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From Collection to Archaeology
From the Renaissance to the nineteenth century, the study of the past and its ancient civilisations and languages were the preoccupation of a small elite, including groups of amateurs, philosophers, intellectuals, and aficionados, who established and developed their knowledge and fascination for the past around the practice of collection. It is only in the second half of the 19th century that the experience of excavation and the recovery of ancient objects started to be conceived differently. Around the turn of the century, the practice of unearthing ancient objects underwent a process of unprecedented institutionalisation and specialisation which gradually led to the recognition of archaeology as a scientific and independent field of studies. As for many other scholarly disciplines in the period, this process was only possible through the increasing institutional power of academia, the establishment of professional associations of experts and the circulation of scientific publications in specialised journals. 
The epistemic shift represented by the transition from collection to archaeology in the praxis, is also exemplified by the invention of the terms ‘collector’ and ‘archaeologist’, both coined in the late nineteenth century precisely to distinguish two practices that were originally inseparable.[footnoteRef:1] The 1870-edition of Le Grand Dictionnaire Universel by Pierre Larousse clearly illustrates this process: ‘The roles are now clear: on the one hand, we have the archaeologist, a scholar who engages in the study of antiquity and, on the other, the antiquarian or collector, who indiscriminately accumulates objects from the past’.[footnoteRef:2] The various definitions of the word ‘archaeology’ are also eloquent, in the sense that in several late nineteenth century dictionaries the practice of archaeology is defined by its negative, that is, as an anti-collection.[footnoteRef:3] Nevertheless, archaeology cannot exist without collections: if in the late nineteenth century the practice of collection is gradually depreciated vis-à-vis the more specialised and professionalised discipline of archaeology, collections as sets of objects still represent an important part of archaeology as a field of studies. With the institutionalisation of archaeology, collections are no longer a matter of disordered accumulation but rather of careful selection and exposition with a specific narrative aim. Ancient artefacts are therefore gradually organised and catalogued by professional archaeologists; they are systematically exposed in the first examples of archaeological museums where ancient civilisations, with their customs and traditions, resurrect before the visitors’ eyes telling stories of a lost everyday life.  [1: [Notes Chapter 2]
 Dominique Pety, ‘Archéologie et collection’, in La plume et la pierre. L’écrivain et le modèle archéologique au XIXe siècle, Martine Lavaud (ed.) (Nîmes: Lucie éditions, 2007), p. 205.]  [2:  ‘[L]es rôles sont donc maintenant bien clairs: d’un côté, on a l’archéologue, un savant qui se livre à l’étude de l’antiquité, de l’autre l’antiquaire ou le collectionneur, qui accumule sans discernement les objets du passé’.]  [3:  Ibid., p. 207. ] 

In other words, with the institutionalisation of archaeology, the relationship to ancient objects is also redefined. It is the archeo-logos, the rationale on ancient times and origins which prevails over the random accumulation and collection of artefacts. As a consequence, archaeological remains are no longer perceived as dead and dusty objects to be collected and exposed in a bourgeois living room, but rather as artefacts imbued with meaning, as a matrix of new narratives able to expand the boundaries of reality and foster new understandings of the past.[footnoteRef:4] Therefore, while developing as an independent domain, archaeology also fostered a new imaginative arena, full of dramatic potential and ghostly scenarios that became the subject of several archaeological fantasies, thus offering a compelling space for both imaginative resurrection and reconstruction.[footnoteRef:5] [4:  Marta Caraion, Comment la littérature pense les objets (Paris: Champ Vallon, 2020), p. 42.]  [5:  Sasha Colby, Stratified Modernism. The Poetics of Excavation from Gautier to Olson (New York: Peter Lang, 2009), pp. 1-7.] 

In the early twentieth century, several artists and writers started to question the very materiality of ancient objects and the possible relations that one can establish with the past (and the present) through these objects. Particularly compelling is the case of the Apollo of Veii, a life-size Etruscan statue dating from the sixth century BC, which was discovered and unearthed in Portonaccio in 1916, but not displayed in full until 1919. 
Material Culture and the Poetics of Discovery
The early twentieth century saw a growing interest for the Etruscans and their silent and mysterious civilisation whose legacy only survived through several artefacts and funerary frescos discovered in their necropolises in Tuscany and Northern Latium. Such ferment, both archaeological and artistic,[footnoteRef:6] was sparked by a number of excavations[footnoteRef:7] that occurred in the early twentieth century in central Italy: the years between 1909 and 1936 saw the discovery and excavation of the necropolis of La Banditaccia, near Cerveteri (Northern Latium); from 1913 until 1916, 1200 Etruscan tombs were unearthed during the archaeological campaign of Veii, that culminated in the stunning discovery of the Apollo of Veii by the Italian archaeologist Giulio Quirino Giglioli. It was only in 1919, after the war, that the statue was restored and displayed in the Museo Nazionale Etrusco di Villa Giulia (Rome).  [6:  See Fascino etrusco nel primo Novecento, conversando di arti e storia delle arti, Giovanna Bagnasco Gianni (ed.) (Milan: Ledizioni, 2016); Martina Corgnati, L’ombra lunga degli Etruschi. Echi e suggestioni nell’arte del Novecento (Monza: Johan & Levi, 2018); Gli etruschi nella cultura e nell'immaginario del mondo moderno. Atti del XXIV Convegno Internazionale di Studi sulla Storia e l’Archeologia dell’Etruria, ed. by Giuseppe M. Della Fina (Rome: Quasar, 2017).]  [7:  See La construction de l’étruscologie au début du XXe siècle, ed. by Marie-Laurence Haack and Martin Miller (eds) (Bordeaux: Ausonius Éditions, 2015), doi: 10.4000/books.ausonius.5448; Les Étrusques au temps du fascisme et du nazisme, Marie-Laurence Haack and Martin Miller (eds) (Bordeaux: Ausonius Éditions, 2016), doi: 10.4000/books.ausonius.10620. (Both accessed May 2023).] 

