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FOREWORD 

As great collections of paintings, sculpture, decorativ e arts and prints have been formed 
in the United States of America, whether privately owned or in museums, an awareness of 
the basic importance of drawings has grown in all .of us. It is fitting, th erefore, that we again 
turn to Franc e, a great leader of art throughout the centuries, for study and inspiration. 

In the present exhibition, the second of its kind to come to us in recent years, we have 
a great opportunity to broaden our knowledge of drawings as a whole and of France in par
ticular. Again we owe this exhibition to the extraordinary knowledge and perception of 
Mme Jacqueline Bouchot-Saupique, Conservateur des Dessins of th e Musee du Louvre. Dis
cussing the plans for the exhibition with her and her excellent staff has been a sourc e of the 
greatest stimulus and pleasure to the writer, and I wish here to express my profound grati
tude for their unfailing enthusiasm and understanding. 

Plans for this exhibition could never have been materialized without the effective support 
of M. J. Jaujard, Director General of Arts and Letters; M. J. de Bourbon-Busset, Director 
General of Cultural Relations in the Ministry of Foreign Affairs; M. G. Salles, Director of 
French Museums; M. Ph. Erlanger, Director of L'Association Frarn,aise d'Action Artistique; 
M. P. Donzelot, Director General in the Ministry of National Education, Permanent Repre
sentative of French Universities in the United States; Mme A. Minor, Assistant Cultural 
Attache at the French Embassy in New York; Miss Darthea Speyer, Assistant Cultural Officer 
of the United States Embassy in France, and in the name of all participating museums we 
wish to assure them of our sincerest appreciation. 

Madame Bouchot-Saupique joins me in expressing our deepest gratitude to' the Committee 
and Director of the Louvre who so kindly authorized their Curator of Drawings to agree to 
a very important loan from that institution, and to the private collectors who so generously 
responded to our request for loans. We are also greatly indebted to the following Directors 
and Curators of the lending institutions: M. Malbos, Aix-en-Provence; M. Julien, Albi; 
M. J. Alazard, Algiers; Mlle M. L. Cornillot, Besam,on; Mlle Guillaume, Calais; Miss Agnes 
Mongan, Cambridge, Mass.; M. P. Quarre, Dijon; M. J. Leymarie, Grenoble; M. P. Maurois, 
Lille; M. D. Ternois, Montauban; M. Pitangue and Mlle Vidal, Musee Atger, Montpellier; 
M. J. Claparede, Musee Fabre, Montpellier; Mr. Theodore Rousseau, The Metropolitan 
Museum of Art, New York; Mr. Alfred H. Barr, The Museum of Modern Art, New York; 
Mr. Frederick B. Adams Jr., The Pierpont Morgan Library, New York; Mme P. M. Auzas, 
Orleans; M. J. Porcher and M. J. Vallery-Radot, Bibliotheque Nationale, Paris; M. Gleize, 
Bibliotheque de la Manufacture des Gobelins, Paris; M. Untersteller and Mme Bouleau
Raboud, Ecole Nationale Superieure des Beaux-Arts, Paris; General Leroy, Ecole Polytech
nique, Paris; M. J. Guerin, Musee des Arts Decoratifs, Paris; M. J. Wilhelm, Musee Carna
valet, Paris; M.A. Chamson, Palais des Beaux-Arts de la Ville de Paris; Mlle C. Popovitch, 
Reims; Mlle M. Berthaut, Rennes; M. P. Guillet, Rouen; Mr. J.C. Ebbinge Wubben, Rotter
dam; Mr. Otto Skoeld, Stockholm; Mr. R. Wehrli, Zurich. 

Further thanks are due the Directors and Curators of the participating museums of 
Detroit, Minneapolis and San Francisco for their assistance in organizing the exhibition's 
circuit in the United States. 

CARL O. SCHNIEWIND 
Curator of Prints and Drawings, The Art Institute of Chicago 
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INTRODUCTION 

There is no better ambassador of French thought and feeling than the art of French drawing 
which is appreciated with such discernment by American collectors and scholars. It is true 
that drawing has been the medium through which our artists have most completely ex
pressed the farthest reaches of their personality and with it given truthful testimony of the 
world in which they lived, the time and civilization to which they belonged: a mirror which 
distorts occasionally, when they are drawn by individual temperament into certain excesses 
of artistic style. 

