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Altarpiece [Fr. postantel, retable; Ger. Altar, Altaraufsatz,
Altarbild, Altarretabel, Altarriickwand, Retabel; It. ancona,
dossale, pala (d'allare); Sp. retablo). An image-bearing
structure set on the rear part of the altar (see ALTAR, §II),
abutting the back of the altarblock, or set behind the altar
in such a way as to be visually joined with the altar when
viewed from a distance. It is also sometimes called a
retable, following the medieval term retrotabulun (retabu-
lum, retrotabularinm).

1. Definition. 2. Historical overview.

1. DEFINITION. The altarpiece was never officially
prescribed by the Church, but it did perform a prescribed
function alternatively carried out by a simple inscription
on the altarblock: to declare to which saint or mystery the
altar was dedicated. In fact, the altarpicce did more than
merely identify the altar; its form and content evoked the
mystery or personage whose cult was celebrated at the
altar. This original and lasting function influenced the
many forms taken by the altarpicce throughout ts history.
Since the altarpiece was not prescribed by the Church, its
form varied enormously. For this reason, it is often
impossible, and historically inaccurate, to draw neat dis-
tinctions between the altarpicce and other clements occa-
sionally associated with the altar apparatus. For cxample,
movable statues, often of the Virgin and Child, were
occasionally placed on altars according to ritual needs, and
at those times fulfilled the function of the altarpicce.
Altarpicces also often contained relics, and in those
instances served both as altarpiece and reliquary. Sacra-
ment tabernacles, although often placed on a wall to the
side of the altar, were occasionally placed on or above the
altar and effectively assumed the role of the altarpiece.
The reredos, originally a decorated hanging or screen
behind the altar, was so often associated with the function
of the altarpicce that the term has become an antiquated
alternative to that of altarpiece. Finally, the original asso-
ciation of the Christian altar with the tomb of a saint, and
theologically with the tomb of Christ, sometimes resulted
in the amalgamation of a decorated tomb structure (tra-
ditionally that of 2 saint but eventually also of important
lay figures) with the altarpicce.

Altarpicces adorned both high altars and side altars.
High altars, which sustained the dedication of the entire
church and served the purposes of High Mass, often
carried large altarpicces with claborate programmes. Side
altars served a more private piety and their altarpieces
were often endowed by private individuals. Such altars
could be used by the faithful for extra-liturgical, private
prayer more easily than the altarpicce on high altars, which
were often concealed behind screens separating the choir
from the nave of the church. Private devotional images
often took the form of altarpicces and are frequently
described as such, but they do not strictly belong to that
category except in the relatively rare cases when they
served on consecrated altars.

Altarpiece, §2(i): Origins

Altarpieces were produced in various materials; wood,
stone and metal were all used in the Middle Ages. Metal
altarpicces, of gold or silver, were rarer due to the
preciousness of the materials. Stone was more commonly
used in England and France, although wooden altarpicces,
cither carved or painted, eventually predominated all over
Europe. In the large architectural altarpieces of the Ba-
roque period, stone re-emerged as an important material,
sometimes replaced by stucco. Sculpted altarpicces of
ivory and of terracotta were made in Italy (the latter
coming into conspicuous use in the 15th century), while
alabaster altarpicce production was a speciality of England
(RDK).

2. HISTORICAL OVERVIEW.
(i) Origins. (i) Forms and development.

(i) Origins. The altar, a square block free on all sides,
traditionally stood alone as the primary focus of the church.
In the Early Christian Church nothing was allowed on the
sacred table, or mensa, except for the sacred books and
the instruments (pyx, chalice and paten) necessary for
celebrating the Eucharist. A free-standing ciborium was
one means devised to adorn the simple altar without
violating this rule. By AD 1000, the altar had evolved into
a rectangular form with a more defined front and back
(Bishop, 1918). This development prepared the way for
the appearance, on the rear edge of the altar table, of a
panel decorated with sacred figures: the altarpiece.