The discovery of the Apollo of Veii corresponds to a decisive moment in the history of archaeology, as it marks the emergence of Etruscology as an independent and professionalised discipline.[footnoteRef:8] This has something to do with the fact that the exhibition of the Etruscan deity completely revolutionised the perception of Etruscan art and, more broadly, of Etruscan culture. In the early twentieth century, the ideas on Etruscan art were still heavily indebted to the criticisms of Winckelmann and Mommsen’s: in his Geschichte der Kunst des Altertums (1764) Winckelmann had defined Etruscan art as nothing but a poor copy of the elegant and refined Greek art, and the Etruscans as barbarous people, a second-rate civilisation unable to develop an individual artistic language.[footnoteRef:9] A century later, the German historian Theodor Mommsen, for his part, had made a series of critical assertions about the Etruscans and their degenerated and obscene way of life in his Römische Geschichte (1861). In 1889, the French archaeologist Jules Martha wrote in his L’art étrusque: ‘[Etruria] feverishly copies from the right and from the left, it has no time to train its hand or to develop a method. In this fever of imitation, it merely develops a certain technical skill, industry predominates art and originality is smothered’[footnoteRef:10]. The discovery and exhibition of the Apollo of Veii showcased what could now be considered a specific, autonomous, and hitherto unknown Etruscan artistic language. [8:  Massimo Pallottino, Etruscologia (Milan: Hoepli, 1963), p. 12; Maurizio Harari, ‘Grèce ou non Grèce au Portonaccio’, in La construction de l’étruscologie au début du XXe siècle, Marie-Laurence Haack and Martin Miller (eds), p. 29. ]  [9:  Lucy Shipley, The Etruscans: Lost Civilizations (London: Reaktion Books, 2017), pp. 69-70. ]  [10:  ‘[L’Étrurie] copie à droite, elle copie à gauche, n’a pas le temps de se former la main, de se faire une méthode. Dans cette fièvre d’imitation elle ne gagne qu’une certaine habilité technique; l’industrie prime l’art et l’originalité est étouffée’. Jules Martha, L’art étrusque (Paris: Firmin-Didot, 1889), p. 615.] 

Furthermore, this archaeological discovery happened in a crucial phase in the development of European art,[footnoteRef:11] marked by the turmoil of avant-gardes of all sorts, who were restlessly on the lookout for new forms of primitivism. Several sculptors and painters of the period turned towards the Etruscan terra cotta – an earthly and domestic material – while searching for unexplored, anti-classical and, so to speak, more ‘autochthone’ forms of primitivism. Massimo Campigli, Mario Sironi, Arturo Martini, Marino Marini and Alberto Giacometti are just a few of the artists who studied Etruscan artefacts at the Museo Etrusco di Villa Giulia and selected them as primitive, chthonian and anti-classical models for their own sculptures.[footnoteRef:12]  [11:  See Maurizio Harari, ‘Grèce ou non Grèce au Portonaccio’, in La construction de l’étruscologie au début du XXe siècle, Marie-Laurence Haack and Martin Miller (eds); Mauro Pratesi, ‘Scultura italiana verso gli anni Trenta e contemporanea rivalutazione dell’arte etrusca’, in Bollettino d’arte, 28 (1984), pp. 91-106; Giuseppe Pucci, ‘La sculpture étrusque dans les années vingt et trente: entre esthétique et idéologie’, in Les Etrusques au temps du fascisme et du nazisme, Marie-Laurence Haack and Martin Miller (eds), pp. 241-250. ]  [12:  Andrea Avalli, ‘La questione etrusca nell’Italia fascista’ (PhD dissertation, Università degli Studi di Genova, Université de Picardie Jules Vernes, 2020), pp. 49-58. ] 

After the first display of the restored Apollo of Veii, in 1919, pictures and photographs of the statue could be found in periodicals and specialised journals across Europe.[footnoteRef:13] The descriptions and graphic representations of the Etruscan statue sparked the imagination of several artists and writers, who, through their works, started to select, mediate, and transform into literary topoi a set of very specific iconographic and material features of the statue. The English writer, translator and poet Edward Storer, author of an essay entitled ‘The Apollo of Veii’ published in the literary magazine Broom: An International Magazine of the Arts (June 1922), summarises this process of fascination and growing interest for the Etruscan statue well: [13:  Giovanna Bagnasco Gianni convincingly argues that the Apollo of Veii might have also inspired one of Helen Nutting’s xylographies in the Etruscan issue of the illustrated periodical Atys. Foglio d’arte e di letteratura internazionale, managing editor Edward Storer and published in December 1918. In 1918, the Apollo of Veii had not yet been restored, the upper part of the Apollo’s bust, however, was intact and the statue’s various fragments had already been exposed at Villa Giulia. It is therefore possible that the very first reproduction of the Apollo of Veii is the one included in Atys. See Giovanna Bagnasco Gianni, ‘Atys, l’etrusco’, in L' uomo nero. Materiali per una storia delle arti della modernità, vol. 6: ‘L’etrusco’ (Milan: CUEM, 2019), pp. 27-29.] 


On the 19th May 1916, in the middle of the great war, a new Apollo was brought to light by the excavators of the Italian government at Veio, the ancient Veii of the Etruscans. Although the professor superintending the work knew that his discovery was of prime importance, not only archaeologically but also artistically, the discovery remained the secret of a few persons until 1920. Then the director of the Etruscan Museum in Rome gave photographs and particulars to the Italian press, and the new Apollo caused a momentary flutter of excitement among those interested in antique art.[footnoteRef:14]  [14:  Edward Storer, ‘The Apollo of Veii’, Broom: An International Magazine of the Arts, 3 (1922), p. 238.] 


This passage is eloquent not only because Storer identifies the discovery of the Apollo as a crucial moment in art history, but also because the author mentions that pictures and descriptions of the Apollo of Veii started to circulate through the press and illustrated periodicals. 
The archaeologist who unearthed the statue, Giulio Quirino Giglioli, initiated this process of dissemination. In 1919, after his demobilisation as a soldier, Giglioli restored the Apollo and published the official account of its finding during the Portonaccio campaign in the scientific journal Notizie degli scavi di antichità[footnoteRef:15] under the title ‘Statue fittili di età arcaica’. As the title anticipates, the article is highly detailed and includes several pictures of the Apollo taken by Giglioli himself on 19 May 1916, that is, on the very same day the statue was unearthed. Right from its incipit, the publication explicitly addresses ‘the scientific world’[footnoteRef:16], and its scientific nature is confirmed by the predominant technicity of the language, the presence of a rich bibliography, the schematic structure through bullet points, and the presence of precise data like the measurements of the statue. The passage relating the discovery of the Apollo reads like an impersonal account, as it is predominantly written in the passive form, thus conveying a feeling of scientific objectivity and reinforcing the idea of an analytical approach: ‘in a large trench parallel to the course of the hill [...] the sculptures that are the subject of this report were discovered’[footnoteRef:17] or ‘The statues [...] removed [...] with all due care from the ground, were shortly afterwards taken to the Museo Nazionale di Villa Giulia and then purchased by the State together with all the remaining excavated material.’[footnoteRef:18] [15:  Giulio Quirino Giglioli, ‘Statue fittili di età arcaica’, Notizie degli scavi di antichità, vol. 16 (Rome: Tipografia della Reale Accademia dei Lincei, 1919).]  [16:  ‘[I]l mondo scientifico’. Ibid., p. 16.]  [17:  ‘[I]n una grande trincea parallela all’andamento della collina […] furono scoperte le sculture oggetto di questa relazione’. Ibid., p. 15.]  [18:  ‘Le statue […] levate […] con ogni riguardo dalla terra, furono poco dopo portate al Museo Nazionale di Villa Giulia e poi acquistate dallo Stato insieme con tutto il rimanete materiale scavato’. Ibid.] 