This evocation of French life will not always be realistic in character or true to life. It is 
obvious that this will be most often the case but by no means will it always be so. We shall 
find a resurrection of the religious, philosophical or social trends which have obsessed 
people living in various pedods. And all these form a vast web of inspiration , especially in 
the XVIIth century. 

Since the very nature of drawing is intimate, an exhibition such as this should reflect a 
complete history of taste in its most refined aspect and we shall follow this metamorphosis 
of taste from the XIV th to the XXth century. 

For this second exhibition which we present in the United States, even though it will not 
be shown in the same cities as the one organized in 1952, we have been asked not to include 
drawings which were shown before. We have complied with this request except in three or 
four instances which were indispensable to an understanding of the program followed: for 
instance, an Ingres, a Callot. 

In accordance with the desire expressed by the curators of those museums which will 
display the exhibition and Mr. Carl 0. Schniewind, the eminent expert on drawings at The 
Art Institute of Chicago who is their spokesman, we have gone as far back as the XIIIth 
century, including manuscripts from the Bibliotheque Nationale of Paris, and the subse
quent development of drawing leads us to the very threshold of the XXth century with 
Degas, Seurat and Toulouse-Lautrec. This synopsis, which with 175 drawings must enable 
the characterization of a school so productive and concentrated, calls for great sacrifices. 
Instead of a grand program conceived without limitations, it was necessary to substitute a 
view which had to be balanced in historical time: each century must appear objectively with 
all that it contributes in strength and novelty to its successors. Our object is to demonstrate 
this accumulation of riches from one generation to another and sometimes it has been un
pleasant to have to reject great names and fine works which do not fit into the plan we have 
followed. Therefore, it has not been possible to follow the intention, which at first seemed 
most feasible, to reduc e the number of XIXth century drawings because they are so well 
known in the United States. It is ,this same plan of a balanced presentation (which answers 
to one of the essential virtues of the French character) which has governed this retraction. 

* * * 
As was done in the former exhibition, we have adopted a comprehensive program showing 

the unfailing continuity of this form of French art and it is within this framework that we 
have endeavoured to create the atmosphere which makes possible a more intimate under
standing of the work of art. 
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Drawing, as we have said, permits us to understand the kind of life lived by artists in each 
period and the echo in their works which sounds from the world about them. Much mor e 
than painting, which is subject to certain technical laws, drawing is the intimate, confi
dential utterance of its creator, and informs us as to the situation of the artist in his time. 
As they are works of small dimension which may be enjoyed like some precious object, 
drawings appeal to that class of connoisseurs known as amateurs. It is not a monotonous 
field: in his quest each artist makes use of the technical method which his subject suggests 
to him or which is prompted by fantasy or the inspiration of the moment. There are some 
who have chosen, once and for all, a means of execution answering perfectly to their creative 
ability and they have rarely abandoned it: Ingres and his light pencil line, Seurat and his 
Conte crayon, while Fragonard uses all: wash, sanguine, pencil, pen and water color. 

However, a plastic atmosphere detaches itself from each period. It is not only a matter of 
the way an artist draws, his style, the tendencies which are imposed on him as well as on 
his other contemporaries-technical methods, so to speak; but it rises even more from a 
manner of feeling and seeing which creates between artists who are very different in ex
pression, a subtle family resemblance. 

Could one imagine men more different, for example, than Nicolas Poussin and Claude 
Lorrain? And yet their landscapes executed in wash vibrate with a kind of musical quality 
which closely relates them. The group of artists at the beginning of the XVII th century who 
were influenced by Claude Lorrain was dominated by the movement which obsessed Euro
pean art of that period and is revealed by the present exhibition of mannerists in Amster
dam: Bellange and sometimes even Callot pay tribute to it. 

There are several ways by which we may recognize an artist: whether, in the spontaneity 
of a sketch, we see him in search of some idea with pencil or brush, in some rapid, nervous 
drawing of a detail, in an entire composition, or whether he is trying to study a model so as 
to familiarize himself with it, like Watteau or Degas, the former with more indulgence and 
optimism than the latter. 

It is not certain he will use the sketch. It is dashed off on paper, lightly and carelessly, and 
more than anything else it informs us as to the true temperament of the artist and his mood 
at a particular moment. With the freshness of his improvisation he wishes to preserve the 
memory of some encounter, an effect of light or a landscape. One cannot resist a secret 
predilection for this need for self-expression which imposes itself on the artist with the power 
of necessity. 