There is no agreement among scholars as to the
conditions and factors that led to the appearance of the
altarpicce; sources for its development have been located
in the various kinds of images traditionally associated with
the altar. The most important images in Early Christian
art were placed in the central cupola or apse, and bore an
evident relation to the altar positioned beneath them
(Hager, 1962). Already in the Early Christian period mural
decorations were designed to be seen in direct relation to
altars affixed to the painted walls or to the niche-like
openings in the wall known as arcosolia (Rohault de
Fleury, 1983; Barbier, 1968). Indeed, the development of
the altarpiece has often been seen in relation to the
contemporary proliferation of side altars set against the
wall in this manner. Most scholars, however, would agree
that the later medieval form now known as the altarpiece
evolved not from fixed wall images but from the first
image-bearing objects allowed on to the surface of the
altar.

A crucial development in this history was the practice
of setting relics, traditionally embedded within or under-
neath the altar, in decorated reliquaries on top of the altar
(see RELIQUARY, §II, 2). This practice is documented as
carly as the 9th century in a homily of Pope Leo IV
(reg847-55). Reliquaries in this period served on the one
hand to protect and preserve the relic from exposure and,
on the other, to proclaim in figures, ornament and rich
materials the sacred presence that they hid from view.
Smaller reliquary shrines were placed towards the rear of
the altar. Large ones containing the entire body of a saint
were set cither lengthwise on a block behind the altar or
transversely, with one end resting on the back edge of the
altar and the other on a support set up behind (Bishop).

707



Altarpiece, §2(i): Origins

1. Pontcnst, it copper, 0.57x2.17 m, 12¢h centusy (Pasis, Musée de Cluny)

Another type of reliquary took the form of a statue and
‘wes plcod on the slae oF on & WippOR behind it The
appearance of this new source of imagery on the altar w:

a precedent for the later development of the altarpie

ap ar appara
of imagery on the altar was provided by the decoration,
cither tetile or sculpted, covering the front of the altar-
block and known as the antependium or alar frontal. The
i ot i oapoation o i hirplce s
gular ficld containing 2 row of frontal figures usually
il ke 1n s el bl e s
antependium type (see §(i) (2) below).

“The advent of the altarpiece marks  significant devel-
opment not only in the history of the altar, but also in the
nature and function of the Christian image. The autono-
mous image now assumed a legitmate position at the
centre of Christian worship. Rather than adorning the
outer surface of another sacred object, whether reliquary,
altar frontal o church wall, it now stood in a structure
made for no purpose other than to hold the image up to
iew. A  pact of the s e, e g was sow
an important clement of church architecture in its own
S50 Al sied e o o e it on o7 Wind
the altar accompanied changes in the positions assumed
by priest, deacon and subdeacon while celebrating mass
Untl the 10t geatusy, i was common foc the ebrané

but later he came to stand before the altar, with his back
1o the congreguion.Asbong s the eebrnt cood o e
med that an altarpiece

i e o i gl et T
second, however, e satred sospanclyaver e period
ind the 11th centuries that it cannot be

determined whether the cmms e Al

 consequences of the appearance of the altarpiece.

(i) Forms and development.

() Before <. 1400. Although claims have been made to
document or to date altarpieces th century o 9th,
significant numbers of records of their existence appear
only in the 11th century, and the carlist surviving group.

of any size dates from the 12th century. The basic form
of the carliest known altarpieces is an antependium-like
rectangular panel, usually showing a s
inga central figure of Christ or the Virgin
gold and silver, 1105, with later additions; Venice, S
Marco; see VENICE, fig. 20; Virgin and Child with Saints,
stone, 12th century; Brauweiler, St Nikolaus und Medar-
dus). This basic form was also sometimes given extensions
border of the frame (e.g. Penecost, gt
century; Paris, Mus. Cluny; see fig,1).
In Italy, the altar became a primary setting for painting
d

