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In 1953 a pioneering exhibition on the history of Italian book illumination (Mostra 

Storica Nazionale della Miniatura)1  opened in Rome, at the Palazzo di Venezia. On 

that occasion, the curator Mario Salmi (1889-1980)2 invited his older colleague 

Antonio Muñoz (1884-1960, fig. 1)3 to participate in a series of inaugural conferences 

with a paper specifically dedicated to Byzantine book illumination.4 

In those years, Muñoz’s career had already begun its decline, and this 

decline was much more evident when one considers how intense and successful his 

activity had been before. As with most art historians of his generation, in the 1950s 

Muñoz could boast of several different professional experiences, both in academia 

and in public administration: he had been a professor, a prolific writer, the founder 

and first director of the Museo di Roma (1930) and the founder of a popular local 

journal (L’Urbe, 1936). Above all, however, for more than three decades – since being 

appointed official (1909) and then inspector (1921) at the Soprintendenza ai  

 
This contribution was first published in the Rivista di Storia della Miniatura, 18, 2014, 176-85. 

Compared to the original Italian text, the English version has been slightly adapted and 

enhanced with additional information for international readers. I am very grateful to 

Richard Woodfield for accepting my contribution to the Journal of Art Historiography, as well 

as to Giulia Orofino (Università degli Studi di Cassino), director of the Rivista, for granting 

the permission to publish this translation. 

 
1 Giovanni Muzzioli, ed., Mostra storica nazionale della miniatura, Firenze: Sansoni, 1953; Maria 

Grazia Ciardi Dupré Dal Poggetto, ‘Il contributo di Mario Salmi alla storia della miniatura: la 

mostra storica nazionale della miniatura’, in Mario Salmi: storico dell’arte e umanista, Spoleto: 

Centro Italiano di Studi sull’Alto Medioevo, 1991, 45-63. 
2 Mario Salmi: storico dell’arte; Eugenio Russo, ‘Mario Salmi’, in Stefan Heid and Martin 

Dennert, eds., Personenlexikon zur christlichen Archäologie. Forscher und Persönlichkeiten vom 16. 

bis 21. Jahrhundert, Regensburg: Schnell and Steiner, 2012, 2: 1104-5. 
3 On Antonio Muñoz, whose career has been reconsidered only in the last few years, see first 

the contributions published in L’Urbe, n.s. 23, 1960. More recently, see Calogero Bellanca, 

‘Antonio Muñoz storico dell’architettura e docente’, in Vittorio Francetti Pardo, ed., La 

Facoltà di Architettura dell’Università di Roma “La Sapienza” dalle origini al Duemila. Discipline, 

docenti, studenti, Roma: Gangemi, 2001, 133-39; Calogero Bellanca, Antonio Muñoz. La politica 

di tutela dei monumenti di Roma durante il Governatorato, Roma: L’Erma di Bretschneider, 2003; 

Raffaella Catini, ‘Muñoz, Antonio’, in Dizionario Biografico degli Italiani, Roma: Istituto della 

Enciclopedia Italiana, 2012, 77: 224-27; Stefan Heid, ‘Antonio Muñoz’, in Personenlexikon zur 

christlichen Archäologie, 2: 944-45. 
4 See Mario Salmi, ‘Ricordi di tempi passati’, in L’Urbe, n.s. 23, 1960, 52-3. In this paper, Salmi 

recalled his experience as a student in 1911, when he attended some lectures on Byzantine 

art taught by Muñoz. 
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Monumenti di Roma – he had been unanimously acknowledged as a central figure 

in the administration and conservation of Rome’s monumental heritage. In fact, 

after his promotion to director of the Ripartizione Antichità e Belle Arti del 

Governatorato (1929/1930-1944), Muñoz played a key role in coordinating several 

major urban interventions patronized by Benito Mussolini, which would redesign 

some of the most symbolic monumental areas in Rome: the Capitolium, Via dei Fori 

Imperiali, Augustus’ Mausoleum etc. It therefore seems that in 1953 Muñoz would 

not have been the most obvious choice of scholar for a conference on Byzantine 

book illumination. At the peak of his career in the 1930s, in fact, he had supported 

the imperialistic propaganda carried on by Fascism with great enthusiasm, by 

emphasising the most ‘classical’ features of the history of Rome. This kind of 

propaganda was naturally inclined to convey a distorted vision of Byzantine 

civilization, by depicting it as a pale, tardive and corrupted reflection of the glory of 

the ancient Roman Empire.5 However, Mario Salmi was well aware that, fifty years 

before, Muñoz’s opinions had been radically different.  

In fact, soon after his graduation in 1906, Muñoz had had his scholarly debut 

as a specialist in Byzantine art, devoting his early activity primarily to Byzantine 

 
5 See especially Massimo Bernabò, Ossessioni bizantine e cultura artistica in Italia. Tra 

D’Annunzio, fascismo e dopoguerra, Napoli: Liguori, 2003; Giovanni Gasbarri, Riscoprire 

Bisanzio. Lo studio dell’arte bizantina a Roma e in Italia tra Ottocento e Novecento, Roma: Viella, 

2015, 231-35. 

Fig. 1 Antonio Muñoz (1884-1960). Fig. 4 

from Antonio Iacobini, ‘La Sapienza 

bizantina. Il contributo della Storia 

dell’arte (1896-1970)’, in Augusta 

Acconcia Longo and others, eds., La 

Sapienza bizantina. Un secolo di ricerche sulla 

civiltà di Bisanzio all’Università di Roma, 

Rome: Campisano, 2012. Courtesy of 

Museo di Roma, Roma. 
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book illumination.6 It was a very unusual field of research for an Italian scholar at 

the time. At the turn of the twentieth century, indeed, not all Italians recognised the 

impact that Byzantium had on the development of visual culture in the Middle 

Ages, nor were they disposed to appreciate its influence on the artistic production in 

Italy.7 It seems that Muñoz himself had been not particularly firm in his interest for 

Byzantine art. Year after year, he had gradually begun to focus on other areas of 

expertise, in line with his new institutional responsibilities, as well as with their 

political and ideological implications. Nevertheless, at least at the beginning of his 

career, Muñoz was acknowledged by his colleagues – both in Italy and in Europe – 

as the most promising Italian specialist in Byzantine art and illumination. 