In February 1920, the monthly periodical of graphic arts Emporium printed another account[footnoteRef:19] by Giglioli, with different pictures and a graphic reconstruction of the whole statuary group found at Veii. As it is evident from the title, ‘Veio, la città morta’, the article adopts a completely different perspective, and the discursive register radically changes as well. More literary and less scientific in the vocabulary, ‘Veio, la città morta’ is clearly not addressed to a readership of experts or archaeologists. Giglioli employs a more informal style that involves and engages the reader through direct addresses (‘It would take too long to elaborate on the various locations explored.’[footnoteRef:20] or ‘Let us look at these two antefixes’[footnoteRef:21]) and a first-person narrative, especially to describe the discovery of the statues (‘They were in pieces [...] This is how I photographed them on 19th May 1916 a few hours after the discovery’[footnoteRef:22]). Moreover, in ‘Veio, la città morta’ Giglioli omits the schematic structure with bullet points, the bibliographical references and the precise measurements and descriptions of the statues he included in his previous article. [19:  Giulio Quirino Giglioli, ‘Veio, la città morta’, Emporium, vo. 302. (Bergamo: Istituto Italiano di Arti Grafiche, February 1920).]  [20:  ‘Sarebbe troppo lungo intrattenerci sulle varie localitè esplorate’. Ibid., p. 62.]  [21:  ‘Osserviamo queste due antefisse’. Ibid., p. 63.]  [22:  ‘Erano a pezzi […] Così le fotografai il 19 maggio 1916 poche ore dopo la scoperta’. Ibid., p. 64.] 

The article, whose title is a clear reference to Gabriele D’Annunzio’s archaeological tragedy La città morta[footnoteRef:23] (1896), opens with a romantic and decadent vision of Veii as a city in ruins awakening in the visitor a strong sense of the transience and fragility of the human condition and civilisation: ‘Few places give such a sense of the transience of human affairs as that where Veii once stood’.[footnoteRef:24] Despite the apparent emptiness and desolation of the site, Giglioli informs the reader that ‘important ruins sleep in that desert, buried under the bush or the green meadow’.[footnoteRef:25] The metaphor of sleep to describe the statue’s location in the underground and that of deliverance to relate the process of upheaval – the statues are in fact ‘freed from the ground’[footnoteRef:26] – clearly hint at archaeology’s power of upheaval and resurrection to increase the pathos of Giglioli’s discovery. While recontextualising in a more literary discourse some dynamics of excavation – most notably the process of unearthing – Giglioli’s choice of terms and images clearly ties in with the archaeological metaphors that will affect a whole generation of poets and writers in the modernist period.  [23:  Gabriele D’Annunzio’s tragedy La città morta (1989) is one of the few tragedies of the fin-de-siècle period where archaeology and the practice of excavation are not only thematised but also selected as structural elements of the play. See Maurizio Harari, ‘La favola risorge dal suolo: Gabriele D’Annunzio e l’archeologia immaginata’, in Rêver l’archéologie au XIXe siècle: de la science à l’imaginaire, Éric Perrin-Saminadayar (ed.) (Saint-Etienne: Publications de l’Université de Saint-Etienne, 2001), pp. 177-199.]  [24:  ‘Poche località danno tanta sensazione della caducità delle cose umane quanto quella dove un giorno sorgeva Veio’. Giulio Quirino Giglioli, ‘Veio, la città morta’, p. 59.]  [25:  ‘[I]mportanti rovine dormono in quel deserto, sepolte sotto la boscaglia o il verde prato’. Ibid., p. 60.]  [26:  ‘[L]iberate dalla terra’. Ibid., p. 64.] 

The description of the Apollo is also affected by the different discursive register adopted in ‘Veio, la città morta’. In Notizie, the description of the deity is precise and neutral, almost clinical in its short sentences: ‘nine long black curls fall to his shoulders. He wears a rather short chiton that ends above the knees [...] Apollo looks forward, downwards, his mouth set in a serene impassivity’;[footnoteRef:27] in ‘Veio, la città morta’, instead, the language is almost poetical: the nine curls merge into ‘long […] hair’, Apollo is ‘clothed in a chiton and a cloak that envelops him completely’, its gaze is an ‘intense […] a pensive gaze’ and the body is ‘full of youthful robustness and boldness’.[footnoteRef:28] Giglioli clearly drops the precision and the technical vocabulary of his official account in favour of a more evocative and figurative language that allows him to convey a more holistic and dynamic picture of the Etruscan Apollo. The precise details are no longer analysed individually, on the contrary, just like in the case of the nine curls, they merge into a homogeneous and full-scale vision. The statue is no longer perceived as an archaeological artefact made up of different parts, but as a harmonious whole. Changing the discursive register, Giglioli thus infuses new life into the statue, which seems to come alive and actually walk out of the page: ‘Above all, the movement is admirable: the statue truly walks: looking at it from behind, we see it moving swiftly with great strides, while the robe flutters backwards, with extraordinary boldness […]’.[footnoteRef:29] These examples clearly illustrate how, switching from ‘une scène d’énonciation liée à la science’ [a scientific enunciative scene] to ‘une scène d’énonciation esthético-littériare’ [an aesthetico-literary enunciative scene],[footnoteRef:30] Giglioli transforms the archaeological artefact into a living and dynamic creature. The resurrection is no longer an archaeological operation associated with a set of scientific and discursive procedures but it is a symbolical event packed with a wide range of meanings and performed through the specific discursive strategies applied in Giglioli’s text.  [27:  ‘[N]ove lunghi boccoli neri gli scendono sulle spalle. Veste un chitone piuttosto corto che termina sopra le ginocchia […] Apollo guarda in avanti, in basso, atteggiando la bocca a una serena impassibilità’. Giulio Quirino Giglioli, ‘Statue fittili di età arcaica’, p. 16.]  [28:  ‘[L]unghe […] chiome’; ‘vestito d’un chitone e d’un mantello che tutto l’avvolge’; ‘intento […] sguardo pensoso’; ‘pieno di giovane robustezza e di baldanza’. Giulio Quirino Giglioli, ‘Veio, la città morta’, p. 64. ]  [29:  ‘[S]oprattutto ammirevole è il moto: la statua veramente cammina: nella veduta posteriore noi lo vediamo procedere veloce a grandi passi, mentre la veste svolazza indietro, con ardimento straordinario […]’. Ibid., p. 64. ]  [30:  Dominique Maingueneau, ‘La scène d’énonciation’, in Analyser les textes de communication, Dominique Maingueneau (ed.) (Paris: Armand Colin, 2016), pp. 83-90.] 

