pr—

’

Er 'Chzdclsuobmtpmdr

. age), the Holy Family “with len ]
"described as La 'Vierge en Egypiet “This dcscnptmn led
,Thui]hcr’ to ldennfy Scnsm's painting as Thé Holy Fam-
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' Felice che del fiume:a 1’onde arriva, * &rg‘
Che’lfoco stingue al. Z:shmib ﬂmre £
Et empie di mmfh!’

‘Ovid’s last age;” :,"'*‘-_bﬁlro' %as-a hmeof' «Jt:nnplet.c:1
lawlessness: *modesty;
and tnckery 00! Stheir place, deceit and *vmlence and:
criminal 139 ¥The: lasf?mmposmon,‘*for*whlch'
Love in the Iroi Age would 'be the’approp:
depicts ‘the pumshmmfmf unfilthfuivﬁriaewtﬁﬂ’lovm;
and the'’ fate"‘ in :thescenes:of: smudé??’hf s,zthose'who
followed - them. HThe mmpn&’n * hasmes those:

P!
aspects whichwere-typical of thelroﬁgﬁge “ﬁrhenAsu'ea;'

the Virgin ofJusuuc, ﬁl:%a]ly lcﬁ*thﬁ'

Mena colui, n&c’l segue ingw.rto
The young ‘men ‘hurling’

been "explained- by Kurz ‘with: firefer

_yount of the ancient myth of Timagoms and Meletes:2%
1his may be correct;tbut since there are: several dead or
dying figures around, both male and female,’it is* pmb—

ably again too restrictive an explanation:To commit sui-

cide has always been a popular device for literary heroes.. -
to end the pains of their unrequited ‘or unsuccessful love <
— from Theocritus*® and -Virgil*! ' to. 'Ariosto*? ' and
Goethe’s Werther. Since Kurz quoted the famous chorus
O bella etd dell’oro from Tasso’s Aminta, to illuminate our
first picture, to point out that the utlc-ﬁgurc hurls him-
> £ prrdaee Yoy g2 reis Eerioe]

37 ovip, op. ait., 129-31.
3¢ The ‘ingiuslo el empis” has i m direct oorrupondenoc in Ovid’s account of the
Iron Age: N

Victor jacet Pietas; et Virgo mcde madentes,

Ultima coelestum, terras Astraca reliquil. {Mdamphom l 149-50)
3 KURZ, op. cil., p.229; with reference to CARTARI, 6. él., p.500.

40 THEOCRITUS: ld,u XXIII; the story told by Theocritus is, in fact, very similar
to the tale of Timagoras and Meletes. A pnmonatc lover, whose love for a boy

sneh oy At

is not reciprocated, commits suicide; the boy is lubnequemly hllcd when hn.u : ;

hit by a collapamg statue of Eros.
Dido commits suicide having been left by Aena.l (Anud Book IV)
An the Orlando Furioso, V, 57, Ariodante huris himself from a precipice into

see the collection of am}}&mcrchant-g:aﬂ d
lived opposite the ‘churchtof: Saint-Me 'T'in;-.the
Saint-Martin. He owned a number of paintings by Pous-

sin, including the two" Photﬁonﬂandséapcs #(Earls "of
(Hermit-

sures'{Dublin)j-and one "

Dcrby and Plymouth); the Esbher and,

h~

:hinna oyalty'fled; ‘treachery

rate title: (Fig.5) ,‘z&

erence tanCartan'seg 2

MUTUAL- l.ovt, AND GOLDEN AGE: MATISSE AND “GLI1'AMORI. DE* CARRACCI®
5 i;elfﬁ'omaprecipice m'.ayhdp to underline the coherence
i -

cycleat lmt.asmuchu ;thc rcfcmnce to Cartari’s

ﬂ;ﬂ,iﬂwd dcscnpuon of' the Four Ages ‘was not just an
'g,excms&m ‘mythological history; iit ‘was “also Tead as a-
- critical account of different levels of virtue and morality.