Muñoz’s debut as a Byzantinist was largely influenced by the teaching of 

Adolfo Venturi (1856-1941, fig. 2), the founding father of modern art historical 

studies in Italy, who in 1898 had been appointed the first Italian chair of Art History 

at the University of Rome.8 After entering the Faculty of Humanities (Lettere) in  

 
6 On Muñoz’s career as a byzantinist, see Geraldine Leardi, ‘Una mostra d’arte bizantina a 

Grottaferrata. L’evento, i protagonisti e il contesto culturale romano del primo Novecento’, 

in Studi Romani, 50, 2002, 311-33: 328-29; Claudia Barsanti, ‘L’Esposizione d’arte italo-

bizantina a Grottaferrata: uno sguardo all’evento e ai suoi personaggi’, in Claudio Santangeli 

and Paola Micocci, eds., Ricordo di un evento. Il IX centenario dell’abbazia e l’Esposizione di arte 

italobizantina a Grottaferrata. 1904-1905, Grottaferrata, 2011, 89-98: 89-92; Simona Moretti, 

‘Gregorio Stroganoff. Il collezionismo russo e l’arte bizantina a Roma tra il XIX e il XX 

secolo’, in Lucia Tonini, ed., Il collezionismo in Russia da Pietro I all’Unione Sovietica, Gaeta: 

Artistic & Publishing Company, 2009, 115-29; Simona Moretti, ‘La memoria del passato: 

l’arte dell’Oriente bizantino nella collezione del conte Grigorij Stroganov’, in Lapo Sestan 

and Lucia Tonini, eds., Un impero verso Oriente. Tendenze orientaliste e arte russa fra Otto e 

Novecento, Napoli: Università degli studi di Napoli “L'Orientale”, 2013, 229-47. Giovanni 

Gasbarri, ‘Lo studio degli avori bizantini in Italia tra ’800 e ’900 attraverso L’Arte di Adolfo 

Venturi’, in teCLa. Rivista di temi di Critica e Letteratura artistica, 1, 2010, 30-57: 42-45 focuses 

on Muñoz’s research on Byzantine sumptuary arts. On the relation between Muñoz and the 

Russian art historian Nikodim Kondakov, see Ivan Foletti, Da Bisanzio alla Santa Russia. 

Nikodim Kondakov (1844-1925) e la nascita della storia dell’arte in Russia, Roma: Viella 2011, ad 

indicem; Ivan Foletti, ‘Nikodim Pavlovitch Kondakov. Iconographie de la Mère de Dieu: le 

manuscrit retrouvé’, in Nikodim Pavlovitch Kondakov, Iconographie de la Mère de Dieu, 3, 

Roma: Lipa, 2011, XV-LV: XXVII. More generally, see Bernabò, Ossessioni bizantine, ad 

indicem; Antonio Iacobini, ‘La Sapienza bizantina. Il contributo della Storia dell’arte (1896-

1970)’, in Augusta Acconcia Longo and others, eds., La Sapienza bizantina. Un secolo di ricerche 

sulla civiltà di Bisanzio all’Università di Roma, Rome: Campisano, 2012, 9-37: 11-12; Gasbarri, 

Riscoprire Bisanzio, 173-99. 
7 Bernabò, Ossessioni bizantine; Maria Andaloro, ‘Verso l’Ellenismo: a Roma, a Bisanzio, nel 

Novecento’, in Arturo Carlo Quintavalle, ed., Medioevo: il tempo degli antichi, Milano: Electa, 

2006, 96-116; Iacobini, ‘La Sapienza bizantina’; Gasbarri, Riscoprire Bisanzio. 
8 On Adolfo Venturi, see especially Giacomo Agosti, ed., Archivio di Adolfo Venturi (series), 4 

vols., Pisa: Scuola Normale Superiore, 1990-1995; Giacomo Agosti, La nascita della storia 

dell’arte in Italia. Adolfo Venturi: dal museo all’università, 1880-1940, Venezia: Marsilio, 1996; 

Stefano Valeri, ed., Adolfo Venturi e l’insegnamento della storia dell’arte, Roma: Lithos, 1996; 

Stefano Valeri, ‘Adolfo Venturi’, in Dizionario biografico dei Soprintendenti Storici dell’Arte 

(1904-1974), Bologna: Bononia University Press, 2007, 634-42; Mario D’Onofrio, ed., Adolfo 

Venturi e la Storia dell’arte oggi, Modena: Panini, 2008. 
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1902 at the age of eighteen, Muñoz began to study under the tutelage of Venturi, 

from whom he acquired a great deal of information on the most recent 

methodologies and trends in the history of early-Christian, Byzantine and Medieval 

art.9  

At the turn of the twentieth century the city of Rome provided a surprisingly 

favourable environment for those students who were interested in the artistic 

production of the Middle Ages – and, in particular, on eastern Mediterranean visual 

culture.10 Between 1899 and 1903, in fact, Rome had been selected as the main 

location for a series of congresses specifically dedicated to the humanities, which 

involved the participation of several eminent specialists in oriental studies. 

Amongst the speakers of the Third International Congress of Historical Sciences (III  

 

 

 
9 See Lezioni di storia dell’arte del Prof. A. Venturi raccolte da A. Muñoz, anno 1904-1905, Roma, 

1905. This book is extremely rare. I had the opportunity to consult an incomplete copy in 

Venice, at the Library of the Fondazione Cini, where most of Muñoz’s books were moved 

after his death in 1960. See also Bellanca, Antonio Muñoz storico dell’architettura, 133, fig. 1. 
10 In particular the Twelfth Congress of the Orientalists (XII Congresso degli Orientalisti, 1899), 

the Second Congress of Christian Archaeology (II Congresso di Archeologia Cristiana, 1900) 

and the Third International Congress of Historical Sciences (III Congresso Internazionale di 

Scienze Storiche, 1903). 

Fig. 2 Adolfo Venturi (1856-1941). Back 

cover from Mario D’Onofrio, ed., Adolfo 

Venturi e la Storia dell’arte oggi, Modena: 

Panini, 2008. Courtesy of Archivio 

Venturi, Roma. 
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Congresso Internazionale di Scienze Storiche, 1903),11 for example, there was the 

German art historian Josef Strzygowski (1862-1941),12 who was already known for 

his controversial theories which emphasised the crucial role played by eastern 

Mediterranean civilizations in the formation of Western Medieval art. With 

pioneering books such as Orient oder Rom and Kleinasien13 he had contributed 

substantially to drawing scholars’ attention to territories, monuments and works of 

art which were still insufficiently explored at the time. Despite being sceptical about 

some of Strzygowski’s most radical hypotheses, Adolfo Venturi was not totally 

immune to his influence, and thus introduced several Byzantine works of art into 

the first three tomes of his seminal Storia dell’Arte Italiana (1901-4).14 It is not 

unlikely, therefore, that those books – along with other educational material 

prepared by Venturi for his lectures – could help Muñoz in examining some of the 

most significant issues of the so-called byzantinische Frage (or ‘Byzantine question’). 

