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drawing, Florence,
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24. Nicolas Poussin,
The Judgment of Solomon,
1649, oil on canvas,
101 x 150 cm, Paris, Louvre.
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25. Nicolas Poussin,
Extreme Unction,
1636-1640,
oil on canvas, 95.5 x 121 cm,
Belvoir Castle, Grantham

(Leicestershire).
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26. Nicolas Poussin,
Eliezer and Rebecca,
1647-1648,

185 x 256 cm,

Lyon, musée des Beaux-Arts.
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27. Nicolas Poussin,

The Continence of Scipio,
1640, oil on canvas,
114.5 x 163.5 cm, Moscow,
Pushkin Museum of Fine Arts.
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28. Nicolas Poussin,

Eliezer and Rebecca (detail)
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usnlu¥en “Muta eloquentia : la représentation de 1’éloquence dans I’ceuvre de Nicolas Poussin”,

Bulletin de la société de I’histoire de [’art frangais, année 1982, paru en 1984, pp. 29-48).

> Origene, Homélies sur la Genéese, tra. et notes de Louis Doutreleau, S.J., intro. De P. Henri de Lubac,
S.J., Paris, Cerf, 1943, p. 187.
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’ Louis Hourticq, La jeunesse de Poussin, Hachette, 1937, p. 58.
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30. Nicolas Poussin, Summer,
1660-1664, oil on canvs, 118 x 160 cm,
Paris, Louvre.
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31. Nicolas Poussin,

Eliezer and Rebecca
(detail).
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33. Nicolas Poussin,

Eliezer and Rebecca
(detail)
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London, National Gallery.

ANNTALEITALININNTENINYINWNNIA TIWURE TR BV BIU LRI NBEAAILUW U
Indnmedumihannd - whdenaoudude  lifiddsuiulaiwanalduiufisrimeauin
FERINNITNBILREMIENTNA Inasuan b swﬁaﬂ’admmmaﬁaﬂma'jﬂﬁamwamﬂjfammﬁu la

D e e . e o d _ M & owm o A 9y
sauliselien Wi aanTIUTUGIN Christopher G. Hughes La%a  #unfaindainsaduag
P . A A R E L o 9w fAAA A S a X =
\WauANIAWNENUEaULBN TN mg}mmﬂmm@;msmwmﬂmwLLamaﬂmemummm
1 1 1 1 Qs té Qo v 1 Qs v
maulﬁlmaauwauwuwaaaadﬂLaﬂ sasuiivimadIiL auniiduiuniies nauaniiniudng

~ L v AaaA a v A A 12 ' o o o o ~
PWHIRBIAUMLTDLILATHAS  DNWIAILF AR ILATHN Yl U uni LRz LA U8 IU19RTh

o« o o o @ A s A o A € 4 o o« a
annuwinuiudmeasussyiimaminesdnwy  walaanndinddnadiis  nwiiaswa
1 nl' 6 ”13 a v A 1 1 = 5 a d' ' a
dannauyTiuyy uLLqumzLmemmI@@mumamaaqmﬂ WINLTHUAURI NN UALNL

& A = ' { o A ' A O
vasaulasfmds  wazdenuldlunuiainisudug dwdumyszyfinfiaresnanianinansas
Aundanany answailwhunwndgunsamaaninnuimarhamlauszlieswouneuluiama

a |4 [
VDILDRLHLTAILAZLILUANA

' Daniel Arasse, Histoire de la peinture, Paris, Denoél, 2004, p. 171.

' Christopher G. Hughes, “Embarras and Discovenance in Poussin’s Rebecca and Eliezer at the Well”,
Art History, vol. 24, n° 4, sept. 2001, pp. 493-519.

12 fuiihasdeiul@ibomssandvesyansz Tsedwlu S ndnvae © “nszTiswesnadufaium Syanquérunen3uvud
maoudy”

'3 Henri Lemonnier, op. cit., p. 318.