However, certain studies-and this is particularly true of the XVIIIth century-while 
they retain the quality of a sketch which is quickly jotted down, are carried to full develop
ment; for instance, certain portraits done in sanguine by Fragonard, like that of the coachman 
in the three-cornered hat (no. 76, pl. 16), casually put down and yet rendered with acute 
graphic power. 

Sometimes, too, drawings are ideas for paintings and are often quite developed, losing in 
spontaneity what they gain in strength and character. It seems that those artists who were 
most influenced by the ancients were particularly drawn to these preparations for large 
canvases: carefully delineat ed compositions based on preconceived plans and sometimes 
supported by three-dimensional studies as is often the case with Poussin and David: the 
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dramatic quality of the Extreme Unction (no. 27) by the former artist and the Belisarius 
(no. 95) by the latter exemplify this. 

The taste for collecting drawings may be traced far back and it is the Jabach collection 
which forms the original nucleus of our department of drawings at the Louvre. It was a 
large group of 5,542 drawings, purchased by Colbert for Louis XIV in 1670. This funda
mental collection was soon enriched by the important contribution represented by the in
heritance of the 2,389 drawings assembled by Charles Le Brun, First Painter to the King, 
who died in 1690. Later the collections formed by Mignard, Coypel and their successors as 
First Painter also came to the royal collections, in accordance with an inherent ruling stated 
in the definition of the post of Painter to the King. 

In the XVIIIth century collecting drawings became fashionable. Prices rose rapidly and 
in the Mariette sale of 1775 were so high that the Crown could acquire only a tenth of the 
items in this great collection. Certain important groups were centered about artists working 
at the end of the XVIII th century and the beginning of the XIX th: Adrien Paris in Besarn;on, 
Fabre in Montpellier, Wicar in Lille. 

The labors of successive curators of the royal collection made possible for the first time 
an exhibition of drawings in Year V of the Republic (1797) and for this a catalogue was 
published. With this event drawings gained a place of importance which they would not 
relinquish in the future. 

The XIX th century witnessed the formation of admirable collections which are still famous 
in our time: those of Jean Gigoux in Besan<1on, His de La Salle; Leon Bonnat (part of whose 
collection was left to Bayonne), Isaac de Camondo and, later, Moreau-Nelaton. In more 
recent times still we have the collections of David-Weill and Carle Dreyfus. Abroad, like
wise, there is the magnificent collection formed by Koenigs in Rotterdam and now in the 
Boymans Museum. In the present exhibition we have drawn frequently upon the collections 
given to the museums of Paris, museums located in the provinces and those abroad. 

After a relative indifference towards drawings, evinced by the public at the beginning of 
the XXth century, every day now witnesses the growth of that group of art lovers who are 
capable of appreciating the pure joy to be found in a taste which may be called one of the 
elegances of the spirit. Are our contemporaries better qualified, perhaps, than their elders 
to value and understand these works of taste and refinement? The knowledge which the 
present generation has of works of art, thanks to numerous exhibitions and publications, is 
assuredly a first step in the direction of such an increased intelligence. 

Every visitor to an exhibition does not become a collector or even an art lover, but he is 
one potentially-and how many collectors have started in just that way! But it is the simple, 
everyday visitor who concerns us and we should offer him what he is searching for: a feast 
for the eyes. 

* * * 

Mr. Carl 0. Schniewind, to whom I wish to express the great pleasure I have had in 
assembling this exhibition with him, also wishes to acknowledge here the debt of gratitude 
which both of us owe to all who have made loans: the private collections, the Bibliotheque 
Nationale and the Ecole des Beaux-Arts, the museums of Paris and of France and those 
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museums in other countries which by their great spirit of understanding made it possible for 
us to assemble this panoramic picture of five and a half centuries of French drawing. 

This exhibition could not have been realized without the consent of the Director General 
of Arts and Letters and the Director of the Museums of France, the valuable and efficient 
help of the Direction des Relations Culturelles au Ministere des Affaires Etrengeres, the 
Association Fran~ise d' Action Artistique, and-for arrangements made in the United States 
-the auspicious efforts of M. Pierre Donzelot, Permanent Representative of French Uni
versities in the United States and Director of the Cultural Service of the French Embassy, 
aided by his collaborator Mme Anne Minor, both of whom have greatly facilitated our task. 
Let us express our gratitude to all of them for having made possible this event for which 
the Comite du Louvre and its Director kindly authorized the Curator of Drawings to agree 
to a very important loan from the Louvre collections. Finally, our acknowledgments are 
tendered also, along with our appreciation, to Miss Darthea Speyer who, at the Embassy of 
the United States in Paris, created an atmosphere for our work which was most favorable to 
the success of the exhibition. 