Furthermore, in step with the most important international trends in academic 

research, Venturi and his school were paying particular attention to sumptuary arts, 

and specifically to book illumination. In the wake of the methodological innovations 

introduced by the School of Vienna in the 1890s, this field of study was turning out 

to be particularly successful. Scholars and research institutions in Europe, in fact, 

had become increasingly interested in illustrated books, and had begun to promote 

new critical editions of several important Greek and Latin manuscripts.15 

In 1903, even before his graduation, Muñoz started working on L’Arte, a 

prestigious Italian art historical journal founded and directed by Venturi.16 Since his 

 
11 Atti del III Congresso internazionale di Scienze Storiche, 7 (Atti della Sezione IV. Storia dell’Arte), 

Roma: Tipografia della R. Accademia dei Lincei, 1905. Adolfo Venturi was one of the 

coordinators of the art historical section. 
12 On Josef Strzygowski, see Carola Jäggi, ‘Ex oriente lux: Josef Strzygowski und die “Orient 

oder Rom”-Debatte um 1900’, in Serma Ögel and Gregor Wedekind, eds., Okzident und 

Orient (Sanat tarihi defterleri, 6), Istanbul: Ege Yayınları, 2002, 91-111; Georg Vasold, ‘Riegl, 

Strzygowski and the development of art’, in Johanna Vakkari and Christian Hoffmann, eds., 

Towards a Science of Art History: J.J. Tikkanen and Art Historical Scholarship in Europe 

(Taidehistoriallisia tutkimuksia, 38), Helsinki: Taidehistorian Seura, 2009, 103-16; Christina 

Maranci, Alexander Zäh and Helmut Buschhausen, ‘Josef Strzygowski als Initiator der 

christlich-kunsthistorischen Orientforschung und Visionär der Kunstwissenschaft’, in 

Römische Quartalschrift, 107, 2012, 1-38; Alexander Zäh, ‘Josef Rudolf Thomas Strzygowski’, 

in Personenlexikon zur christlichen Archäologie, 2, 1200-5. 
13 See Josef Strzygowski, Orient oder Rom. Beiträge zur Geschichte der spätantiken und 

frühchristlichen Kunst, Leipzig: J.C. Hinrichs’sche Buchhandlung, 1901; Josef Strzygowski, 

Kleinasien. Ein Neuland der Kunstgeschichte, Leipzig: J.C. Hinrichs’sche Buchhandlung, 1903. 
14 Adolfo Venturi, Storia dell’Arte Italiana, 1 (Dai primordi dell’arte cristiana ai tempi di 

Giustiniano); 2 (Dall’arte barbarica alla romanica); 3 (L’arte romanica), Milano: Ulrico Hoepli 

Editore, 1901-4. 
15 See Antonio Iacobini, ‘Adolfo Venturi pioniere di una disciplina nuova: la Storia della 

miniatura’, in Adolfo Venturi e la Storia dell’arte oggi, 269-86. 
16 See Bellanca, Antonio Muñoz. La politica di tutela, 253-67 for an exhaustive list of Muñoz’s 

publications. In those years, Muñoz also wrote articles and reviews for important periodicals 

such as Nuovo Bullettino di Archeologia Cristiana, Repertorium für Kunstwissenschaft and 
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earliest experiences as an art historian, Muñoz revealed a growing curiosity towards 

early-Christian and Byzantine art, which soon became his primary area of expertise. 

As a reviewer and regular member of the editorial staff, Muñoz had the opportunity 

to read and comment on several significant publications devoted to the art of 

Byzantium, such as the works by Nikodim Kondakov (1844-1925) and especially 

those by Josef Strzygowski. Such reading activity was not without consequence. 

Muñoz’s earliest independent contributions, in fact, clearly reveal an unmistakable 

Strzygowskian influence, as well as a remarkable attention to the importance of 

book illumination in the development of Medieval visual culture. In his two-part 

essay on the allegorical representations of ‘Life’ in Byzantine art (1904-6),17 for 

example, he pointed out the key role played by book illumination in transmitting 

some figurative prototypes from the eastern Mediterranean territories to 

Romanesque Italy. By analysing a group of outstanding Byzantine manuscripts 

preserved in the Vatican Library – such as The Ladder of Divine Ascent by John 

Climacus (Vat. gr. 394) and the so-called Barberini Psalter (Vat. Barb. gr. 172, fig. 3) – 

he argued that illumination had functioned as a primary ‘vehicle’ for conveying 

some very complex allegorical representations from the eastern Mediterranean to 

the West. Despite the fact that this essay was clearly the product of a very young 

and still inexperienced researcher, it was nevertheless rather original from a 

methodological point of view. Muñoz also showed himself to be already well  

 

 
 

connected with the scholarly community of his time. In the conclusion of his paper, 

in fact, he declared that his research had been encouraged by eminent specialists, 

                                                                                                                                                                     
Byzantinische Zeitschrift: see for example Antonio Muñoz, ‘Byzantinische Kunstwerke in der 

“Mostra dell’Antica Arte Senese”’, in Byzantinische Zeitschrift, 13, 1904, 705-8.  
17 Antonio Muñoz, ‘Le rappresentazioni allegoriche della vita nell’arte bizantina’, in L’Arte, 7, 

1904, 130-45; 9, 1906, 212-16. 

Fig. 3 Città del Vaticano, Biblioteca 

Apostolica Vaticana, Barb. gr. 172 

(Barberini Psalter), fol. 131v. Fig. 7 from 

Antonio Muñoz, ‘Le rappresentazioni 

allegoriche della vita nell’arte bizantina’, 

in L’Arte, 7, 1904, 130-45; 9, 1906, 212-16. 
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such as the philologist Karl Krumbacher (1856-1909) and especially the praefectus of 

the Vatican Library Franz Ehrle (1845-1934), who had given permission for the 

publication of the above-mentioned manuscripts. 

Besides these important contacts, in these early years Muñoz could rely on 

the support of some notable Russian personalities who used to live or travel in 

Rome. In particular, his friendship with Count Grigorij Stroganoff (1829-1910),18 a 

famous and passionate collector of Byzantine works of art, became an important 

factor in the improving of his knowledge of Russian art historical literature, which 

was almost completely  unfamiliar to Italian scholars. With the help of Stroganoff 

and his friends,19 therefore, Muñoz could get acquainted with some unusual 

fourteenth- and fifteenth-century Slavic illuminated manuscripts, such as the so-

called Kiev Psalter (St. Petersburg, National Library of Russia, ms. F.6) and the 

Uglich Psalter (ms. F.I.5), both of which were still unknown in Italy. In those same 

years, Muñoz furthered his education by travelling to Russia, Greece and other 

eastern Mediterrenean territories. In the winter of 1905 he took his first journey to 

Constantinople, and had the opportunity to enhance his knowledge of Byzantine 

illuminated books. In fact, thanks to the recommendation of his maternal uncle 

Riccardo Zeri – who was director of the Royal Italian Hospital in Constantinople – 