87

1 :‘ A a :/ v 1 a v { A L3 [l

rynaifsesnganaaiagnidininsvemianedialega U 1) Sawfazuny i
ununluwFasmmiasudinizguinfiovnnresdy  : wivauimugiivininmedumuo e

= & = v o ' ' dl a J ] s
wonnnazlimbennibluuudsseuds  weduaasrihmssuenauladamaniaiiiieduuaztadiag
A A oA o A a & o v & ' o aa v oA
abulalddumbandnlupuiu  ldiduinedulusrum@tgaue g uszuaaseanidadine

1 k3 s = g; 14 1 =3 o { s v =3 W:’

Tidesndurinseiludsiununiee” adalifianadausuduinnduin ldiununniegdng
2pIW9ENINaINEd  lasanizwarinninftassddsznaumwninualasnunadliuaumudnaues

g o o a o A =< .=|' A A
AN NN ?J\‘iﬁ\'iLﬂ@]aﬂ':nuflfli'lllLa']ﬂﬂﬂmzﬁqNﬂizﬂqiﬂIﬂﬂvLﬂﬂ\ﬂ.qlﬂﬂﬂaul%ﬂqw NN Ldan

A ad

unATHzBItmdaFeom LTy innweuinsideTundanaaiae uszununnmsidunseuineuiy

)

a a L v td a a v 1 et
ﬂ‘]J‘IﬁZUUGEJ\‘l@IiG’}.I’] VVDINTNDINUN E‘li‘llW’UE]‘.Uﬂ’]W LDUN

35. Nicolas Poussin,
Eliezer and Rebecca (detail).
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36. J.B. Greuze,
L’Accordée de village,
1761, oil on canvas,

92 x 117 cm, Paris, Louvre.
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37. Nicolas Poussin,
Christ and the Woman taken
in Adultery,

1653. oil on canvas,

122 x 195 cm, Paris, Louvre.
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38. Nicolas Poussin, The death of Saphira, 1653, oil on canvas, 122 x 199 c¢cm, Paris, Louvre.
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39. Nicolas Poussin,
The Rape of the Sabine Women,
1637-1638, oil on canvas
159 x 206 cm, Paris, Louvre.
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40. Nicolas Poussin,

Pan and Syrinx,
1637-38, oil on canvas, 106 x 82 cm,

Dresden, Gemildegalerie.
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41. Giovanni Battista Piazetta, 42. Giandomenico Tiepolo,
Rebecca at the well, Rebecca at the well,
1740, oil on canvas, 102 x 137 cm, 1751, oil on canvas, 84 x 105 cm,
Milan, Pinacoteca di Brera. Paris, Louvre.
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43. Nicolas Loir,
Eliezer and Rebecca,
oil on canvas, 31 x 44 cm,
Angers, Musée des Beaux-Arts.
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44. Antoine Coypel,
Eliezer and Rebecca,
1701, oil on canvas, 125 x106 cm,
Paris, Louvre.
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45. Sébastien Bourdon, Eliezer and Rebecca,

166469, oil on canvas, 144.1 X 199 cm, Boston, Museum of Fine Arts.
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? Théophile Gautier, “Salon de 1850-17, La Presse, 10 avril 1851, cité par Mich¢le Bundorf Canizares,
ibid., pp. 252-253.
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" Théophile Gautier, Guide de I’amateur au Musée du Louvre, 1867, rééd. Séguier, 1994, pp. 138-139.
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46. Sébastien Bourdon,
Eliezer and Rebecca,
oil on canvas, 144 x 111 cm,
Blois, musée des Beaux-Arts.
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47. Pablo Picasso,
Three women at the spring,
1921, oil on canvas, 203.9 x 174 cm,
New York, Museum of Modern Art.
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48. Larry Rivers,
Detail from Poussin’s Eliezer and
Rebecca,
1950, crayon, 34 x 42 cm,
artist’s collection.
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. Nicolas Poussin, Eliezer and Rebecca, 1648, oil on canvas, 118 x 197 cm,

Paris, Louvre.

Nicolas Poussin, Eliezer and Rebecca, 1627-1629, oil on canvas, 93 x 117 cm,
private coll.

Nicolas Poussin, Eliezer and Rebecca, 1661-1664, oil on canvas, 96,5 x 138
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