JACQUELINE BOUCHOT-SAUPIQUE 

Conseroateur des De¥ins, Musee du Louvre 

ABBREVIATIONS USED IN THE BIBLIOGRAPHIES 
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Loan Exhibition Organized by L'Association Fran<;aise d'Action 
Artistique and Circulated by The Smithsonian Institution, 1952-
1953. 

Guiffrey, Marcel: Inventaire general des Dessins du Musee du Louvre et du Musee de 
Versailles-Ecole Franr;aise. Vols. I-IX by Jean Guiffrey and 
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Guiffrey, Marcel, 
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CATALOGUE 
Note: Height precedes width in measurements. 

French School End of the Jean Fouquet Tours, ca. 1420-1481 
Xllth to XIVth Century 

1 LATIN BIBLE 
Initials in color, filigreed or historiated. Rubrics and 
titles. 613 sheets on parchment. 250 x 135 mm (9~ x 
5)4 inches) 

Bibliography: Catalogue General des Manuscrits latins 
de la Bibliotheque Nationale. T.l (1939), no. 179, 
p. 64. 

Cabinet des Manuscrits, Bibliotheque Nationale, Paris 

French School-Paris Third quarter 
of the XIV th Century 

2 PETRARCH-"DE CONFLICTU CURARUM 
SUARUM ... " 

Latin texts by various authors. On folio 93, Epitaph 
for the Dead by Jean de Meung. Miniatures on folios 
1 and 97. 146 sheets on parchment. 300 x 225 mm 
(11% x 8Ys inches) 

Bibliography: Bibliotheque Nationale. Nouvelles acqui
sitions, 1900-1902, p. 24, no. 1821. 

Cabinet des Manuscrits, Bibliotheque Nationale, Paris 

Central French School End of the 

Undoubtedly trained in the school of miniaturists of 
the Due de Berry, he was already a master when he 
did the portrait of Charles VII, painted around 1444. 
He spent some time in Italy, where between 1445 and 
1447, in Rome, he did the portrait of Pope Eugene IV. 
On his return, he settled in Tours, where we know 
that in 1461 he prepared the triumphal entry of Louis 
XI. The period between 1450 and 1460 is that of his 
great masterpieces: the Diptych of Notre-Dame de 
Melun, the portrait of Guillaume Juvenal des Ursins, 
the precious illuminations of the Heures d' Etienne 
Chevalier, Boccaccio, and the Grandes Chroniques de 
France. Between 1461 and 1476, he created Les Anti
quites Juda,ques for Jacques d'Armagnac, grandson of 
the Due de Berry, and left unfinished his last work 
Histoire Romaine de Tite-Livre, commissioned by 
Guillaume d'Harcourt. 

Fouquet did not break with the past: he remained 
the heir of the miniaturists, using their gamut of color, 
their sensitive blend of realism and poetry; but this 
creator of forms outstripped them and dominated the 
epoch by his powerful individuality. He brought to
gether within himself the essential characteristics of 
the genius of our race, and the great French tradition 
began with him. 

XVth Century 4 THE CROSSING OF THE RUBICON 

3 BOOK OF HOURS FOR ROMAN USAGE 
Initials , some in dull gold on colored ground, some 
painted on gold ground, others historiated. Borders. 
Nineteen paintings. 163 sheets on parchment. 165 x 
105 mm (6~ x 4Ys inches) 

Bibliography: Abbe Leroquais. Les Livres d'Heures 
manuscrits de la Bibliotheque Nationale (1927), T. I, 
no. 87, p. 194. 
Catalogue General des Manuscrits latins (1939), T. I, no. 
1374, p. 517. 

"The manuscript is French both as to the calendar 
and the litanies, as well as the handwriting and the 
decoration . The various forms of prayers are written 
in the masculine. The addition relative to St. Benigne, 
folio 143vo, and the painting devoted to him, folio, 144, 
seem to indicate that the Book of Hours was used by a 
Burgundian family." (Abbe Leroquais, op. cit.) 
We find on folio 163vo the name of Thomas Berbizey, 
secretary to Louis XI, and on folio 1, that of his son 
Estienne, Councillor to the Burgundian Parliament, to 
whom this manuscript belonged. 