of Byzantine icons, which were imported in increasing

numbers after the conquest of Constantinople in 1204,

Underth infloenceofthe s of the Viga and of the
ed

e
Virgin and monumental crucifixes, besides being ..scd as
processional images, or hung on church walls or
ercens, were also adapted for use on ltars. Gabled pancl
ina vertical format representing full-length saint flanked
by scenes of his or her life (sometimes called rita retables)
were also popular in 13th-century Tnaly, especially in
endiun sning: (cg Booereomey Berlinghieri's 57
Frund 12 'S Francesco; for illustration see
BuuiNGH i, 2); & Carbarin, 1505, Pise, Mus. N. 5
Matteo). Marian images grew larger and higher (cg.
degli Occhi G, befoe 1260; Sieos, M
2 Duomo; Coppo di Marcovaldo's Madonna. del
orione, 12615 Sena, S S e Servi; see COPPO DI
MARCOVALDO, fig. 1), and eventually also took on the
lnge,vetia, bl format (e Camabue's Suma Tk
Madonna, lorence, Uffizi; Duccio’s Rucella
M, |2x>, Florence, Uffzi; see Duccio, fig.1;
Giotto's Ognissanti Madonna, e. 1310; Florence, Uiz
" Although the carly history of the painted alacpicce in
Taiplo marked by cepesincas it e vasous e O
the most important source for its later development was
the horizontal painted panel, often known as a dossal. It
followcd from the antependium i, with » centl
figare of Christ or the Virgin flanked by figures of s
(e Margarito d'Arezzo’s Virgin and Child with Now




Altarpiece, §2(ii)(a): Forms and development: Before ¢. 1400

Tistament Sienes, . 1285; Monte San Savino, $ Maria di

ighe). Thes soon developed single gabed forms and
i o carved arcades above the fiure rist
with Saints, ¢ Pisa, Mus. N. $ Matteo; Meliore’s
it e 75 i ani Saini 12713 Fownee, Utk
d evolved 2 many-gabled tier
and
ot with Seins, 1980 Perugia, GN. Umbria). The
development of an claborate gabled outer structure en
framing several vertically conccived individual compart-

was probably reatd (0 the enthocos e
the PREDELLA, plike block tha devel-
o wnd v o

; for
, painted for th high
s of Sy b, was 8 acioas madhosion o e
various strains of altarpicce design produced up to that
Taly. It combined the full-length gabled Virgin
type with the horizontal composition comprising  row of
stinsino one st e vsion of st cou.
On thepredlla and on heba maller pancls with
scenes from the Lo e v,,w,m; he Lip of it
el i e
that the Macsti was the first in 2 long series of I
altarpicces 1o be buttressed by an independent structure
cdner von Teuffel, 1979).

D¢ M eaine somatin of i xepton
s the many-dered polypych becme the mosk charac:
{etisic form of the period. Polyprychs were incressingly

, their frames often featuring piers, colonettes,
cusped arches, tracery, pinnacles, crockets and finils,

elabora

structure resembling in detail and spatial principles the
fagades of contemporary full-scale Gothic architecture. In

S Mattco; Virgin and Child with Saints by

5-1419) and Tommaso del Mazza

; Imprones, § Mas; e fig 2). In

northern Europe they were commonly executed in stone,

il g s 1290 S0 Eliabekiehe i
th

Mus
and they waallyshow thenfcnce urhu«»flnha/v
works or of north European stone altarpieces (¢.g. Tom.
maso Pisano’s Virgin and Child with Angels, 133605);
Pisa, S Francesco; Virgin and Child with Saints, ¢.1310;
shel; gl s Jcobellodale Masegne
Coronation of the Virgin, 1388-92; Bologna,

The movable wings made it possible to vary the altarpicce
imagery in accordance with the changing

1331; Oberwescl, Unsere L

be Frau). Most typicall, it

2 Piewo
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Nelland Tommaso del Mazza: Virgin and Child with Saints, 1375

(tempers on pand, Imprunces, § Maria)

s

Nespicee

stonc, 50637 m, ¢ 1320, former Benedicine abbey church,
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Altarpiece, §2(ii)(a)

il o AR paisied e ke (5
Master Bertram’s Grabow Altarpiece, 1383; Hamburg,

erze’s and Melchior Broederlam’s
altarpicce a  of Champmol, 1390-99;
Dijon, Mus. B.-A.

b) c. 1400-c. 1600, In the 15th century there was a
proliferation of aliarpicces, largely the resultof the growing

The endowment of altars and chapels was often the

is reflected in the frequent appearance of
in altarpieces of this perio.
s in the 15th century panel paintis

slapice Hubertand Jan van Eyck's Ghent Alarpice
423-32; Ghent, St Bavo) was the firstand th greaest
‘monument in this tradition. Its apoe
e Lamb s setinto n allencompassing pletoial lluion
including a sweeping landscape, crowds of saints, architec-
wral interiors and even marble sculpture. This altarpicce
represented a world of such llusionistic and iconographic
10 assume the scope and symbolic allusions

thedral (Brand Philip, 1971), and it

for many ambitious painted winged
altarpicces in the Netherlands, including Rogier van der
Weyden's Last Judgement (1443-51; Beaune, Horel-Dieu),
and Hugo van der Goes's Portinar Altarpiece (c.1473-8;