It did not take long before other periodicals reproduced not only Giglioli’s pictures but also his descriptions of the Apollo of Veii. The most striking cases can be found in France. In 1920 the January issue of La Revue de l’art ancien et moderne, founded in 1897 by Jules Comte, a six-page dossier is dedicated to ‘L’Apollon archaïque de Véies’. The author, the Belgian philologist, historian, archaeologist and epigraphist Franz Cumont,[footnoteRef:31] emphasises the importance of the discovery claiming that:  [31:  Franz Cumont and Giulio Quirino Giglioli had an epistolary relationship and exchanged articles on and photographs of the Apollo of Veii. In a letter from March 1920, Giglioli sent ‘new photographs’ to Cumont, different from those included in Notizie and that would soon be published in Emporium. I thank Danny Praet (Ghent University) for bringing this letter to my attention. The letter is preserved at the Academia Belgica in Rome. ] 


[…] no discovery of the past equals in importance the one made in 1916, during the excavations assiduously pursued by the Directorate of Fine Arts despite the difficulties of the war: these excavations brought to light the fragments of a life-size terracotta group, which is a masterpiece of Etruscan art.[footnoteRef:32]  [32:  ‘[…] aucune découverte du passé n’égale en importance celle qui fut faite en 1916, au cours de fouilles poursuivies assidûment par la Direction des Beaux-Arts malgré les difficultés de la guerre: ces recherches ont mis au jour les fragments d’un groupe de terre cuite, grandeur nature, qui est un chef-d’œuvre de l’art étrusque.’ Franz Cumont, ‘L’Apollon archaïque de Véies’, La Revue de l’art ancien et moderne, 37 (January 1920), p. 257. ] 


Cumont’s words hint at how the discoveries in Portonaccio affected the perception of Etruscan art, in fact the word ‘chef-d’oeuvre’ had hardly ever been used before to describe an Etruscan artefact. As far as the description of the statue is concerned, Cumont almost literally translates into French the official Italian description provided by Giglioli in his Notizie degli scavi di antichità. Interestingly, both texts emphasise a specific aspect of the Apollo, that is the idea of movement that the statue embodies. In Notizie, Giglioli describes the god’s posture: 

The god, […] bending his person forward, leans strongly on his right foot, brought forward, and raises his left foot slightly to take the step, while his muscles are tensed in the effort. In the swift move the wind compresses the dress, which is clinging to the figure, making its sex appear as well, while the lower flap flutters noticeably backwards.[footnoteRef:33] [33:  ‘Il dio […] chinata la persona in avanti, pianta fortemente sul piede destro, portato innanzi e solleva un poco il sinistro per compiere il passo, mentre i muscoli sono tesi nello sforzo. Nella mossa veloce il vento comprime il vestito, che è aderente alla figura, facendone apparire anche il sesso, mentre il lembo inferiore svolazza sensibilmente indietro’. Giulio Quirino Giglioli, ‘Statue fittili di età arcaica’, p. 16.] 


In La Revue, Cumont describes how ‘The reproduction shows the powerful vigour of his modelling and the movement that animates him’; ‘The young god strides towards his opponent with both feet planted flat on the ground’; ‘The quick step presses the garment against the body to the extent that the sex protrudes’ and ‘The vigour of the execution, the nervous and powerful musculature – look at the feet and the legs – distinguish our Apollo’.[footnoteRef:34]  [34:  ‘La reproduction fait apparaître la vigueur puissante de son modelé et le mouvement qui l’anime’; ‘Le dieu, juvénile, s’avance d’un pas assuré vers son adversaire, les deux pieds nus posés à plat sur le sol’; ‘La marche rapide plaque le vêtement contre le corps au point de faire saillir le sexe’; ‘La vigueur de l’exécution, la musculature nerveuse et puissante, – qu’on observe les pieds et les jambes – distinguent notre Apollon’. Franz Cumont, ‘L’Apollon archaïque de Véies’, pp. 259-260.] 

Giglioli’s and Cumont’s texts clearly illustrate how different discursive registers and intertextual references affected the representation and, above all, the understanding of the Apollo of Veii. Despite the different discourses implemented in the three articles, it is already possible to single out one connotation that will soon become a recurrent topos associated with the Apollo: that of movement and dynamism. 
One Step Forward
In the wake of Giglioli, it is worth noticing that in 1920 the archaeologist Carlo Anti published in Bollettino d’arte an illustrated piece entitled ‘L’Apollo che cammina’ – with a clear reference to Rodin’s ‘L’homme qui marche’[footnoteRef:35] – in which the Italian scholar claims that ‘The characteristic that makes Apollo a masterpiece, full of mighty vigour and everlasting youthfulness, so that its vision subjugates us and almost inspires awe, is in the construction of the figure, which truly moves, walks, advances, superhuman’.[footnoteRef:36] The emphasis on the idea of movement bestowed upon the Etruscan Apollo by leading archaeologists of the period did not pass unnoticed, especially among poets and artists of the period who started to look at the walking Apollo as the embodiment of modernity, especially in terms of movement and dynamism.  [35:  Andrea Avalli, ‘La questione etrusca nell’Italia fascista’, p. 33.]  [36:  ‘La caratteristica che fa dell’Apollo un capolavoro, pieno di possente gagliardia e di perenne giovinezza, per cui la sua visione ci soggioga e quasi incute timore, è nella costruzione della figura, che veramente si muove, cammina, avanza, sovrumana’. Carlo Anti, ‘L'Apollo che cammina’, Bollettino d'Arte, 5-8 (1920), p. 74.] 