Cabinet des Manuscrits, Bibliotheque Nationale, Paris 

To the left, in a plain, is massed a large body of cavalry 
preceded by Caesar in gilded armor on a white horse. 
Walking on the waters of the river, a young woman 
advances to meet him, while in the foreground a half
nude genius blows into a long trumpet. 

Border of foliage with figures. In the lower portion 
the text of the manuscript. Water color, gouache, and 
gold on vellum . 445 x 325 mm (177!! x 12~ inches) 

Collections: Crawford of Lakelands, Cork. Yates Thomp
son. Yates Thompson bequest to the Musee du Louvre 
presented by his heirs in 1946. Inventory RF. 29.493 
Bibliography: H. Yates Thompson. Four Photographic 
Facsimiles from Detached Pages of the Fifteenth Century 
Manuscript of "Histoire Ancienne jusqu'il Cesar," Lon
don (1903), pl. IV. Catalogue des manuscrits de la col
lection Yates Thompson, no . 103. F. de Mely. Les Primi
tifs (1913), pp. 233-237, pl. XIII. L. Dimier. Les Pri
mitifs Fran<;ais, Gazette· des Beaux-Arts (1938), T. II, 
no. 8, p. 86. K. G. Perls. J. Fouquet (1940), p. 235, pl. 
CCLXIV. G. Rouches. Bulletin des Musees de France 
(April, 1946), pp . 3-7, fig. 2. P. Wescher. Jean 
Fouquet (1947), p. 46, pl. 35. M. Serullaz. Le Paysage 
dans le dessin fran<;ais, Arts Plastiques (Novembre 1949), 
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p. 442, fig. 228. Grete Ring. La Peinture frani;aise au 
XV• siecle (1949), no. 132, p. 214. 
Exhibitions: Primitifs Fran<;ais. Paris (1904), no. 354. 
Chefs-d'oeuvre de la Peinture au Louvre, Paris, Petit Pa
lais (1946), no. 8. Le Dessin frani;ais de Fouquet a Ce
zanne. Paris (1949-1950), no. 5, pl. I. French Drawings 
from Fouquet to Gauguin. London (1952), no. 62. French 
Drawings. U.S.A. (1952-1953), no. 2, pl. 3. 

This drawing, as well as the following one, was de
signed to illustrate an Histoire Ancienne jusqu'a Cesar 
et Faits des Romains. 

In 1891, the British collector H. Yates Thompson 
acquired four miniatures by Fouquet for this work; 
subsequently, two of these miniatures were given to 
the Louvre: Le Couronnement d'Alexandre by Maurice 
Fenaille in 1912, and La Bataille de Cannes by the 
Societe des Amis du Louvre in 1921. Finally, through 
the Yates Thompson bequest, the Crossing of the Rubi
con and the Flight of Pompey were turned over to the 
Louvre, thus completing this invaluable collection. 

The breadth and luminosity of the landscape in the 
Crossing of the Rubicon make this drawing the point of 
departure for the history of landscape in France. The 
antique character of the genius with the trumpet goes 
back, no doubt, to Fouquet's recollections of his trip 
to Rome. The woman walking on the waters is an alle
gorical representation either of the city of Rome or of 
Fortune, to whom, according to Lucian, Caesar con
fided his destiny after crossing the river. 

Musee du Louvre 

5 FLIGHT OF POMPEY AFTER THE BATTLE 
OF PHARSALUS 

Pompey, in gilded armor on his white horse, is fleeing 
towards the left, in a wooded plain bordered, in the 
foreground, by a stream. 
Border of foliage with figures. In the lower portion, the 
text of the manuscript. Water color, gouache and gold 
on vellum. 440 x 325 mm (17% x 12:li inches) 

Collections: See preceding number. Inventory RF 29 .494. 
Bibliography: H. Yates Thompson. Four Photographic 
Facsimiles ... , London (1903), pl. 10. Catalogue des 
manuscrits de la collection Yates Thompson, no. 104. 
K. G. Perls. Fouquet (1940), pl. CCLXV. G. Rouches. 
Bulletin des Musees de France (April 1946), pp. 3-7, 
fig. 1. Grete Ring. La Peinture frani;aise au XV• siecle 
(1949), no. 132, p. 214. 
Exhibitions: Primitifs frani;ais. Paris (1904), no. 354. 
Dessinsfran<;ais du Louvre. Berne (1948), no. 4. French 
Drawings from Fouquet to Gauguin. London (1952), 
no. 61. 