Muñoz was authorised to examine the rare collection of manuscripts preserved in 

the Topkapı Sarayı, including the so-called Seraglio Octateuch (Topkapı Sarayı Müz., 

ms. G.I.8, fig. 4).20 Soon after his return to Rome, Muñoz planned to continue his  

 
18 See Antonio Muñoz, Figure Romane, Roma: Staderini Editore, 1944, 133-50. More recently, 

in addition to Simona Moretti’s contributions (n. 6), see Vardui Kalpakcian, ‘La passione 

privata e il bene pubblico. Il conte Gregorio Stroganoff: collezionista, studioso, filantropo e 

mecenate a Roma fra Otto e Novecento’, in Il collezionismo in Russia, 89-113; Vardui 

Kalpakcian, ‘Il destino della collezione romana del conte Grigorij S. Stroganoff (1829-1910) 

dopo la scomparsa del collezionista’, in Rivista d’Arte, 5.2, 2012, 449-73; Simona Moretti, 

Roma bizantina. Opere d’arte dall’impero di Costantinopoli nelle collezioni romane, Roma: 

Campisano Editore, 2014, 135-50. 
19 Thanks to Stroganoff, Muñoz had the opportunity to meet Nikodim Kondakov, one of the 

founding fathers of Byzantine art history, with whom he established a long-lasting 

friendship. In contrast to what was reported by Foletti, Da Bisanzio alla Santa Russia, 214, we 

are well informed that Muñoz met Kondakov long before the 1914-18 war, and most 

probably in 1905-6: see Antonio Muñoz, ‘Il Giubileo di N. Kondakov’, in Nuova Antologia, 5, 

123/207, 1906, 551-52; Antonio Muñoz, ‘In memoria di un grande bizantinista russo. 

Nicodemo Kondakov’, in Il Marzocco, 32/22, 1927, 1-2; Antonio Muñoz, ‘Novità sulla pittura 

bizantina’, in Pan, 2.5, 1934, 14-35: 14. See also Moretti, ‘Gregorio Stroganoff’, 120-22; Foletti, 

‘Nikodim Pavlovitch Kondakov’, XXX-XXXVIII. Recently, Iacobini, ‘La Sapienza bizantina’, 

15-17 has published some letters sent by Muñoz to Stroganov in 1924. As a demonstration of 

respect, in 1906 Muñoz was appointed member of the Imperial Archaeological Society of St. 

Petersburg. 
20 Antonio Muñoz, ‘Nella Biblioteca del Serraglio a Costantinopoli’, in Nuova Antologia, 5, 

130/214, 1907, 314-20; Antonio Muñoz, ‘Tre codici miniati della Biblioteca del Serraglio a 

Costantinopoli’, in Studi Bizantini, Napoli: Riccardo Ricciardi Editore, 1924, 199-205. Cfr. 

anche Giulia Calanna, ‘La riproduzione fotografica dell’Ottateuco di Smirne dal fondo di 

Antonio Muñoz presso la Fondazione Federico Zeri’, in Intrecci d’arte, 2, 2013: 

http://intreccidarte.unibo.it/article/view/3975. 
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research on this codex, by publishing a whole monograph and an elaborate 

photographic album with more than forty plates. These challenging editorial 

projects, however, remained unaccomplished, since in 1907 the official edition of the 

Seraglio Octateuch was published by the Russian art historian Fëdor Uspenskij.21 

Muñoz’s career received a significant boost with his involvement in the Exhibition 

of Italo-Byzantine Art (Esposizione di Arte Italo-Bizantina, 1905-6, fig. 5) in the Greek 

Abbey of Grottaferrata, near Rome. The Esposizione – which must be considered as 

the first temporary exhibition dedicated exclusively to Byzantine art22 – had 

originally been conceived as a celebration of the ninth centenary of the Abbey’s 

foundation (1004), but it soon evolved into a much more ambitious project, 

involving some of the leading Roman-based specialists in the fields of archaeology 

and art history. The organising committee was directed by the historian Louis 

Duchesne (1843-1922), and included the archaeologist Joseph Wilpert (1856-1944), 

the hegoumenos (abbot) Arsenio Pellegrini (1849-1924), as well as some notable 

exponents of the state institutions for the conservation of artistic and monumental 

heritage, such as Corrado Ricci (1858-1934) and Adolfo Venturi. Since his own 

professor was a member of the committee, Muñoz was invited to collaborate on the 

overall organisation of the event. After some initial difficulties in managing 

relations with the austere monks in Grottaferrata,23 Muñoz’s input became crucial 

 
21  Fëdor Uspenskij, ‘Konstantinopol’skij Seral’skij kodeks Vos’miknižiâ’, in Izvĕstiâ Russkogo 

Arheologičeskogo Instituta v Konstantinopole, 12, 1907, 1-255. On Muñoz, Uspenskij and the 

Seraglio Octateuch, see also Josef Strzygowski, review of Luigi De Gregori, ‘Rassegna d’Arte: 

Arte Bizantina’, in Rivista d’Italia, 1, 1907, 332-45, published in Byzantinische Zeitschrift, 16, 

1907, 739-40. 
22 See Giuseppe Maria Croce, La Badia Greca di Grottaferrata e la rivista “Roma e l’Oriente”. 

Cattolicesimo e ortodossia tra unionismo ed ecumenismo (1799-1923), Città del Vaticano: Libreria 

Editrice Vaticana, 1990, 1: 313-32; Gasbarri, Riscoprire Bisanzio, 156-72. See also n. 6. 
23 More specifically, the monks did not appreciate the objections raised by Muñoz against the 

neo-Byzantine illuminations executed by the School of Paleography at Grottaferrata. 

According to Muñoz, in fact, such works lacked historical accuracy and could not be 

considered as ‘truly Byzantine’. See Paola Micocci, ‘L’evento attraverso gli occhi limpidi e 

Fig. 4 Istanbul, Topkapı Sarayı Müz., ms. 

G.I.8 (Seraglio Octateuch), fol. 197v. 

Courtesy of CDSAB - Centro di 

Documentazione di Storia dell’Arte 

Bizantina, Sapienza Università di Roma. 
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during the negotiation with the Russian aristocrats and collectors who lent several 

pieces for the exhibition. Furthermore, he was commissioned to write a brief guide 

(fig. 6) and an official catalogue, in which he analysed the whole group of exhibits in 

the light of the most up-to-date international research.24 

In spite of all these efforts, however, the Esposizione was for the most part 

unsuccessful. Due to bureaucratic and financial impediments, in fact, the overall 

number of exhibits was substantially reduced in relation to the original planned list. 