In the aforementioned essay ‘The Apollo of Veii’, Edward Storer highlights all the iconographic features of the Apollo that Giglioli and Cumont had already stressed. The first element is the idea of movement embodied by the statue: ‘The pose of the advancing figure, the tremendous force of the head and face’, but, above all, the mysterious expression of the god, with its cruel and inaccessible smile: ‘the curious malignity in the mask-like countenance’, and the general ‘expression of the face’, where there is ‘something sinister and cruel, dark and hermetic’.[footnoteRef:37] According to Storer, these specifically Etruscan features are evidence of an individual and mature artistic language which adds something fresh and mysterious to the traditional conception of Apollo. Storer’s essay ‘The Apollo of Veii’ stresses yet another crucial point in terms of dissemination and appropriation of archaeological knowledge: ‘the archaeological details do not concern us here so much as the artistic interest of the life-size god’.[footnoteRef:38] Through this declaration of poetics, Storer explicitly outlines the perspective he intends to adopt towards Etruscan material culture. Storer is not looking at the Apollo of Veii as an archaeologist or as a philologist, he is not interested in the statue as such but rather in what the statue evokes, in what it may represent.  [37:  Ibid., p. 239. ]  [38:  Ibid.] 

Storer’s text is crucial as not only does it represent the archaeological object through an accurate, panoramic, and encyclopedic description, on the contrary, it also participates in a process of selection and singularisation of a set of iconographic elements of the Apollo. Thus, the statue is pointed out not only as the quintessential Etruscan artefact, but also as the carrier of new meanings and unedited tales linked with its mysterious smile and cruel expression. Borrowing Krzysztof Pomian’s notion, under Storer’s pen, the Apollo of Veii becomes a ‘semiophore’,[footnoteRef:39] that is, a material object which has been torn from any circuit of practical use, but which is enriched with new meanings and understandings precisely through its public exhibition. Through the process of discursive selection and singularisation accomplished by Storer’s aesthetic gaze, the archaeological object undergoes a process of transformation that challenges its historical identity as an object of religious worship and turns it into an uncanny and mysterious correlative of the modern condition.  [39:  See Marta Caraion, Comment la littérature pense les objets, p. 102.] 

Storer’s ideas are taken to the ultimate consequences in the poem ‘The Apollo of Veii’[footnoteRef:40] by the American poet Carleton Beals. The poem appeared in Broom: An International Magazine of the Art in March 1923, that is, nine months after Storer’s essay. The poem is a full-scale vision of the statue, whose resurrection before the reader’s eyes is marked by the obsessive repetition of the adverb ‘forward’ associated with the various body parts of the statue. Beals’ vision of the Apollo of Veii – half statue and half machine – goes from the bottom to the top, starting from the advancing foot, and its steel muscles, moving up to the cruel facial expression. Although the poem focusses on the idea of movement conveyed by the statue – an idea reinforced by the poem’s own rhythm – Beals follows in Storer’s footsteps while describing the malignity of the smile: ‘Lewd malignancy of cheek-drawn lips’ and the reddish colour of the terracotta: ‘Hips holding that tawny torso’. Under Beals’ pen we can clearly see how the Apollo of Veii starts to be perceived not only as the deity fighting against Hercules – as in the original statuary group – but also, and mainly, as a symbol of speed, action, and movement. Apollo’s step is perceived as a further step towards a new modern world.[footnoteRef:41] [40:  Carleton Beals, ‘The Apollo of Veii’, in Broom: An International Magazine of the Art, 4 (March 1923), p. 265.]  [41:  Among other examples, this is also evident in the manifestos for the ‘V Triennale di Milan’ (1933), where the Apollo of Veii is elected as a symbol of modern architecture and technical advancement. On the usage of the Apollo of Veii in various manifestos see Andrea Avalli, ‘La questione etrusca nell’Italia fascista’, pp. 36-37.] 

Fresh meanings and new understandings thus start to deposit onto the statue. Not only does the Apollo embody the quintessential modern features of movement, dynamism, and speed, but with his cruel and hermetic facial expression, it also comes to express the widespread uncertainties and existential anxieties of post-war Europe. As convincingly argued by Mauro Pratesi, with its earthly colour and the humble use of terracotta, ‘Etruscan art implicitly represents, compared to ideal Greek beauty, a more uncertain attitude towards life’.[footnoteRef:42] [42:  ‘[L]’arte etrusca implicitamente rappresenta, rispetto alla bellezza ideale greca, un atteggiamento più incerto di fronte alla vita’. Mauro Pratesi, ‘Scultura italiana verso gli anni Trenta e contemporanea rivalutazione dell’arte etrusca’, p. 103.] 

Within the Walls of Villa Giulia
This is particularly evident in the fifth chapter of Aldous Huxley’s short story After the Fireworks,[footnoteRef:43] first published in 1930 as part of Brief Candles, Huxley’s fifth collection of short stories. The scene takes place at the Museo Etrusco di Villa Giulia, right in front of the Apollo (Fig. 2.1), where the famous novelist Miles Fanning presents and describes the statue to a beautiful young American, Pamela Tarn, who is a fervent admirer of Miles’ work but who knows nothing about the Etruscans and their culture.  [43:  Aldous Huxley, After the Fireworks: Three Novellas (London: Harper Collins Publishers, 2016). All the following quotes are taken from the e-book edition.] 
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Descrizione generata automaticamente]
The Apollo of Veii is introduced through a descriptive sequence, provided by the third-person narrator: ‘The God stood there on his pedestal’ – hence accessible to the visitors’ gazes – ‘one foot advanced, erect in his draperies. He had lost his arms, but the head was intact and the strange Etruscan face was smiling, enigmatically smiling’. Just like Storer and Beals, Huxley emphasises the posture, the advancing foot and the mysterious smile as the most striking elements of the statue. Huxley, however, goes beyond the mere description of the parts. Archaeological notions are in fact grafted in the text through a dialogical sequence where the knowledgeable Miles provides – not without irony – a panoramic and encyclopedic description of the statue to both the naïve Pamela and the reader. Miles explains that the statue was created in the late sixth century BC, most likely by the artist Vulca, and that it is made of terracotta in its original colour. 
It is however after this first exchange between the two characters that a new understanding of the Etruscan Apollo emerges from the text, adopting the statue as a key to understand the war and the postwar condition. This is quite evident when Miles evokes the moment when he first saw the Apollo of Veii: ‘I shall never forget when I came back to Rome for the first time after the War and found this marvellous creature standing here. They only dug him up in ‘sixteen, you see. So there it was, a brand new experience, a new and apocalyptic voice out of the past’. Almost ironically, the silent Etruscans, ‘the voiceless Others’,[footnoteRef:44] are the ones capable, through the ‘apocalyptic voice’ of their material culture, to give expression to the unspeakable: the absurdity of the Great War and the traumatic postwar condition. As Miles points out, the statue draws its meaning precisely from the historical moment in which the discovery occurred: [44:  Rachel Blau DuPlessis, The Pink Guitar: Writing as Feminist Practice, Charles Bernstein and Hank Lazer (eds) (Tuscaloosa, AL: University of Alabama Press, 2006), p. 3.] 