The miniatures illustrating L'Histoire ancienne jusqu'a 
Cesar . .. are representative of Fouquet's mature style, 
and appear to have been done between 1460 and 1476. 

Musee du Louvre 
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Jean Bourdichon Ca. 1457-1521 

Two years before the death of Fouquet, whose heir he 
shows himself to be, Bourdichon settled in Tours and 
worked for Louis XI and Queen Charlotte of Savoy. 
From 1484 on, he is mentioned as peintre du roi. He 
had a hand in works of all kinds: designs for reliquaries, . 
drawing up a map of Caudebec, molding the death 
mask of St. Frarn;ois de Paule ... He remained in favor 
under the reign of Frani;ois I; a year before his death 
he was commissioned to do the decoration of the Tentes 
du Camp du Drap d'Or. The great work of his maturity, 
in which his style, freeing itself of its veneration of 
Fouquet, takes on new and personal accents, is repre
sented by the fifty-one paintings of the Grandes Heures 
d'Anne de Bretagne, commissioned around 1500 and 
completed in 1507, authenticated by a written order 
of Queen Anne's, dated March 14, 1507. 

6 THE FOUR STATIONS OF HUMANITY (Pl. 1) 
a. Primitive Man 
b. The Poor Man 
c. The Artisan 
d. The Rich Man 

Miniature with highlights of gold on vellum. Each 
170 x 135 mm (6% x SU inches) 

Collections: Delaherche and Jean Masson collections. 
Gift of J. Masson to the Ecole des Beaux-Arts in 1926. 
Bibliography: Bonnaffe. Le Meuble en France (1887), 
p. 251 (repr), and p. 239. II. Bouchot. L'Exposition des 
primitifs frani;ais (1904), pl. XCV. P. Wescher. Jean 
Fouquet (1947), pp. 88- 89, pl. 73-76. Grete Ring. 
La Peinture fran<;aise du XV• siecle (1949), no. 321 A, 
pl. 151-154. 
Exhibitions: Primitifs franr;ais. Paris (1904), no. 125. 
Donation]. Masson. Paris, Ecole des Beaux-Arts (1927), 
no. 49. Art fran<;ais ancien XII•-XVII• siecles. Paris, 
Ecole des Beaux-Arts (1936), no. 193. L'Art graphique 
au moyen-age, Paris, .Ecole des Beaux-Arts (1953), no. 
36. 

These four miniatures, which figure among the best 
works of Bourdichon, were done around 1490. The 
influence of Fouquet is undeniable: as H. Bouchot 
points out, Primitive Man recalls the Heures d'Etienne 
Chevalier, notably in Paul on the Road to Damascus and 
the Martyrdom of Saint Apollin .a. The woman suckling 
her child is very close to the Virgin which Fouquet 
placed at the head of the Heures. On the other hand, 
these miniatures are the direct forerunners of the 
Heures de Bretagne by Bourdichon, commissioned by 
Queen Anne of Brittany. 

Ecole Nationale Superieure des Beaux-Arts, Paris 

French School Last quarter 
of the XV th Century 



7 THE TROJAN WAR 
From left to right, four scenes: 
Penthesilia, Queen of the Amazons, asking to fight the 
Greeks as she kneels before Priam outside the walls of 
Troy; 

Followed by her Amazons and some deserters who se 
courage she has revived, Penthesilia, on her white 
horse, brandishes her heavy sword and sows disorder 
among the Greeks; 

Pyrrhu s, in his tent, dressing for battle; his armor 
is buckled on, his spurs attached, his lance handed to 
him; 

A later battle in which Pyrrhus and Penthesilia 
appear. 
Pen, brown wash, and water color on white paper. 
305 x 571 mm (12 x 22~ inches) 

Collections: Gutbier Collection. Acquired by the Musee 
du Louvre in 1899. Inventory RF .2145. 
Bibliography: Paul Schumann. Der Trojanische Krieg 
(1898), Dresden. J. Guiffrey. La Guerre de Troie Revue 
de ['Art Ancien et Moderne (1899), pp. 205-212, pp. 
503-516. P. Lavallee. Le Dessin fran~ais (1948), p. 16. 
Exhibitions: French Art. London (1932), no. 13 (Com
mem. cat. no. 538, p. 120). Dessins fran~is du Louvre. 
Brussels (1936- 37), no. 5, pl. V. 