The exhibition therefore never became an internationally relevant event, nor did it 

play any significant role in the development of research on Byzantine art. 

Nevertheless, the experience was extremely important in establishing Muñoz’s 

reputation as a Byzantinist. It was during the Esposizione, in fact, that he chose the 

main topic of his first monograph: 25 the Codex Purpureus Rossanensis, better known 

as the Rossano Gospels (Rossano Calabro, Museo Diocesano, Codex Purpureus). 

                                                                                                                                                                     
sereni dei monaci’, in Ricordo di un evento, 51-76: 54-58. See also Romolo Artioli, 

‘L’Esposizione Italo-Bizantina di Grottaferrata’, in Arte e Storia, 3.21-22, 1905, 164-67: 165. 
24 Antonio Muñoz, ‘Uno sguardo generale all’Esposizione italo-bizantina di Grottaferrata’, in 

Esposizione d’arte italo-bizantina nella Badia Greca di Grottaferrata. Catalogo 1905, Roma: 

Tipografia dell’Unione Cooperativa Editrice, 1905, 27-42; Antonio Muñoz, L’Art Byzantin à 

l’Exposition de Grottaferrata, Roma: Danesi, 1906. See also Antonio Muñoz, ‘L’arte bizantina 

all’esposizione di Grottaferrata’, in L’Arte, 8, 1905, 161-70. 
25 Antonio Muñoz, Il codice purpureo di Rossano e il frammento sinopense. Con XVI tavole in 

cromofototipia, VII in fototipia e 10 illustrazioni nel testo, Roma: Danesi, 1907. According to 

Fig. 5 Leopoldo Metlicovitz, poster for the Esposizione di Arte Italo-Bizantina, 1905, Grottaferrata (Rm, 

Italy), Archivio Storico del Monumento Nazionale di Grottaferrata. Cover from Claudio Santangeli 

and Paola Micocci, eds., Ricordo di un evento. Il IX centenario dell’abbazia e l’Esposizione di arte 

italobizantina a Grottaferrata. 1904-1905, Grottaferrata, 2011. Courtesy of Archivio Storico del 

Monumento Nazionale di Grottaferrata, Grottaferrata (Rm, Italy). 

Fig. 6 Scuola di Paleografia dell’Abbazia Greca di Grottaferrata, front cover of Esposizione d’arte italo-

bizantina nella Badia Greca di Grottaferrata. Catalogo 1905, Roma: Tipografia dell’Unione Cooperativa 

Editrice, 1905. 
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After a very difficult negotiation with the authorities of the city of Rossano in 

Calabria, this outstanding manuscript was transferred to Grottaferrata specifically 

for the exhibition in April 1905.26 Muñoz was strongly determined to take advantage 

of this opportunity, so he closely examined the codex, taking several accurate 

chromophototypes, with the intention of preparing an annotated edition. 

Meanwhile, however, the presence of the Rossano Gospels at Grottaferrata was 

obviously drawing the attention of many other scholars. Joseph Wilpert, for 

example, commissioned some water-colour reproductions of the illuminations, 

hoping to publish them in a dedicated volume.27 But Muñoz was faster and pre-

empted his older colleague: this act caused a rift between him and Wilpert, and he 

was publicly reprimanded even by Strzygowski in the Byzantinische Zeitschrift.28 

Concurrently, the authorities of Rossano threatened to sue the monks in 

Grottaferrata for having allowed Muñoz to take pictures of the Gospels without the 

necessary authorisation. In order to prevent any possible risk, the manuscript was 

immediately sent back to Rossano in late 1906, and the hegoumenos Pellegrini could 

not even begin to arrange for its restoration – which had actually been planned 

when the Codex had been lent to the exhibition.29 

                                                                                                                                                                     
Eugenio Ponti, ‘Ritratti romani: Antonio Muñoz’, in L’Argileto – Bollettino bibliografico 

bimestrale, 1, 1927, 15-16: 15, Muñoz had chosen the Rossano Gospels also as the main topic 

of his dissertation in 1906.  
26 The official documents are currently preserved in the Archivio Storico del Monumento 

Nazionale di Grottaferrata, b. 9, fasc. 72, nn. 11-12; b. 11, n. 40. I am grateful to Claudia 

Barsanti and Claudio Santangeli for their help during the consultation of these documents. 
27 See Anton Baumstark, ‘Zur ersten Ausstellung für italo-byzantinische Kunst in 

Grottaferrata’, in Römische Quartalschrift, 19, 1905, 194-219: 195-96; Nuova Antologia, 5, 

125/209, 1905, 170; Joseph Wilpert, ‘Beiträge zur christlichen Archäologie (VI)’, in Römische 

Quartalschrift, 21, 1907, 93-116: 105-107. See also Antonio Muñoz, ‘Origini e svolgimento 

dell’Arte Cristiana nei primi secoli secondo gli studi recenti’, in Rivista storico-critica delle 

scienze teologiche, 3, 1907, 923-44; 4, 1908, 1-32, re-printed in Studi d’Arte Medioevale, Roma: W. 

Modes, 1909, 49-91: 85, n. 1. This episode has been recently recalled by Reiner Sörries, Josef 

Wilpert. Ein Leben im Dienste der christlichen Archäologie 1857-1944, Würzburg: Bergstadtverlag 

Korn, 1998, 61-62; Iacobini, ‘Adolfo Venturi’, 284, n. 1; Iacobini, ‘La Sapienza bizantina’, 21, 

n. 33; Giulia Bordi, ‘Copie, fotografie, acquerelli. Documentare la pittura medievale a Roma 

tra Otto e Novecento’, in Arturo Carlo Quintavalle, ed., Medioevo: immagine e memoria, 

Milano: Electa, 2009, 454-62: 460. 
28 Joseph Strzygowski, review of Muñoz, Il codice purpureo di Rossano, published in 

Byzantinische Zeitschrift, 16, 1907, 661-62. 
29 See the documents preserved in the Archivio Storico del Monumento Nazionale di 

Grottaferrata, b. 9, fasc. 72, nrr. 15-16, 19-20. Muñoz was directly involved in the plans for 

the restauration of the Rossano Gospels. With a letter sent to Corrado Ricci (Ravenna, 

Biblioteca Classense, Fondo Corrado Ricci, nr. 24683), for example, he accurately described 

some technical issues concerning the preservation status of the manuscript. 
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Despite those difficulties, Muñoz managed to publish his monograph in 

early 1907 (Il codice purpureo di Rossano e il frammento sinopense). The book had not 

been designed to be a real facsimile of the manuscript, but still it was a very 

challenging work, which contained some luxurious full-scale colour pictures of the 