Our al.legoncs are similarly not necessarily:to be read as
a historical development. They depict the effects of love,
from a nostalgic longing for an unrealistic happiness (Le
Bonheur de Vivré) :to a very real.and deadly despair, — the
same effects which have:always provided the basic ingre-

dients ‘of any form of literature’ (not just the pastoral
=gcnrc) “which conterned itself with love. Yet while litera-
ture can develop this elusive theme bynarratlvc or poeti-

cal description; painting can-not.-For plctonal represen-

= tations ‘of the different -effects of love, the artist had to
i allegorise,-and Ovid’s account of the Four Ages under-
"f:‘;stood\:as:allegones of -different “levels:of human virtue
%.&;_must “have - appcarcd ias a! perfect-model for such an
high precipice in'the background of the‘lpncture ‘havé®

'-undertakm ;uThat the -painter:should have spoiled this

,Agrcatﬂthcmc :by. over-indulgingiin -its purely sexual
’*‘;;aspccts“ is’sad: yet we " have ‘to’admit that we know

-nothing :about the purpose or the’occasion for which hls
four huge canvases ‘were first commissioned."

,? E. *"If we look at Agostino Carracci’s print in this wider

_ conitext'we see that Matisse found his main visual inspi-
“ ration exactly within the iconographic tradition to which
l'us own picture belongs: the age-old tradition of an ever-
present utopia. The Golden Age of the mythological past
inspires our dream of Bonheur de vivre. And reciproco Amore
fosters the behef that thc dream might stlll come true.

‘typically. ironic twist, Ariosto permits his hero to have second thoughts:

':‘ Oncemt.hesea,}nsmmdchangcdtnn:grct.

“Exerting all his courage as of yore, ==

" He swam with mighty strokes to reach the shorc (VI, 5)
Gmevra,ofconue, turns out to be i innocent and the couple are happily reun-
“ited P T
T4 A bcﬁu 2 comedy, Aminta mlnculous}y survives and is, at last, successful

_in ntrnctmg Silvia's love (Aminta, V, 1).-
_'. -~ * When in 1798 the German poet ‘Ernst Moritz Arndt visited the Liechten-
the sea, believing that he has been deceived by his lady, Ginevra, daughter of -
the King of Scollmd, yet uuude, nemrdmg to Chmnan fmth isa nn, md ina_

stein Gi.llcry in Vlct'ia, thc ﬁ;u.r pamnngs were l:nddcn behmd curtains (cf.

i~ xURZ, 8p. cit., p22).!

Juag s

veaifii.g

‘*:gﬂ;,. Eg,lpi' in the Hermitage,? but this picture is known
%:t0 -have“been painted for Madame de Montmort, later

rwhxéh imenhon Serisier's painting describe it as “Une
- Vierge:. qm t fuit en Egyple™ or “Une Fuite en Egypte" which
clearly? eliminates’ ;the Hcrnuta.gc jpainting. Félibien
further states that the pxcturc was painted in 1658. Now

~ the ‘only late composition ‘by Poussin of The Flight into
Egypt is one “known from a Jmmber of engravmgs, of
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which the carhest. appears to be that by Pietro, del Po

(Fig.7),® andi it isi almost certain. thati these engravmgq =

represent Serisier’s pamtmg'.'m\;; F iR 38
Till recently no painted version of the oomposmon was,
known but one has now been discovered which. there is
every reason to believe is the lost original (Fig.6).7
- The painting: agrees-in: almost every. detail with- th

wcarmg some kind. of hat.’ Juse ahovc this ‘ha!m are:

_ traces.of ﬁxrtheral;erauonswhmlgmsoﬁras.tﬁcy cam be
. read, seemy:to. indicate: that.the qutlin the rock was
. originally. carried down further t&vthe Teft, af'most: to the
_ pointing finger of the angel. If Mm sa,,,tlien it is likely
- that the whole of the. buﬂdmg;wmchnow fills this area
- was-an-: aﬁerthoughr—,-—ané was- probably ‘ inserted to
Pietro del Po.engraving except that'it. is in.reverse. The =
only substantial differences are-that in’ the engraving the
two vases on. the somewhat mysterious piece of archltec-

mphasise. the importance of the head by. framing it in a

_rectangular 2 zone, just as. Poussin ﬁ_‘amq; the head of the
_infant Christ; in. The. Ha{p me[j' tﬁ:’.S'tep: .(National

