to his end, and
where is he? (Job 14:10). Other scenes from his legends are:

1. The finding oflhe ‘miser’s heart; *Ubi est thesaurus tuus, ibi et cor tuum erit’.

at a miser’s funeral he quoled Lnk: (12:34): ‘Where your wealth is,
there will your heart be also’. The pening of the miser
chest in the presence of Antony. It was found to contain his heart.

2. The healing of the wrathful son. A young man who had cut off his leg
in a fit of remorse after kicking his mother had it miraculously restored by
Antony.

3. Preaching 1o the fishes. Finding himself on the seashore and without an
audience, Antony turned and preached to the fishes. They press forward to hear
him, their heads out of the water. A companion theme to Francis preaching to
the birds, by which it was inspired.

4. The vision of the Virgin with the infant C