. by contrast,
i e Lt g alarpicce production
e

ted

; for illustration see SCHNITZ
ity of wood-carving achieved
such high levels in this tradition that eventually altarpicces
were made o be displayed without painting or gidin
ilman Riemenschneiders dismembered altarpicce (1490-
92) for St Maria Magdalena, Miinnerstad, is the first
known uncoloured altarpiece of this type. Painting, how
rmany; Matthias Grincwald’s
5; Colmar, Mus. Untelinders e

Isenheim Alirpiece (1

RONEWALD, MATTHIAS, ig.2)
centte, is known primaily for its dramatcally painted
double wing

uchitectonic a

the a arpicce, usually made of
p(d\(hmv\u “wood, s the dorminsat e froen e 1561
and throughout the 16th (see RETABLE, §1). It
oo e G S O
ing the church architecture of the apse (¢.g. Nicold Delli’s
Vi las, . 1445; Saamanes, Ol Cathedeal; igh slar

Forms and development: Before c. 1400

4. Titan: Ascumption o the Virgin, ol on pancl, 69x36m, 1518

(Venice, S Mari Gloriossdei Frar)

by Pedto Bemger, DiegodelsSaa d Juan de
Borgof athedral; high alar, 1504; Toledo
Cathedra).

In 15th-century Italy the polypeych was largely out-
moded by te wified, e pael Tis devloprci
involved changes both in altarpiece construction and
pictorial convention. If the traditional polypiych was a
painted and gilded piece of ecclesiastical furniture, the
new type of altarpiece, known as the pala, was closer 0.2
framed picture. The single, large pancl was now made and
i independently of s e, which, supported by
the predella, was now designed in the style al
architecture, with lhnhm,w\'\qU\m(\uulu”n an caisl
lau. Within the frame,th paining vas
1 t0 & natural or architectural spac and
catiated petocialy s well a5 swuctusaly
This pictorial realm was typicallyinhabited
intly figurcs arranged around the Virgin and Child in




Altarpiece, §2(ii)(b): Forms and development: ¢ 1400z 1600

8 sam: commerions (. Domenico Veaeziaos t Luy
alarpicce, ¢. 1445-7; mai

1CO VENEZIANO, rb
Altarpiece, . 1438-40;

B Foxncmsca's Bren Altapicce, o 1475; Miln, Beea).
In several V altarpieces of this period the frame
B .- ecticczor Soimsoce ino 4 e chapel,
conceived as an extension of the chus
Giovanni Bellini's § Zaccaria Alurpicce,
Zacearia; for illustration see SACRA

oM

ONVERSAZIONE).

gave new dramatic force to narmative subjects (e Leo-
nardo da Vinci's Adoration of the Magi, 1481-3; Florence,
Uffizi; Raphacls Entombment, 1507; Rome, Gal.
Borghesc; Titian's Assunption of the Virgin, 1518; Venice,
§ Maria Gloriosa dei Frari; 4), and prompted an
increased use of narrative scenes as the main subjects of
the altarpiece, which had hitherto more often consisted of
a simple grouping of saintly figures

‘The rise of the single painted panel as

instruments of intercession, altarpieces made under Prot-
estant auspices were conceived as a means of returning to
the Word of God. Reformers preferred that altarpiece
iconography be restricted to subjects wellsuited to the
sacrament celebrated at the alar, such as the Last Supper
(eg. Lucas Cranach IT’s Dessau Altarpicee, 1565; Dessau-
Mildensee, Pasish Church). In their most extreme form,
Protestant altarpicces displayed the actual text from the
Bible instead of images (e.g. altaspiece of 1537; Dinkels-
bl S el Emeatly e Bt coneepion
of the altarpiece found expression in the Kangelaltar, or
pulpit altar, in which the altarpiece litrally became the
place from where the word was preached (eg. Thomas
Maler's Passion aliaspiece, ¢. 1500, altered, overpainted and
anached to pulpic & 1605, Bemeuchen, o Landsberg
Parish Chur

bl s T sumulmcd the
reform of altars. In the interest of clarity and unity,
numerous medieval screens separating the e and high