‘-‘ﬁu‘t TeEh

ture on the right do not have the handles which: appear in7 Gallery, Washmgton} 7 e

the painting, and that in: the:latter the.donkey is not

being led by a bridle: (the: sxgmﬁmncc of this detail wzll £

be discussed below).® ... = . e

edges the painting is in excellent condition and the soft, *

the head of Joseph (Fig.8) —is typical of Poussin’s style in -
the late 1650s. The colours in the darkei'areas have sunk

a little, so that the cloak of the Virgin —loaded with white

but tinged with a pale crimson, like the drapery of the
§ efigure in the National Gallery Annunciation of 1657 —
now stands out in a slightly stronger contrast than was
probably originally the case. The beautiful grey-blue of
the angel’s wings and the sombre colours worn by Joseph
~ a dull orange cloak over a reddish tunic — could be
paralleled in many of Poussin’s later works, such as the
St Peter and St John healing in the Metropolitan, the Esther
which also belonged to Serisier, or the Dublin Lamenta-
tion. .
Ifany doubt that this is the lost ongmal could remain,

it would be dispelled by the fact that there are clear
traces of pentimenti in the painting. Fig.8 shows a sort of
halo round the head of Joseph which indicates either that
it was originally painted a little higher up, or possibly -
though this is not so Ilkcly —that he was ongmally shown

duye 7 nls
‘r-mnummjwawhcww&vunﬁm.ed L.
it ne.Pans[lBBS],p.Bgmdj THUILLIER; Puurn.n“Gormeun-
sinianum™", Actes of the Colloque Nicolas Poussin (Paris, 1958), Paris [1960],. *
p-127 (referred to below as Corpus). 'I'henamcuf:hcmllccmrulpdtm
various different ways but [ have adopted here the form. Serisier, used
THUILLIER and MIGNOT in their article ‘Collectionneur et I’:unxeal.‘}'l\uflle
siccle: Pointel et Poussin' Remdcl’dﬂ, 39 [1978], p.39 :
2 Corpus, p.126, note 18..:;. . &4‘ aih iz J‘

= ;..;]'l

3 A. BLUNT: Tiic}'nm-yqfﬂwh:?m Cntud(.‘cubgn, Eondon[lsﬁ;ﬁ’]_,“"*

p.ﬂ No.61. 2 3 i ._!.1‘.
Lrﬁmmmhwumhwdn#mﬂmm
Trévoux [1725], IV, p.66; 6. BRicE: Description . ... de Paris, Pam [l7!7], II,
p-191; wuimn:lmn,mmatm 222, £
5 FLORENT LE COMTE; Cabinet des singulariles, Bru.uels [1702], III, 1:.32.}_-'.‘z
¢ BLUNT, Critical Catalogue, No.61. For a detailed account of the mmengnv—
ings see A. ANDRESEN: Nicolas Poussin. Vmbuﬁmm‘cfm
ten Kupferstiche, Leipzig [1863], Nos.143-148, and: G. WILDENSTEIN: ‘Les
Graveurs de Poussin au XVII‘Su:de Gmmdu&un@ﬁ{lm], II, p.175

No.57. ;. TR AR TETIVEY B o

”nmunlyothapamuugd'themmcabyhumn:dthewlywkmu 3
nted allied themes such as -

Worcester (sLunT, Critical Catalogue, No.60). He
the Rest on the Flight (BLUNT, Nos.62-64) and theﬂcm of thi: Hely Family from
Egypt (lu:mr No.ﬁs)bmnuneofthuewukiﬁtthephue‘b Vierge allant ex:
Em Vil digd 3 vae SIS BUNR Bl RN !, n'.g___\.‘l

. l:muhththuﬁid@t&&mmwmmmm

left in the painting, but this area is difficult to read in both the painting and the

cngnvmp.'ﬂuednﬁr:nu:nppurmalhheenmnnpwhcblhavebun
ablemmwnc,apmntwlﬂchmdmadut.uwnomd
wmmﬂaﬂal&&nmmmwmm‘m
original painting. . . ST e, R OL

_ soldiers..

thelater !

In composition; the: F!xglu' has; the;, strazx%gc centnfugal
‘character to, be foundin many of. Poussm s late works.

: 51’-Joseph the ‘angel and, the ‘donkey move to the right —
Apart from some damages aiong the upper and lower’*

though Joseph. turns: his head.to look up at the angel -

= whereas the action of Mary, although she tog is walking
slightly hesitant handling — visible for instance in the
figure of the youth lying by the side of the road (Flg 9)or -

to the right,. is dominated. by her gesture of: turning her
head ta gaze back, apparcqtl)ﬂ at the path along which