Gospels’ illuminations (figs. 7-8). In the preface, Muñoz proudly declared that he 

wanted to provide his readers with an innovative volume, with the support of the 

most advanced and reliable techniques for the reproduction of illuminated 

manuscripts: ‘Differently than the techniques commonly used nowadays, [...] we 

have decided to take our pictures directly on the original manuscript, so that our 

reproductions have been made exclusively with mechanic means, without any 

human intervention [...] This is the only way to guarantee a complete accuracy in a 

reproduction of an ancient work of art’. In Muñoz’s opinion, in fact, most of the 

secondary literature on the Rossano Gospels should have been considered outdated 

precisely because of the lack of ‘accuracy’ of the illustrations. That was the case with 

Arthur Haseloff’s book (1898), whose plates were defined by Muñoz as ‘absolutely 

inadequate’.30 

 
30 Muñoz, Il codice purpureo di Rossano, 1. See Arthur Haseloff, Codex Purpureus Rossanensis. 

Die Miniaturen der griechischen Evangelien-Handschrift in Rossano nach photographischen 

Aufnahmen, Berlin-Leipzig: Giesecke & Devrient, 1898. On Arthur Haseloff, see Elvira 

Ofenbach, ‘Arthur Eric Haseloff’, in Personenlexikon zur christlichen Archäologie, 1, 639-40. 

Before Haseloff’s monograph, the Rossano Gospels had been published by Oskar von 

 

Fig. 7 Front cover of Antonio Muñoz, Il codice purpureo di Rossano e il frammento sinopense. Con XVI tavole in 

cromofototipia, VII in fototipia e 10 illustrazioni nel testo, Roma: Danesi, 1907. 

 

Fig. 8 Rossano Calabro (CS, Italy), Museo Diocesiano, Codex Purpureus (Rossano Gospels), fol. 35. Plate II 

from Antonio Muñoz, Il codice purpureo di Rossano e il frammento sinopense. Con XVI tavole in cromofototipia, 

VII in fototipia e 10 illustrazioni nel testo, Roma: Danesi, 1907. 
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The opening essay was clearly inspired by Strzygowski’s theories. The 

Rossano Gospels – as well as the fragmentary Sinope Gospels (Paris, Bibliothèque 

nationale de France, Suppl. gr. 1286)31 – were seen as obvious evidence of the 

‘oriental’ origin of some of the most important artistic trends in early-Christian and 

Medieval art, both in Italy and in Europe. In order to establish a sufficient number 

of connections between East and West, Muñoz took into consideration several 

different works of art, some of which were already familiar to most scholars – such 

as the eleventh-century frescoes in Sant’Angelo in Formis – while others had been 

just recently discovered. That was the case with the early-Medieval frescoes 

preserved in the old church of San Saba in Rome, which had been unearthed only 

seven years before, and which were assumed by Muñoz to have been significantly 

conditioned by the same iconographic schemes of Christ in the Rossano Gospels.32 

In Muñoz’s opinion, it was possible to identify the actual origin of the manuscript 

by analysing in depth the main stylistic features of its illuminations. In fact, both the 

Rossano Gospels and the Sinope Gospels – dated paleographically to the late 

fifth/early sixth century – were the products of a very eclectic and sophisticated 

workshop, one capable of developing several different ‘manners’. On a closer look, 

these ‘manners’ were totally unrelated to the traditional ‘classic’ Roman art, so that 

it was impossible to suppose that they had been developed in Italy. More plausibly, 

they had been imported to western Europe from the eastern Mediterranean 

territories, and had become so widespread as to even influence artistic activity in 

Rome in the early Middle Ages. It was much easier, then, to explain the affinities 

between the Rossano Gospels’ illuminations and some notable early-Medieval wall-

paintings in Rome, such as the frescoes in San Saba and in Santa Maria Antiqua, as 

well as those recently discovered in some fifth and sixth-century catacombs.  

But how could such ‘manners’ possibly reach western Europe? Given the 

current location of the Rossano Gospels – said Muñoz – the answer was very simple. 

They had clearly passed through southern Italy (specifically Apulia and Calabria), 

which was traditionally an area influenced by Greek Christianity, and which 

therefore became a natural channel for the diffusion of the new trends soon after the 

fall of the Roman Empire:  

 

The later Byzantine influences which we know well by documents (such as 

those imported by Greek artists who arrived in Montecassino on request of 

                                                                                                                                                                     
Gebhardt and Adolf von Harnack, Evangeliorum codex graecus purpureus Rossanensis litteris 

argenteis sexto ut videtur saeculo scriptus picturisque ornatus, Leipzig: Giesecke & Devrient, 

1880. At the turn of the twentieth century, the manuscript was very familiar to Venturi and 

his students: see Iacobini, ‘Adolfo Venturi’, 273-74; Iacobini, ‘La Sapienza bizantina’, 10, n. 

12. 
31 The Sinope Gospels were acquired by the Bibliothèque nationale de France in April 1900. 

See Henri Omont, ‘Notice sur un très ancien manuscrit grec de l’évangile de saint Matthieu’, 

in Notices et extraits des manuscrits de la Bibliothèque nationale’, 36.2, 1901, 599-676; Henri 

Omont, ‘Un nouveau feuillet du Codex Sinopensis de l’Évangile de Saint Matthieu’, in 

Journal des Savants, 1901, 260-62. 
32 Muñoz, Il codice purpureo di Rossano, 18. On San Saba, see Giulia Bordi, Gli affreschi di San 

Saba sul Piccolo Aventino. Dove e come erano, Milano: Jaca Book, 2008. 
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Abbot Desiderius in the eleventh century) only provided a new boost to an 

already well-established oriental tradition in southern Italy. At the dawn of 

Christianity, therefore, we should be discussing an eastern root, rather than 

an eastern influence’.33  

 

By studying the Rossano Gospels, then, Muñoz was trying to emphasise the 

primacy of southern Italy as the main path for the transmission of new trends in the 

West, long before the arrival of the Goths and the Lombards from northern Europe. 

In this way, Muñoz distanced himself surprisingly from his mentor Strzygowski, 

who at this time was hypothesising that oriental trends could have arrived in Italy 

via Germany, travelling on an ideal, ‘continental’ path.34 With his monograph on the 

Rossano Gospels, therefore, Muñoz finally proved that he had acquired his own 

independence as an art historian, and the concept of a ‘southern Italian path’ 

became a personal leitmotiv in his essays.35 

Il codice purpureo di Rossano e il frammento sinopense received very positive 

reviews,36 and definitively helped Muñoz to reinforce his professional standing in 

the field of Byzantine studies. The book reached the scholarly community at an 

opportune moment, since at the time the Vatican Library was publishing the official 

editions of some of its most precious Byzantine manuscripts: the Joshua Roll (Pal. 

gr. 431), the Menologion of Basil II (Vat. gr. 1613), the Topographia Christiana of 

Cosmas Indicopleustes (Vat. gr. 699) and the Homilies of James of Kokkinobaphos 

(Vat. gr. 1162).37 In comparison with such outstanding initiatives, Muñoz’s  

 
33 Muñoz, Il codice purpureo di Rossano, 30. 
34 See e.g. Josef Strzygowski, ‘Das orientalische Italien’, in Monatshefte für Kunstwissenschaft, 

1.1, 1908, 16-34. 
35 See e.g. Antonio Muñoz, ‘Le pitture del Dittico di Boezio nel museo cristiano di Brescia’, in 

Nuovo Bullettino di Archeologia Cristiana, 13, 1907, 1-14: 13-14; Muñoz, L’Art byzantin, 75-96. 