Th

3

format for altarpieces was of great consequence for the
history of Enropean art. It ncouraged the is of the ar
of

T picture in the following centuries

picture commanding ceremonious attention at the focus
of Christian worship, the Italian pals set a powerful

structural and functional precedent for the easel pictures
hich,

25 works of art in museums (BLI!mg, 1987). The histories

pieces themselves document
B i i it b (1507;
Rome, Gal. Borghese) was taken from its church within a

o this day.

important chang riod. Donatello’s high altar
vith the Ilrgm o o i S (1443-50; Padua,
Santo) and Niccolos Baroncelli’s Cracifixion and Saints
(1450; Ferrara Cathedral) were early examples of the
transposition of the sacra comersagione into bronze sculp-
tare and played an important role in disscminating the
type in north y, both for painted and sculpted
altarpicces. Relicf sculpture, in both terracotta and m:
wasalso commonly used on ltalian altarpieces, for example
Antonio Rossellino’s Niaivity (1470-75; see NAPLES, fig 6)
and Benedetto da Maiano's Anmnciation (1489; both
Naples, S Anna dei Lombardi) and Luca della Robbia’s
Virgn and Chil with 55 Bliseand Jams (e 1465-70;
Pescia, Palazzo

Rlirrece strocrre, made 4 devoaic 3ppS
altar at the twen of the 16th century with Michelang
Pietd(c. 1498-9; Rome, St Peter's) and his. Beuges Madnna
(1503; Bruges, Onze Lieve Vrouwe) and Andrea
Vino's Vign and Child with S/ e (1511-12; Rome, S
Agostino)

“The eligious reforms of the 16th century brought new
attention and some important changes to the form and
function of the altarpicce. In northern Europe, the cffcct
of the Protestant Reformation was to reduce sharply the
‘number of altarpieces produced and to change the nature
of those in existence. Private endowments conc
“good works’ were all but climinated. R:

d as
ather than as

altar from the e
it also worked to regain control over the endowment

 Mleanieo Nl D o5 o e, 164, (Blogr,
S Paclo Niggiors

m



Altarpiece, §2(i)(b):

6. Egid Quirin Asam: Assumption of e Virgin, mi
(Rohr, sbbey church of Mariae Himmelfahr)

ble, 1719-23

and the dedication of side altars, and thereby lso to
gl 1 foca o rooriphyoF thee Alarpicces
“The late medieval profusion of private altars and chapels
gave way to systematically conceived schemes in which all
chapels of llu same church were given the same des
with their altarpicces planned as a cycle through the entire:
huch. Soch were the schemes concivd in 15
s> T Mesil fo the Floreotine churches of
Santn Croce #od § Novella, which were adorned
with abpieces by Ghorgio Ve and bis schoal. A
similar, even more regular scheme was conceived by
Andres Pallcio i the Capuchin Gias  the Venedan
church, Tl Redentore, in the lte 1

0s.

(9 Afterc. 1600. ud\mvmcqu'lhll that character-
ine Ihmqm art brought important changes o altarpie
goece o oo iy e sic St

d designs more oftn tran

I sticton o

Forms and development: ¢. 1400~ . 1600

Bologna, $ Paolo Maggiore; see fig. 5). The conception
could expand to include painting, as in the high altar of
Andrea al Quirinale, Rome, conceived by Gianlorenzo
Bemini ¢ 1660, n which Guglemo Cortese's pining o
the Martyrdom of St Andrew i cartied aloft by a host of
ek e

In such works, the fictitious architecture of the altar-
picce and the architecture of the cl
Rococo churches, partic
integration became so complete as to transform the entite:
church into a fanciful confection, and in such otherworldly
surroundings the miracle revealed at the altar acquires an
unexpected believability (e.g. Assumption of the Virgin,
1719-23; Rohr, abbey church of Mariae Himmelfahr;sce
fig. 6).