- they have all come, a motif not. uncommon in representa-
. tions of the Flight, probably intended to indicate her fear

that she and hcr famnly are bemg pursucd by Herod’s
> it by h-—-n & BT

“The centnfugal’ cbmposmon can be paralieled in
many of Poussin’s late works, In: the late Rebeccal! the
composition ends on the: right with two women, one
kneeling and facing out of the picture, the other actually
walking out of it. In the Eudamidas (Copenhagen) the two
women turn their backs on the main group. In the Woman
taken in Adultery (1633,. Louvre) two men rush out of
either side of the composition. In the Oxford Exposition of
Moses of 1654 the child’s father walks meditatively out of
the picture, and in the Death of Sapphira (Louvre) a
woman carrying a child moves in the same way, though
she turns her head to look at the dramat:lc event which
has taken placc i o

The painting has the grand aimust clumsy solemmty

and monumentality, typical of Poussin’s last works, All
the sensuous charms of Venetian handling and colouring
in which the artist mdulgcd in his youth have been
‘abandoned, and even the. explicitly dramatic action and
 gestures. which characterise the: paintings ¢ of the 1640s
- have given place to 4 strangely i impressive, remote: calm-
- ness, Although all the figures move they doso ata majes-

% tic: pace,. in-planes strictly: parallel {o. that of the picture
by ‘.‘-'”_surfacc, as if frozen into a:marble relief, Mary’s cloak has
:..z4 the weightiness to be found in statues of ancient Roman

matrons; and- the: angel. is, .1 suspect,.t

inspired : by: the

“reliefs.onithe Tower of. the Winds; in: Athens,; of which
# drawmgs or cngravmgs were probably available at the
_time. Poussin’; 8 heroes, ‘nos braves anciens Gm.; ,were very
-much in his mmd whcn he pamtcd this cumposmon.

uonmclnot,uhubeenmgguwd,;ﬁhml._ ki
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- (BLUNT, Gwdm“mn&ulmh&nnhtmpkwm :



No dramngs are known fof the composition asa whole

* in the Hernlitage seem “to 'be- oonneeted—mth‘thg_land-
* scape 'background of the painting. “Thé Arawings were
dated by Johr Shearman?3 toc:11660 on grounds of style
and they have distinct ‘affinities with' the painting! One
(Fig.10) shows the edgeof a ‘lake bordered by banks of
trees, amongst ‘whichis'a cottage witha 1ow-p|tchcd roof.
In the' bac]:grounﬂ ‘are ‘distant ‘mountains. The other
(Fig.11) is 1éss’ closely related, but it contains 4 similar
cottage, even broader in its proportions and so nearet to -
that appearingin the ; painting: It would be rash to sug-
gest that these drawings ‘were matle ad direct prepara-
tions for the painting, ‘but it'is reasonable to belicve that,
Poussin had ‘them in mind when he'cameé-to paint the
backgrourid of the Flight:'If so, 'they would have to be
dated slightly earlier than' 1660 't0"1658 at thelatesti !
* There are several ‘unusual’ monograph:cal ‘features in’
the painting: The fact;: already'mentioned, that Joseph is
not leading the donkey;'evidently’ pu:.zlcd ‘the éngraver
who was presumably not familiar with this feature and
“nedied the situation by adding a cord tied round ‘the
nose of the donkey and held byJoseph. In fact, however,
though unusual in representations of the Flight into Egypt,
it is not unknown for the donkey to be finding its own
way, neither led by Joseph 'nor guided by Mary, 'who
often does not hold the reins. The most obvious e.xamplc,
which would certainly have been known to Poussm, is
Annibale Carracci’s lunette painted for the chapel in the
Palazzo Aldobrandini (now Doria). Here Mary, carrying
the child, walks in front, while Joseph, with his travel-
ler’s staff follows the donkcy, but there is no flying angel
to guide the party. The same is true of Elsheimer’s paint-
ings (Louvre and Alte Pinakothek) and many other six-
teenth and seventeenth-century versions.!® In Poussin’s
carlier version, at Worcester,!5 the artist uses the same
: iconography as in the Serisier picturt, except that the
angel walks in front of the party, pointing the way, while
two others and a putio fly above.16. 7
I have not been able to trace any written source for
" Js iconography’? but it seems to embody a traditional
wiea that the'donkey was in some way divinely inspired
to find the road to Egypt, and in Poussin’s version Joseph
seems to be pointing to the' donkey, as if to'say to the
angel that he did not need his mstructmn, as thc ammal
already knew its mission. ‘