This last chapter was also published as a separated offprint and entitled ‘Les origines 

orientales de la miniature de l’Italie méridionale’. 
36 Even Arthur Haseloff wrote a favourable review, despite his disagreement with some of 

Muñoz’s conclusions: see Arthur Haseloff, review of Muñoz, Il codice purpureo di Rossano, 

published in L’Arte, 10, 1907, 466-72. Josef Strzygowski praised the outstanding quality of 

the photographs: see Strzygowski, review of Antonio Muñoz, Il codice purpureo di Rossano. 

See also Josef Strzygowski, review of Muñoz, L’Art Byzantin, published in Byzantinische 

Zeitschrift, 16, 1907, 394. 
37 See Pio Franchi de’Cavalieri, Il Rotulo di Giosuè. Codice Vaticano Palatino Greco 431, riprodotto 

in fototipia e fotocromia a cura della Biblioteca Vaticana, 2 vols., Milano: Ulrico Hoepli Editore, 

1905; Pio Franchi de’Cavalieri, Il Menologio di Basilio II (cod. Vaticano greco 1613), 2 vols., 

Torino: Bocca, 1907; Cosimo Stornajolo, Le miniature della Topografia Cristiana di Cosma 

Indicopleuste (Cod. Vaticano Greco 699), Milano: Ulrico Hoepli Editore, 1908; Cosimo 

Stornajolo, Miniature delle omilie di Giacomo Monaco (Cod. Vatic. gr. 1162) e dell’evangelario greco 

urbinate (Cod. Vatic. Urbin. gr. 2), Roma: Danesi, 1910. In his review of the Topographia by 

Stornajolo, Muñoz lamented that the Vatican Library did not allow external experts to work 

on the official editions of those manuscripts: ‘if they were committed to real specialists, such 

editions would certainly be much more convincing’. See Antonio Muñoz, review of 

Stornajolo, Le miniature della Topografia Cristiana, published in L’Arte, 12, 1909, 160-62. As for 

the Menologion, Muñoz criticised the mediocre quality of the illustrations: see Antonio 
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contribution to the history of illumination, although remarkable, was much more 

limited. Aside from a few short essays,38 his most relevant work on the topic was a 

short catalogue published in 1905 and dedicated to the Greek illuminated 

manuscripts preserved in the ‘minor’ libraries in Rome (Chigi, Vallicelliana and 

Casanatense, fig. 9).39 Each entry of the catalogue was accompanied by several 

photographs, many of which had been expressly commissioned by Muñoz himself. 

                                                                                                                                                                     
Muñoz, review of Franchi de’Cavalieri, Il Menologio di Basilio II, published in Ausonia, 2.1, 

1907, 87-88. See also Franz Ehrle, in Ausonia, 3, 1908, 155-56. On the early twentieth-century 

editions of the Vatican manuscripts, see Helmut Binder, ‘Franz Ehrle SJ‘, in Lebensbilder aus 

Baden-Württemberg, 22, Stuttgart: Kohlhammer, 2007, 281-306; Valentino Pace, ‘Storia 

dell’arte e della miniatura (secoli V-XIV)’, in Marco Buonocore and Ambrogio M. Piazzoni, 

eds., La Biblioteca Apostolica Vaticana luogo di ricerca al servizio degli studi, Città del Vaticano: 

Biblioteca Apostolica Vaticana, 2011, 213-72. 
38 See e.g. Antonio Muñoz, ‘I codici miniati della Biblioteca Chigi in Roma’, in Revue des 

bibliothèques, 15, 1905, 359-76; Antonio Muñoz, ‘Codex purpureus Sinopensis (Paris, Suppl. 

Gr. 1286)’, in Nuovo Bullettino di Archeologia Cristiana, 12, 1906, 215-37; Antonio Muñoz, ‘Le 

miniature del Chronicon Vulturnense (Cod. Barb. lat. 2734)’, in Bollettino dell’Istituto Storico 

Italiano, 30, 1909, 3-18; Antonio Muñoz, ‘Miniature bizantine nella biblioteca Queriniana di 

Brescia’, in Miscellanea Ceriani. Raccolta di scritti per onorare la memoria di Mr. Antonio Maria 

Ceriani prefetto della Biblioteca Vaticana, Milano: Ulrico Hoepli Editore, 1910, 169-80. 
39 Antonio Muñoz, I codici greci miniati delle biblioteche minori di Roma, Firenze: Alfani e 

Venturi, 1905. In the Library of the University of Michigan there is a copy of this volume 

(ND 2920 M97), which has been scanned and uploaded on the archive.org portal, and which 

arguably comes from the private library of Grigorij Stroganoff. In fact, immediately after the 

ex libris, it is possible to notice the presence of a message written by Muñoz for his Russian 

friend: ‘Ant. Muñoz prega il Sig. Conte Stroganoff di non dimenticarsi delle fotografie della 

sua collezione. Quando potrò venire col fotografo? Via Pace 36’. 

Fig. 9 Roma, Biblioteca Vallicelliana, F 16, 

Book of the Gospels, fol. 171v. Plate 16 

from Antonio Muñoz, I codici greci miniati 

delle biblioteche minori di Roma, Firenze: 

Alfani e Venturi, 1905. 
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Despite being extremely concise, this book was originally planned as part of a much 

more challenging project. In the preface, in fact, Muñoz declared that: 

 

Studies in Medieval art, which are currently prospering especially abroad, 

will never get any chance to make real progress if we do not undertake to 

popularise as many works of art as possible – both published and 

unpublished – with the support of modern photographs […] Only when we 

have had some really good reproductions of all the Greek illuminated 

manuscripts preserved in Europe and in Asia will we be able to produce a 

real history of Byzantine illumination. Therefore, I believe that my book 

will turn out to be useful, and I hope to have the opportunity, in the future, 

to publish all the other manuscripts in Venice, Milan, Turin, Padua, Parma, 

Siena, Florence, Palermo, Messina.  