And then the circumstances gave him a special point. It was just after the War that I first saw him—just after the apotheosis and the logical conclusion of all the things Apollo didn’t stand for. You can imagine how marvellously new he seemed by contrast. After that horrible enormity, he was a lovely symbol of the small, the local, the kindly. After all that extravagance of beastliness – yes, and all that extravagance of heroism and self-sacrifice – he seemed so beautifully sane.

Huxley’s choice of the Etruscans as a counterpoint to the absurdity of the war is no coincidence. For Miles the Apollo of Veii becomes the metonymy of the pre-war condition, of that feeling of wholeness, stability and security which precedes the sense of fragmentation and confusion brought about by the war. In the wake of Nietzsche, Miles is claiming the fragmentation of reality, and the fragmentation of the subject, who is no longer perceived as capable of making sense of the world around him. This is evident when Miles claims the impossibility of putting into written words – an operation that requires a certain degree of synthesis – the effect that the Apollo had on him after the war: ‘“Some day I shall try to get it on to paper, all that this God has taught me.” […] “Some day,” he repeated. “But it’s not ripe yet. You can’t write a thing before it’s ripe, before it wants to be written. But you can talk about it, you can take your mind for walks all round it and through it”’. Finally, in a final effort to voice out how he feels, ‘stretching out a hand, [Miles] touched a fold of the God’s sculptured garment, as though he were trying to establish a more intimate, more real connection with the beauty before him’.
Miles’s use of the ancient Etruscan statue to talk about the post-war condition is even clearer in the passage where Miles affirms that the Etruscans are better suited than the Greeks to describe the absurdity of the world for the simple reason that they could actually see it: ‘The Greeks didn’t see that divine absurdity as clearly as the Etruscans’. While the Greeks found themselves inside that absurdity, the Etruscans were outside of it. According to Miles, the Etruscans lived in fact before the ‘the great split – the great split that broke life into spirit and matter, heroics and diabolics, virtue and sin and all the other accursed antitheses’. They lived in an enchanted world, where men looked like god and gods were in all things human, and it is precisely this pre-historical condition that made them ‘whole’ and ‘complete’, a wholeness and completeness that cannot be recovered after the tragedy of the war. The Apollo of Veii stands there, in front of Miles, as a witness of a different and bygone way of being in the world. Diametrically opposed to modern life, dominated by ‘the tragic sense’, the Etruscan way of life embodied by the Apollo was one of full ‘acceptance’.[footnoteRef:45] In describing the Apollo, Miles seems to revitalise the sacred function of the smiling deity, declaring himself not only a worshipper but also a ‘self-appointed priest’ of this ‘other’ Apollo, dramatically different from the Apollo of Delphi: [45:  In the wake of D. H. Lawrence’s theories about the Etruscan civilisation, Huxley had already used the reference to the Etruscans to criticise the modern condition in his novel Point Counter Point (1928). In the novel, the character Rampion claims in fact that ‘those naked sunburnt Etruscans in the sepulchral wall-paintings [...] they knew how to live harmoniously and completely, with their whole being’, while this is no longer possible for him and the other characters. Aldous Huxley, Point Counter Point, vol. 1, (Leipzig: Albatross, 1937), p. 136.] 


How poetical and appropriate, […] that the God should have risen from the grave exactly when he did, in 1916! Rising up in the midst of the insanity, like a beautiful, smiling reproach from another world. It was dramatic. At least I felt it so, when I saw him for the first time just after the War. The resurrection of Apollo, the Etruscan Apollo. I’ve been his worshipper and self-appointed priest ever since.

Willing to reach the all-encompassing acceptance of the Apollo – hence the worship attitude – Miles is however forced to come to terms with the frustrating fact that he simply cannot: ‘You can’t. Not nowadays. Acceptance is impossible in a split world like ours. You’ve got to recoil. In the circumstances it’s right and proper. But absolutely it’s wrong. If only one could accept as this God accepts, smiling like that…’.
In this chapter, Huxley realises not only a selection of the Apollo of Veii as the perfect metonymy for Etruscan antiquity, but he also includes the archaeological object in a new discourse – a literary one – that allows him to express in words something that is far from being digested and ready to be represented: the trauma of the Great War. The Apollo of Veii, in its wretched, mysterious and silent nature, thus becomes the perfect correlate of the difficulties to understand, reflect on and talk about the postwar condition and the memory of the absurd catastrophe of the war.
Modern Etruscans 
In the 1930s, while Huxley turns to the Apollo of Veii searching for the ideal correlate of the modern condition, the Italian writer and journalist Curzio Malaparte articulates in his prose writings a vision of rural Tuscany in which modern Tuscans are depicted as the direct heirs of the ancient Etruscans, and the Apollo of Veii as their own Tuscan god: 

Those who, travelling through Tuscany, and I mean classical Tuscany, let their eyes wander over the valleys, the hills, the fields, the trees, the serene gulfs of the horizon, naturally wonder if the Tuscans ever had a god of their own, a god that was all Tuscan from head to toe, and what was his name, his face, his nature, what were the personal attributes of his divinity.[footnoteRef:46]  [46:  ‘A chi, viaggiando per la Toscana, e intendo la Toscana classica, lascia scorrere l’occhio sulle valli, sui poggi, i campi, gli alberi, i golfi sereni dell’orizzonte, vien naturale di domandarsi se i Toscani abbiano mai avuto un dio proprio, un dio tutto toscano dalla testa ai piedi, e quale fosse il suo nome, il suo viso, la sua natura, quali gli attributi personali della sua divinità’. Curzio Malaparte, ‘Apollo Toscano’, in Corriere della sera, 31 March 1936. All the quotes that follow refer to this article. ] 


This is the question Malaparte puts forward in an elzeviro published in the Milanese paper Corriere della sera under the title ‘Apollo Toscano’. In this article Malaparte identifies the Etruscan deity, ‘the so-called Apollo of Veii, which for twenty years has walked ironically and menacingly through the halls of the Villa Giulia Museum[footnoteRef:47]’ as the mythical ancestor of the modern Tuscans: ‘If it is true that the Tuscans are sons of the Etruscans, the father of the Tuscans is this Apollo of Veii’.[footnoteRef:48] [47:  ‘[I]l così detto Apollo di Veio, che da venti anni cammina ironico e minaccioso nell’uggia del Museo di Villa Giulia’. Ibid.]  [48:  ‘Se è vero che i Toscani son figliuoli degli Etruschi, il padre dei Toscani è questo Apollo di Veio’. Ibid.] 