“These works fully realize a development already dis-
cernible in the Gothic altarpice. If the altar began as
free block set in the middle of the church architecture, it
was now again a free block, set into the middle of an all-
encompassing altarpicce architecture. The altar, once the
setting for the altarpiece, was now one clement in the
machinery of the altarpiece

and fulfilled in the 19¢th century, the altarpiece was no
Tonger an evolving form but had become a reli, 2 symbol
of a former integration of art in religious life: for example
Ingres's famous altarpiece, the Vo of Lonis X111 (1824;
Montauban Cathedral; e INGRES, JEAN-AUGUSTE-DO.
MINIQUE, ig. 3), i tselfa depiction of an atar surmounted
by a Virgin modelled on the Virgins of Raphael’s altar-
pieces. For Ingres, the painting of an altarpiece was
primarily an occasion to pay homage to the great Renais-
sance painter, and to the idea of artistic perfection in the
service of religion that Raphael represented.

For the Romantics, who found in the Christian fiith a
model for a new cult of nature and of art, the symbolic
charge of the altarpicce format was particularly powerful
When Caspar David Friedrich, in his Cross in the Mountain
(1807.5; Dresden, Gemildega. Neae Mestee), gave 8

ape pa picce,
he did so in order to induce a sacral attirude towards the
subject of his art: it was a devotional image of a new kind.
“The altarpiece format lent an aura of holiness to various
kinds of acsthetic experience throughout the 19th century
and at the end of the century became a favourite device
of the Pre-Raphaclites, who u n various secular
abriel Rossetti's Blessed Danozeh

The design of 20th churches has espoused
values of simpliity and has not contributed significantly
0 the history of the altarpicce. By reinstating a single,
frosamading sl the focu of the ey modern
churche

sing of a single
e made (., Caravaggio’s

win of Loret, 1603; Rome, S Agostino; Alessandro
Nlgardis Entonierof Pope Leo the Groatand At 1646,
Rome, St Peter's; see ALGARDI, ALESSANDRO), fig. 3), but
increasingly architecture was used as the theatrical setting
for the three-dimensional display of the ltarpicce’s subject
in sculpture, as in Algardi's Bebeading of St Panl (1644;

Indeed, the Second Vatican C s e 1\%2, v
a priest should celebrate ad populim, or towards the
congregation, is a return to Early Christian practice and
b gin prechuded he use ofalarpices. The 1000.yezc
history of the
history of art.

making is now a closed episode in the
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Alta Vista. Site of Pre-Columbian culure near Chalchi-
huites, Zacatecas, northern Mexico. It was explored by
Gamio in 1910 and by Kelly in 1971 and 1976. Its

occupation was
ly developed ceremonial
centre that exploited a massive mining complex for
malachite, azurite, hematite, limonite, coloured chert,
galena, cinnabar, rock crystal and other semi-precious
‘materials. More than 800 mines, some of them over 1 km
in exten, have been suveyed (Weigand);they are made
, adits, shafts, t
and external spoil heaps comprised of b i o
residue. Because far more material was produced than
could ave been uwd regionally, there is a strong
argument for central Mexi possibly even
coatrolof th mines by TEGTIHUACAN,
“The ceremonial centre compriss a complex serics of

rom Alta
incised, polished black tripods; fincly
pzlm'cd red-on-brown wares; and small carved Ilpnhn
tems. Only one large stone sculprure, of a skeletized firc-
god (Mexico iy, M. N. Aropol, has been found,
Cerro de Mote
T scjsnt vallys ober sits reated to Al Ve
include Cerro de Moteeuhmama, which may iso have bad
Jie

agricultural hamlets and villages.

“The major finds from Alta Vista are in the Museo
Nacional de Antropologia, Mesico City, and at the Insi-
tuto Nacional de Antropologia e Historia, Guadalupe,
Zacatecas.
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German 19th
sk, which it i archietuc, furniture and other
arts the chara orks from earlier periods,
Copeiallythe 15 and 16th conturcs.

Aledoder [ Aludortlr; Altorfr. German fmilyof pain-
s, draughtsmen, printmakers and architects. The painter
Ui Aldortee /11468-91), who became a R egenburg

Altdorfer and (2) Erhard Altdorfer. The Fzrmly name
undoubtedly detives from one of several towns named
Aledorf in Switzerand and Bavaria, though Alreche

‘The main compound is  square plaza surrounded by a
banquette topped by platforms. On the north side there is
a small pyramid covering a crypt, which conmced thee
high-status burials. Adjacent 0 the plaza is a structure,
once roofed, known 2 the Hallof Columas, which also

contained prestige burials. At an angle to the Hall of

Altdorfer T
him as a ‘painter from Ambe
Hollscn: Gir BIBLIOGRAPHY
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