On the rock in the top right-hand corner of the pamt- '

ing (Fig. 8) 1s anothcr unusuai fcaturc an eagle attack-

L T
oty T F

13 FRIEDLAENDER-BLUNT: The Drawings of Nwola: Pumn, Catalogue Raisonnz,
London [1937-77], TV, p.50, Nos.288, 289.

14 E.g. etchings ‘by ‘Swanevelt (BarTsca, 11, p.305, No:97) and Bernardino
Passeri (BarTscH, XVII, p.31, No.41). In many cases it is dlﬂiwlttoseemn
reproduction whether or not joseph ls-ncmllly lcadmg the. donkey gt
“Sc:abovc,note'?.,,, % Lo e a3l 1!-‘\{"‘-1" . P he v e
“Othummmnmthth:angdwn]hngand thewny:rc;nmungs
by Bramantino {Locarno, Madonna JdSm).Mnmo Meloni (London art mar-
ket, 1977) and 2 drawing by Guglielmo Cortese at Diisseldorf (cf. D. GRAF:
Master Drawings of the Roman , catalogue of an exhibition at the Victoria

: and Albert Musenmle‘lS] ’No.l.')) Murilla‘l M in Budn_put thuwl a

ying putio but mo angel.

“"Il'hclpocryphlﬂotpehdonoueem tomhon thndu,ndKnerogler
mhsﬁ:ﬂyethﬂusﬂu!hmnphk M—ddepﬂa (Arnsudt
; -mll‘hmgm,]m)mnh:mnﬁ:muwh : :

210

.A NEW‘L\' D!SCOVERED LATE WORK BY NICOLAS POUSSIN:

‘THE'FLIGHT INTO EGYPT”

ing a "snake.”This ‘theme' occurs constantly in art of all

- this is quite normal for Poussin’s laté¢ works = but twos ™ periodsasa symbol ‘of the triumph' of good over evil or

~ -more specifically in Christianart' the victory of Christ

- over Satan;!® but it'is rarely found in connection with The

Flight into Egypt. A similar theme occurs in Vorsterman’s
engraving after Rubens’s’ Return of the Holy Family Jrom
Egypt though it does not seem‘to be visible in ‘the pamt-

* ingitself (Hartford) but according to Rooses the bird is

here a pelican.1® ‘An even more curious variant occurs in
a bronze® relief of the Flight by Francesco Bertos at
Glynde Place, Sussex, where the donkey, led by a winged
putlo, ‘treads on a snake:with one of its hind hooves.2? -

- 1% These ‘two ‘unusual features — the absence of a bridle

-and the struggle of the eagle and the snake — can be

~explained as:conforming to a:-well-established icono-

*

- 1B.Of R, WITTKDOWER:

graphical ‘tradition,” but others are 'more mysterious.
Why has Joseph slung a shield and spear on the donkey?
For defence, obviously; but Joseph was not a soldier and
is usually shown carrying a simple traveller’s staff. And
what is the significance of the youth lying on the bank to
the'left? Another traveller, no doubt, as we can judge
from his ‘staff, but he is not mentioned in any of the
Gospels, canonical or apocryphal.?! Finally, what is the
strange piece of architecture on the left? It is not, as one
might at-first sight think, a kind of gate on the road,
because it stands beside it. It resembles in shape the kind
of structure found over wells, with a beam from which to
hang the bucket, but no well-head is visible.2? For the
moment these features must remain unexplained; indeed
they may well be personal inventions of Poussin, who in
his late works often introduced details which are difficult
to explain in terms of traditional inconography.
. For instance, in this painting he seems to have
intended to depict a specific time of the day. The
shadows are long and the sun is tinging the low clouds on
the extreme left with a cool yellow — a point unfortu-
nately not visible in a black-and-white reproduction. The
time must be sunrise or sunset; but which? My instinct is
to say ‘sunrise’, with the Holy Family just setting off on a
day’s journey; 1 feel that Poussin would have made a
sunset warmer in colour. My guess is to some extent
supported by the fact that the Holy Fam:]y is walking
away from the flow sun and that, in their journey from
Bethlehem to Egypt, they would have gone south-west —
and eventually west — and therefore would have left the
rising sun behind them. This may seem a far-fetched
~argument, but it is the kind of detail to ~which Poussin
rmght wcll have pald attention.

:-If

or §oAng _.f_.':"..‘ .