In his prosa d’arte, as well as in other writings on the Tuscans and their character (later collected in the volume Maledetti toscani, 1956) – Malaparte uses archaeological data  (most notably the statue of the Apollo)  to retrace a genealogy that, beginning from the ancient Etruscans, passes through the Renaissance and stretches all the way to post-war Tuscany in the 1950s. The genealogical operation undertaken by Malaparte results in the identification of Etruscan culture as the source of a trans-historical genius loci whose final offspring can be recognised in Malaparte’s own writing.[footnoteRef:49] It is through the principle of analogy that the writer tailors such lineage, thus succeeding in neutralising the temporal distance that exists between the Etruscans and himself.[footnoteRef:50] The analogy established by Malaparte relies on Etruscan material culture and, in particular, on the Apollo of Veii and its most salient iconographic features, which Malaparte recognises as the quintessential Tuscan traits. To establish this trans-historical analogy based on material culture, Malaparte refers to those iconographic elements that had already sparked the imagination of Storer, Beals and Huxley, namely, the advancing foot and, above all, the ‘uncanny look’, the ‘secretive smile’, which is an ‘untrustworthy smile’, imbued with ‘irony’, ‘sarcasm’ and ‘invective’.[footnoteRef:51] A smile that, inter alia, is the most distinctive trait of the modern inhabitants of ancient Etruria: ‘And they all have that strange smile, that kind of cruel grin that the Apollo of Veii has, the Etruscan Apollo’.[footnoteRef:52] The Apollo of Veii becomes for Malaparte a benchmark, a standard by which the Tuscan spirit can possibly be not only recognised but also measured.  [49:  This process has been thoroughly explored in Martina Piperno, L’antichità “crudele”. Etruschi e Italici nella letteratura italiana del Novecento (Rome: Carocci, 2020), p. 69.]  [50:  Through the process described by David Martens, ‘L’hier et l'aujourd’hui dans le portrait de pays. Neutralisations de l’historicité’, in Portraits de pays illustré: un genre photolittéraire, Anne Reverseau (ed.) (Paris: Minard, 2017). ]  [51:  ‘[S]guardo inquietante’, ‘sorriso segreto’, ‘sorriso da non fidarsene’, ‘ironia’, ‘sarcasmo’, ‘invettiva’. Curzio Malaparte, ‘Apollo Toscano’.]  [52:  ‘E tutti hanno quel sorriso strano, quella specie di ghigno crudele che ha l’Apollo di Veio, l’Apollo etrusco’. Curzio Malaparte, Benedetti Italiani, (Florence: Vallecchi, 1961), p. 138.] 

In describing the Apollo of Veii’s mysterious smile as a quintessential symbol of irony, Malaparte refers to a widespread cultural tradition according to which irony is the most distinctive trait of true Tuscans. In his Maledetti toscani, for example, he asserts that ‘There was something inside the eyes of the [Tuscan] people that was not in the eyes of other Italians: an irony, a contempt, a mocking cruelty’.[footnoteRef:53] The Apollo, according to Malaparte, is therefore not only the ancestor of the Tuscans, but also the primeval emblem of their ironic attitude, as is evident from his definition of Apollo as ‘The father of irony, of measure, of the concrete and subtle intelligence of the Tuscans’.[footnoteRef:54] Through the characterisation of the archaic smile as an ironic smile, Malaparte bestows yet another symbolic meaning on the Etruscan statue, which thus becomes the embodiment of the Tuscan character. Just like in Huxley’s text, the Apollo of Veii, through its materiality, becomes the tangible representation of an abstract concept, that is, the Tuscan spirit and all the weight of its trans-historical nature. [53:  ‘Dentro gli occhi della gente [toscana] c’era qualcosa che non c'era negli occhi degli altri italiani: un’ironia, un disprezzo, una crudeltà beffarda’. Curzio Malaparte, Maledetti toscani, (Milan: Adelphi, 2017), p. 117.]  [54:  ‘Il padre dell’ironia, della misura, della concreta e sottile intelligenza dei Toscani’. Curzio Malaparte, ‘Apollo Toscano’.] 

The idea of a trans-historical Tuscan spirit passing through material culture is also developed by Malaparte in another article[footnoteRef:55] initially released in the Corriere della sera (12th October 1937) and thereafter further developed and published in Prospettive,[footnoteRef:56] the periodical created and edited by Malaparte himself, under the title ‘Il surrealismo e l’Italia’. The whole article revolves around the opposition between French surrealism and what Malaparte identifies as Italian surrealism.[footnoteRef:57] While French surrealism is described as a ‘trend’, an ‘attitude’, ‘a new tag on an old thing’[footnoteRef:58] – hence as something artificial – Italian surrealism, for its part, is depicted as something instinctive, intuitive and imaginative: ‘a living, natural element of our artistic genius’.[footnoteRef:59] In this article, Malaparte indicates that Etruscan art is the very first example of surrealist art, thus claiming that the French movement – criticised for its style, techniques and intellectualistic attitude – has much older roots, and that these roots are to be found in Tuscany, where surrealism ‘is connatural with the climate, with the character of the inhabitants, with the landscape itself ’.[footnoteRef:60] Malaparte goes so far as to claim that ‘the whole of Italian civilisation, from the Etruscans onwards is surrealist’, that ‘even the Italian landscape is typically surrealist’ and that ‘Since the Apollo of Veii, nothing has been created, truly great and authentic in Italy, that was not surrealist’.[footnoteRef:61] [55:  Curzio Malaparte, ‘Il Surrealismo e l’Italia’, in Corriere della sera, 12 October 1937.]  [56:  Curzio Malaparte, ‘Il Surrealismo e l’Italia’, in Prospettive, 15 January 1940.]  [57:  On Malaparte and Surrealism see Maria Pia De Paulis, ‘Malaparte et la littérature: de la théorie à la praxis’, in Cahier de l'Herne Malaparte, Maria Pia De Paulis (ed.) (Paris: Éditions des Cahiers de l’Herne, 2018), pp. 235-240.]  [58:  ‘[M]oda’, ‘atteggiamento’, ‘un’etichetta nuova a cosa antica’. Curzio Malaparte, ‘Il Surrealismo e l’Italia’, p. 3. ]  [59:  ‘ [È] un elemento vivo, naturale, proprio del nostro genio artistico’. Curzio Malaparte, ‘Il Surrealismo e l’Italia’.]  [60:  ‘[È] connaturato col clima, col carattere degli abitanti, con lo stesso paesaggio’. Ibid.]  [61:  ‘Tutta la civiltà italiana, dagli Etruschi in poi è surrealista’; ‘Perfino il paesaggio italiano è tipicamente surrealista’; ‘Dall’Apollo di Veio in poi, nulla è stato creato, di veramente grande e autentico in Italia, che non fosse surrealista’. Ibid.] 