This drawing is the sixth in a series of eight in the 
Louvre, devoted to the illustration of an account of the 
Trojan War. They are the work of an artist working in 
the North, between 1480 and 1500, under Flemish in
fluence. The decorative conception of these drawings 
and the presentation in rows of human figures indi
cated with certainty that they were done as cartoons 
for tapestries. 

The Victoria and Albert Museum in London owns a 
very important tapestry from the Chateau de Bayard, 
near Grenoble, which reproduces three out of four of 
the scenes in this drawing; only the battle on the right 
does not appear. This series of cartoons was undoubt
edly inspired by the great poem of Benoit de Saint
More, Le Roman de Troie. 

Musee du Louvre 

Anonymous Lecurieux Second half 
of the XVIth Century 

The sixteenth century in France is marked by a strong 
predilection for portraits in chalk, a genre in which 
Jean Clouet,peintreordinaire to Fram;ois I, was to excel. 
His works, for the most part pres erved at Chantilly, 
show real mastery and a fine sense of human char
acter. The tradition of Clouet was maintained to the 
end of the century through his son Fran<;ois, who suc 
ceeded to his father's post in 1541, and by his pupils, 
among them Jean Decourt, subtle portraitist of Mary 
Stuart, and the Master I.D.C., who is admired for his 
skill in shading and his penetrating psychological in-

sight. More than thirty fine portraits m the Biblio
theque Nationale, formerly attributed to Fran<;ois 
Clouet, are in actuaiity the work of a very gifted artist 
working between 1550 and 1590, under the rei gns of 
Henri II and his sons. The name of Lecuri eux has been 
given to this anonymous artist by Louis Dimier, after 
the name of the collector, from whom, in 1825, the 
Bibliotheque Nationale bought the collection contain
ing these drawings. 

8 PORTRAIT OF PHILIP STROZZI 
Bust, thr ee quarters to the left, a pearl in his ear. 
Black and red crayon. 349 x 246 mm (13%: x 9% inches) 
Annotated in upper part: "Strozzi." Date "1577," rec
tified: "1567." In the lower part, a recent annotation: 
"Pierre Strozzi, marechal de France en 1554." 

Collections: Collection acquired in 1825 from Lecurieux 
by the Cabinet des Estampes, folio 17. 
Bibliography: Henri Bouchot. Les Portraits au crayon 
XVI•-XVII• siecle (1884), pp. 44 and 240. Louis Dimier. 
Histoire de la Peinture de Portrait en France au XVI• 
siecle (1925), T. II, no. 654, p. 159. Etienne Moreau
Nelaton. Les Clouet et leurs emules (1924), T. III, no. 
424, p. 82, repr. T. II, fig. 264. 
Exhibitions: Portraits peints et dessines XIII•-XVII•. 
Paris, Bibliotheque Nationale (1907), no. 209, repr. 
p. 118 (attributed to Franc;ois Clouet). Ronsard. Paris, 
Bibliotheque Nationale (1925), no . 414. 

The third bearer of the name Philip Strozzi was born 
in Venice in 1541; seigneur of Epernay and Bressuire, 
Colonel-General of the French Infantry, he took part in 
the battles of Saint-Denis, Jarnac and Moncontour 
before being killed in the Azores expedition on July 26, 
1582. His friend Brantome described Philip Strozzi as 
having a face that was "almost savage, frowning and 
dark." 

We owe the identification of this portrait to H. 
Bouchot. The Musee Bonnat in Bayonne has another 
chalk portrait of the same subject at a more advanced 
age. (Cf. Moreau-Nelaton, op. cit., fig. 353.) 

Cabinet des Estampes, Bibliotheque Nationale, Paris 

9 PORTRAIT, PRESUMABLY OF 
MADEMOISELLE DE CHATEAUNEUF 

Bust, three quarters to the left, wearing a plumed cap. 
Black and red crayon. 340 x 228 mm (13% x 9 inches) 
Color annotations in the plumage: "vert, blaut, blu, 
vert, blanc." 