EtglcandScrpmt ,mdﬂegagud#u Mzgmnan quJm-
bols, London [1977], pp A5, = :
19 Rooses: L°(Exore de Rubens, Antwcrp [1886-92], ! No 182 I confess that the
htdmmmemmmhkcthemdxmnﬂpehmthananagicmd given

.__.-_!.humnogmph:ulmdmon,lam.mchned nnhmk nmny wcll hemtmded 10
e npmuhehtm‘ g

==

-201 am wery gratefil 1o Ahsm:lmmfor!mngmg thu rehel'm my notice.

~ 21In the catalogue of the seventeenth and eighteenth-century French paint-

ings in the Musée des Beaux-Arts at Orléans, published late last year, Mary
GNuﬂponmmttht&emId:hetunngmveﬂuahoommn

‘painting in the museum {No.192 iin the catalogue) ‘by Francois Verdier, who
" -evidently knew 'the ‘Serisier picture, cither in ‘the -original or in one of the

cngnmnp,mimmhsothunnﬁhnuumthn $

22 In the engraving the two columns appear to be joined at the bottnm bya -

solid base,’ !nnﬂmmtobeamtakeontbepanoﬁhcu:gum :

L et T
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A NEWLY DISCOVERED LATE WORK BY NICOLAS POUSSIN: ‘THE FLIGHT INTO EGYPT"®

| Little is known of Serisier, but Thu.llhcr and Mignot®
" have established that his Christian name was Jacques,
that he belonged to an important family of Lyons sﬂk“
merchants and that he was a friend and*business associ-
ate ofjcan Pointel, also of Lyons, who was one of Pous-
sin’s closest friends—so close indeed as to arouse jealousy
in the heart of Chantelou. Serisier is frequently men-
tioned in Poussin’s letters to Chantelou;?4 usually in
connection with arrangements for sending his pa.mtmgs
or other works of art to Paris, but he always refers to him
as a friend.25 The paintings by Poussin which he owned .

have alrcady ‘been mentioned; some of them were com-

missioned directly from the artist, but the self-portrait

and The Holy Family with ten figures came from Pointel who =
had died in 1660 and whose collection had been dis-*

persed.26 The date of Serisier’s deathis not known, but it -

must have occurred between 1676, when ‘he appeared =
with Chantelou — as an enthusxasnc admirer of Poussin

in a satirical publication called Le Bagquet des Curieux;?”
and 1685 when the Esther is recordell by Le Maire as,
belonging to Jean-Baptiste Colbert, marquls de Seig-
r-lay 28

The later history of the other pamtmgs which he
owned is not fully recorded, but it seems that his collec-
tion was sold piecemeal. The two Phocion landscapes
were acquired by Pierre de Beauchamp, Maitre des Bal-
lets du Roi, before 1687 and eventually came to Eng-
land,?® but the self-portrait and the Holy Family disap-
peared, to turn up in the early nineteenth century, the
former in the Solly collection, acquired by the Berlin
Museum in 1821,3? and the latter in that of the Earls of
Milltown, given to the National Gallery of Ireland .in
1847.31 The Flight into Egypt may possibly be the painting
mentioned by Brice in 1713 as belonging to Raoul de la
Porte, Entreprencur des Batiments du Roi, and that
which appeared in the Lethieres sale at Paillet’s, Paris,

24th November 1829,32 16t 133, but as no dimensions are

given the identification must remain uncertain, and
otherwise there is no evidence to indicate its history bet-
ween the death of Serisier and its reappearance a few
vears ago. By a curious coincidence soon after the picture

xe published was discovered, another version appeared
in an American private collection. I only know this ver-
sion from good photographs, but it appears to me to be
certainly a copy. In spite of requests, it has not been

23 0p. cit. p40 and p.43, note 3. : " AT
24 Correspondance, ed. Jouanny, !’am[lQll],ucmdc:x S

1

25 Cf. letter of 4th February 1663 (ibid., p.453) ‘mm.uan'&nuﬂlo:tnmm, 2

17th March, 1644 (ibid., p.258): “mos bons amis Serisier et Pointel”. On 3rd
November 1647 Poussin reports that ‘Serisier has arrived in Rome (i4id.,
p.367).

36 Cf. THUILLIER and MIGNOT, op. cit. In a letter of 18th February 1664 (Corres-

pondance 457) Poussin tclls th: -abbé Nu:a.ue lhat this aelf-portmt then
" belonged to Serisier. > 5 ;
: ﬂmmumandmouorcpa:,pﬂ nous ?