In this issue of Prospettive, Malaparte explicitly responds to Breton’s Manifeste du Surréalisme (1924) when he claims that the French origin of the word ‘surréalisme’, coined by Gérard de Nerval and first used by Apollinaire, is misleading as it does not account for the Greek and Italian roots of the surrealist aesthetic. While the French word is simply an ‘a new tag’, Surrealism is ‘an ancient thing’, even ‘extremely ancient’.[footnoteRef:62] After all, Breton himself had called Dante one of the first surrealists. Referring to Alberto Savinio’s geometry of the classical and romantic souls in ancient times,[footnoteRef:63] Malaparte claims that Italian surrealism is characterised by ‘a romantic soul’ allowing for the creation of an art ‘not intended to marvel, but to create reality anew, to invent it, to interpret it magically, as opposed to logic and its objective realism’.[footnoteRef:64] While French surrealism seeks shelter ‘in the oneiric freedoms and irresponsibilities’ and ‘in the Freudian mechanics of the subconscious’,[footnoteRef:65] Italian surrealism has always turned toward imagination and a magic interpretation of reality – also known as ‘magical realism’, to adopt Massimo Bontempelli’s definition.[footnoteRef:66]  [62:  ‘[C]osa antica’, ‘antichissima’. Ibid.]  [63:  See Alberto Savinio, Dico a te, Clio (Milan: Adelphi, 2011), p. 94. ]  [64:  ‘[U]n’anima romantica’; ‘non intesa a meravigliare, ma intesa a creare nuovamente la realtà, a inventarla, a interpretarla magicamente, in opposizione alla logica e al suo realismo obbiettivo’. Curzio Malaparte, ‘Il surrealismo e l’Italia’.]  [65:  ‘[N]elle libertà e irresponsabilità oniriche’; ‘nella meccanica freudiana del subcosciente’. Ibid.]  [66:  ‘Realismo magico’. See Massimo Bontempelli, L’avventura novecentista, in Opere scelte, Luigi Baldacci (ed.) (Milan: Mondadori, 1978). ] 

In his article in the Corriere, Malaparte divides history into moments of vast surrealist production and moments of decadence, when human beings forget or misplace their intimate, natural and spontaneous relationship with reality. The sequence of surrealist periods as flourishing moments is evident in this passage, starting precisely from a reference to Etruscan material culture: 

Emilio Cecchi, one of the few among us who know the subject well, could give us a very intelligent essay on Italian surrealism, showing us how, from the terracottas of Vulci of Veii to the poems of Burchiello, from the novellas of Lasca, Sacchetti, and Boccaccio himself to the poems of Campana and Palazzeschi, the best periods of our literature, painting, sculpture and architecture [...] are surrealist periods.[footnoteRef:67]  [67:  ‘Emilio Cecchi, uno dei pochi fra noi a conoscer bene l’argomento, potrebbe darci un intelligentissimo saggio sul surrealismo italiano, mostrandoci come, dalle terrecotte di Vulci di Veio alle poesie del Burchiello, dalle novelle del Lasca, del Sacchetti, dello stesso Boccaccio alle poesie di Campana e di Palazzeschi, i periodi migliori della nostra letteratura, della nostra pittura, scultura, architettura [...] siano periodi surrealisti’. Curzio Malaparte, ‘Il Surrealismo e l’Italia’.] 


When Malaparte affirms that the Apollo of Veii is the very first example of surrealist art, he is drawing yet another bridge between Etruscan antiquity and modern times to enhance the idea of a genius loci that resurfaces regularly over the centuries through the Tuscan soil: Giotto, Masaccio, Piero della Francesca are just some representatives of this trans-historical Tuscan spirit, whose final manifestation coincides with Malaparte’s own writing. The association of Etruscan material culture and surrealist art allows Malaparte to root both his work and himself in the Tuscan soil, where surrealism as a form of ‘fantasy’ or ‘magical realism’ is inherently tied to the landscape, and more specifically to the soil. Almost fertilised by the Etruscan remains buried in the numerous tombs, the Tuscan soil, according to Malaparte, seems to have absorbed a certain number of features that allow for the perpetuation of some physical, artistic and cultural characteristics, all embodied by the Etruscan Apollo, the progenitor of modern Tuscans.
Towards a Cultural Biography of the Apollo of Veii
In 1927, the French archaeologist Salomon Reinach stated that ‘Etruria is in fashion and Etruscan art is again attracting attention for its intrinsic qualities, its rugged originality, instead of being seen as a somewhat barbaric echo of Greek art’.[footnoteRef:68] Giglioli, Cumont, Storer, Beals, Huxley and Malaparte’s texts, however, showed that Etruria was not just a fashionable topic, it was a great deal more.  [68:  ‘L’Étrurie est à la mode et l’art étrusque attire de nouveau l’attention par ses qualités intrinsèques, son originalité rude, au lieu d’être considéré comme un écho un peu barbare de l’art grec’. Salomon Reinach, in Revue archéologique, July-December 1927, p. 314. ] 

As this overview of texts engaging with Etruscan material culture has shown, the Apollo of Veii travelled across different languages, traditions, societies, and cultures which reshaped and redefined not only its understanding but also its meaning and social function in a given context. The case-study offered by the Apollo of Veii, among other Etruscan artefacts, allowed retracing how writers and poets of the modernist period achieved a careful selection and appropriation of certain iconographic elements of the statue – the walking posture, the ironic smile, the almond-shaped eyes, the reddish colour, and the use of terracotta – to integrate the archaeological object not only in a different context, but also in different discourses, connected to the literary, artistic and broadly cultural domain. These operations show to what extent knowledge surrounding Etruscan culture is malleable and suited to transaltion, transposition and import into a new discourse. Were we to retrace the ‘cultural biography of the object’, to use Marta Caraion’s terminology, the archaeological object would turn out to be the repository, the support and the trigger of new narratives precisely by virtue of its multiple and ever-changing identities. The selection of texts engaging with the Apollo of Veii shows how the statue’s identity evolves through time and responds to different values and understandings – in this process following the writers’ needs and awareness. While preserving its heraldic function, the Etruscan Apollo is no longer the prophet of the gods will, but rather the announcer of the complexities, anxieties and ambiguities of the modern world in the aftermath of the Great War. In the 1930s, another world conflict was just around the corner, and with his cruel and eerie smile, the Apollo of Veii seemed to know what was in the air. Hence, during the interwar period, the Etruscan Apollo, so dramatically different from the Homeric or Aeschylean one, becomes a herald not just of an ever more dynamic world, but also of a more unstable and fragmented reality.
Notes
[The typesetter will place the notes of the contribution here]
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