 

Unfortunately, although the book was favourably received by most scholars,40 

Muñoz never managed to fulfil his purpose, since his attention soon turned to other 

fields of research, and his professional life began to change very rapidly. Between 

1909 and 1910, in fact, Muñoz was employed in the Soprintendenza ai Monumenti, 

leaving the academic environment in which he had worked exclusively theretofore. 

Furthermore, in July 1910 Count Stroganoff died in Paris; suddenly, Muñoz lost a 

very important mentor, who had provided a fundamental link to the community of 

Russian scholars. When he was appointed supervisor of the restoration of Santa 

Sabina and Santi Quattro Coronati (1913-14), Muñoz became increasingly involved 

with the conservation of the monumental heritage in Rome. Therefore, he gradually 

distanced himself from Byzantine studies, which had monopolised his attention 

until then, but which, outside academia, were still a neglected field of research in 

Italy. 

On the occasion of Nikodim Kondakov’s eightieth birthday (1924) and death 

(1925),41 Muñoz temporarily turned back to his early interest in Byzantium, and 

wrote a few short contributions in memory of the founding father of Byzantine 

studies in Russia.42 These papers, however, were basically the transcriptions of the 

notes he had taken twenty years before. For example, in the essays published in the 

Byzantion journal (1924) and in the miscellaneous book Studi Bizantini (1925), Muñoz 

essentially revived the information and the photographs that he had gathered in 

Constantinople in 1905-1906.43  

 
40 See e.g. Angelo Silvagni, in Nuovo Bullettino di Archeologia Cristiana, 12, 1906, 187-88; Josef 

Strzygowski, in Byzantinische Zeitschrift, 15, 1906, 420-21. Cfr. anche Josef Strzygowski, 

review of Muñoz, I codici miniati della Biblioteca Chigi, published in Byzantinische Zeitschrift, 

16, 1907, 390. 
41 Foletti, Da Bisanzio alla Santa Russia, 73-84. 
42 See Antonio Muñoz, ‘Raboty N.P. Kondakova i Italiâ’, in Nikodim Pavlovič Kondakov, 1844-

1924. K vos’midesâtiletiû so dnâ roždenijâ, Praha 1924, 19-21; Antonio Muñoz, ‘Le ekphraseis 

nella letteratura bizantina e i loro rapporti con l’arte figurata’, in Recueil d’études dédiées à la 

mémoire de N.P. Kondakov. Archéologie. Histoire de l’art. Études byzantines, Praha 1926, 139-42. 
43 Antonio Muñoz, ‘Alcune osservazioni intorno al Rotulo di Giosuè e agli Ottateuchi 

illustrati’, in Byzantion, 1.2, 1924, 475-83; Muñoz, ‘Tre codici miniati’. 
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Being determined by unplanned circumstances, Muñoz’s return to Byzantine 

studies was short-lived.44 Once he was appointed director of the Ripartizione 

Antichità e Belle Arti del Governatorato (1929/1930), in fact, he devoted himself 

completely to glorifying the splendour of the ‘First Rome’, as required by the 

imperialistic ideals of Fascism. With the paper presented at the Fourth National 

Congress of Roman Studies (IV Congresso Nazionale di Studi Romani, 1935), for 

example, Muñoz denied the existence of a significant Byzantine influence on Italian 

art.45 By emphasising the integrity of the Roman artistic tradition during the Middle 

Ages, he definitively proved himself to be no longer a follower of Strzygowski. Now 

as a successful professional he was one of the most influential authorities in the 

Fascist administration of Rome’s monumental heritage.  

On closer analysis, this change in attitude was probably not a mere 

expression of political opportunism. In fact, even after the fall of Fascism, when his 

fame and fortune began to decline, Muñoz apparently did not turn back to his 

previous opinions.46 Yet, surprisingly, even at the peak of his career as a Fascist 

administrator, Muñoz never really ceased to consider himself as a specialist in 

Byzantine art. On a number of occasions, he proved to be still quite independent 

from the bombast of the official propaganda. The lecture notes of his course on the 

history of Medieval art at the University of Rome,47 for example, give evidence that, 

still in the late 1930s, he was somehow disposed to recognise the prominence of the 

Byzantine influence in the development of Italian visual culture during the Middle 

Ages: ‘The whole country had to bow to that splendid art brought by the Byzantine 

conquerors: it was so rich and majestic, permeated with the spirit of the Orient, and 

yet still classic’. Furthermore, these notes reveal that in those years Muñoz was still 

fascinated by the history of early-Christian and Byzantine illumination. A whole 

series of lectures, in fact, had been dedicated to manuscripts such as the Sinope 

Gospels, the Rabbula Gospels (Florence, Biblioteca Mediceo Laurenziana, Plut. 1.56), 

the Joshua Roll, and especially the ‘magically enchanting’ Rossano Gospels. 

Apparently then, despite his official abjuration of the Strzygowskian approach to art 

history, Muñoz did not repudiate completely his earlier experience as a Byzantinist. 

A final example of this two-sided behaviour is provided by an interesting yet 

disregarded paper, which appeared in the Pan journal in 1934. Although this paper 

was intended for publication in a notoriously pro-Fascist periodical, Muñoz did not 

 
44 In 1927, he participated briefly in the Second International Congress of Byzantine Studies 

in Belgrade. See Antonio Muñoz, ‘Il Congresso Internazionale di Studi Bizantini’, in Nuova 

Antologia, 62, 1927, 248-53. 
45 Antonio Muñoz, ‘L’arte di Roma e l’arte dell’Oriente nel periodo paleo-cristiano e 

medioevale’, in Carlo Galassi Paluzzi, ed., Atti del IV Congresso Nazionale di Studi Romani, 

Roma: Istituto Nazionale di Studi Romani, 1938, 18-25. Recently Bernabò, Ossessioni 

bizantine, 106-7, has defined Muñoz’s behaviour as an ‘apostasy’. 
46 In his review of the Mostra Storica Nazionale della Miniatura (see n. 1), for example, Muñoz 

declared himself to be sceptical about the existence of a significant Byzantine influence on 

Southern Italian illumination. See Antonio Muñoz ‘“Ridon le carte”. La Mostra della 

miniatura a Palazzo Venezia’, in L’Urbe, 17.1, 1954, 3-7; 17.2, 1954, 8-12. 
47 Antonio Muñoz, Monumenti di arte bizantina. Appunti tratti dalle lezioni di Storia dell’Arte 

Medievale tenute nella R. Università di Roma: Facoltà di Lettere e Filosofia, 1937-1938. 
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hesitate to show his appreciation for the art of Byzantium, by recalling nostalgically 

his juvenile trip to Kiev (1911), when he had had the opportunity to admire icons 

and mosaics together with ‘Nicodim Kondakov, the old master of all of us scholars 

of Byzantine art’.48 
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