38 c. LE MATRE: Paris.ancien ¢! mowveau, sz[lﬁBS] III, p.?G& {5

29 pLuNT, Critical chdnpn,ﬁos 173 l?"l' E : S a5
30 Jbid,, Noi.-... : -

_,‘,:'lf_‘p-.-' 2- ‘j "-i e
g

‘_'nihd. No.6l. Rannldeh?mmﬁﬂhddwdmﬂmandlmooﬂcmmn
mot mmnnncd.mht:r cdmons nfBruz.

U

= 3 PEE] - - J LA . 54 ¥y

-

- 34 CHANTELOU, 0p. -cil., p-90; Corpus, ;p:!z;)r

by "’G»pm' 16, 222. SeaTERE i
S, o mnggjr Nicolas Pum.]-lnmchand‘lapag [1914} pp.27Bﬂ' amd w,
- FRIEDLAENDER: th.r.?um:, Mumch [lQH»] ,pp 97f.

possible to obtain permission to illustrate it here.3?

When Bernini saw the Flight in ‘Serisier’s house his

~ comment on it was unflattering. On being told that it

-was one of the artist’s last productions he said: “Il faudrait
cesser de travailler . .. dans un certain 4ge; car dous les hommes
vont déclinant’3* and on a later occasion he came back to
the same theme. Talking to Chantelou about his Sacra-
ments, which he greatly admired, he said: ‘4 la vénté, il a
fait depuis des- choses, qui -ne.sont plus cela; le tableau de la
“Femme Adultére™, cetle *Vierge allant en Egyple” que j'ai vue
chez ce marchand et votre ¥Samaritaine® .. . me sont plus de cette

- force, 1l faudrait qu :m Iwmmc se sut abstemr au deld d’un certain

i\;-"r-
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.:That i 1s‘to say that Bernuu d:d not' cn_]oy Poussin’s late

s stylc of ﬁgure painting,3® and many of the critics of the
- time agrced thh'lum Bellori and Félibien refer to the
3 fact that hc suffered from a shakiness of the hand in his

last years, and’ Loménie de Brienne develops the theme
“when talking of his late style which he describes as ‘sa
maniére: tremblante. d laquelle je ne m’areste pas, parce que c’estoil
comme les derniers soupirs de son pinceau qui s’étoignoit’, and he
_refers'to Chantelou’s Samaritaine, saying ‘qui ne m’a jamais
plu’.37 On the other hand it is clear that the composition
of these paintings was greatly admired in the late seven-
teenth and early eighteenth centuries, since most of them
were rcpcatedly engraved, the Flight into Egypt as many
as eight times. .

Most cxghtcenth and nmctecnth century critics fol-
lowed suit, reserving their praise for the landscapes of the
last years,.and its was not really till the early twentieth
century that the figure pieces of the same period received
the recognition due to them. Otto Grautoff and Walter
Friedlaender.in their monographs, published in 1914,
both refer to the new synthesis arrived at by the artist in
his last years,3® and since then it has been increasingly
appreciated that, though the late figure paintings lack
the sensuous attraction of the early ‘Venetian’ paintings
or the dramatic intensity of the paintings of the forties,
they have a2 mystery and 2 _poetical quality which put
them among Poussin’s most moving creations.
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33 As far as I can judge from the photographs some parts of the painting — for
instance the outstretched arm of the angel —are almost without modclling; but
what is ' much more clearly-evident is the difference in the treatment of the
foliage. In the version here published it has the clear meticulous articulation
characteristic of Poussin’s later landscapes — which also appears in Pietro del
Po's engraving — whereas in the American version it is blurred and schematic
and without any sense of structure. It is perhaps worth recording that a copy
aftera Flight into Egypt by Poussin is mentioned in the inventory after death of
David Bourderelle, Sculpteur du Roi, on3rd March 1706 (M. RAMBAUD: Docu-
ments du minuticr central concernant Uhistoire de Uart, Paris [1971], 11;pp 413, 794),
though there is no means of knowing whether it represents the same composi-
tion as the picture here published, . .

,”mwu,np._at p-222; Corpuy, p. 131. BammhadmdemwaM-
tzre, mow in the Louvre; in the house.of André le Nowre. = |

36 Though he spoke enthusiastically about Serisier’s Esther, saying “Voild un trés
mabbq,dpmﬁhmdew (cawmou ap o, pQO‘Cﬂplu
p.181),
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1. The Flight into Egypt, by Pietro del Po after Nicolas Poussin. Engraving.