Collections: Collection acquired in 1825 from Lecurieux 
by the Cabinet des Estampes, folio 29. 
Bibliography: Henri Bouchot. Les Portraits au crayon 
XVI •-XVII • siecle (1884), Pari s, p. 266. Henri Bouchot. 
Les Femmes de Brantome (1890) . Louis Dimier. Histoire 
de la Peinture de Portrait en France au XVI• siecle (1925), 
T. II, no. 671, p. 162. Etienne Moreau-Nelaton. Les 
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Clouet et leurs emules (1924), T. III, no. 316, p. 74 and 
repr. fig. 263, T. II. 

Exhibitions: Portraits peints et dessines XIII•-XVII•, 
Paris, Bibliotheque Nationale (1907), no. 206, p. ll5. 
The identification has been suggested by H. Bouchot. 
Daughter of Jean de Rieux and Beatrix de Joncheres, 
the latter known as "la belle Chateauneuf," was lady
in-waiting to Catherine de' Medici, when she attracted 
the attention of Henri II, then Duke of Anjou, and 
became his favorite. Replaced in the royal affections by 
Marie de Cleves, she married first the Florentine Anti
notti, and later Philippe Altoviti, Baron of Castellane. 
This portrait is of particular interest because of the 
notes in the artist's handwriting indicating the different 
colors in the headdress. 

A sonnet by Desportes tells us that a portrait of "la 
belle Chateauneuf" was done by Jean de Court around 
1574. 

Cabinet des Estampes, Bibliotheque Nationale, Paris 

Bollery Second half of the XVIth Century 

On two drawings of a series owned by the Louvre, and 
representing the episodes of the Tournament of Sandri
court, we find the signature "Baullery." 

Two artists by this name are known: Jerome, who 
was still living in 1597, and Nicolas, who was born 
around 1565 and died in 1630. According to Pierre 
Lavallee, Nicolas is the creator of these drawings; ac
cording to Louis Dimier, and this opinion seems to find 
confirmation, it is to Jerome, whose portrayals of ca
rousals and tournaments are so admired by Van 
Marder, that we must credit this series. 

10 THE TOURNAMENT OF SANDRICOURT 
(Pl. 5) 

Black crayon, bistre wash with highlights of gouache 
on ivory paper. 335 x 535 mm (13Ys x 21 inches). A 
band in the lower portion bears the following inscrip
tion in pen: "no. 5 Tournois de Sandricourt. Combat a 
outrance des deux chevaliers Leboeuf et de Mai en la 
forest devoilable. Le XX septembre 1493 du regne de 
Charles VIII." 
Collections: de Banne collection . Ancien fonds du Cabi
net du Roi, Inventory no. 23.707. 
Bibliography: Guiffrey and Marcel. T. I (1906), no. 
212, p. 48, repr. P. Marcel and J. Guiffrey. Une illustra
tion du Pas des Armes de Sandricourt par Jerome ou Ni
colas Bollery. Gazette des Beaux-Arts (1907), I, pp. 
277-288. P. Lavallee. Le Dessin fran,;ais du XII• au XVI• 
siecle (1930), no. 83, p. ll4, pl. LXV. P. Lavallee. Le 
Dessinfran,;ais (1948), p. 25. 
Exhibitions: French Art. London (1932), no. 638 (Com
mem. cat. no. 549). Dessinsfran,;ais du Louvre. Brussels 
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(1936-37), no. 12. Het Franse Landschap. Amsterdam 
(1951), no. 144. French Drawings from Fouquet to Gau
guin. London (1952), no. 5. 
The Tournament of Sandricourt, one of the most fa. 
mous of the late XV th century, was given in September 
1493 by Louis d'Hedouville, squire of the stables in the 
service of the King, at his chateau at Sandricourt near 
Pontoise. A contemporary account exists, at least two 
manuscript copies of which are known (Bibliotheque 
Nationale, Manuscritsfran,;ais, 1463; and Arsenal, His
toire Fran,;aise, 269-2); and two printed ones (Biblio
theque Nationale), all ornamented with miniatures; the 
drawings of Bollery do not stem from any of the se 
miniatures, but it is quite possible that there exist other 
illustrated accounts of this tourney from which Bol
lery, a century later took his inspiration. In this series 
by Bollery, preserved in the Louvre, mention must be 
made of the quality of the landscapes which recall the 
Flemish training of the Bollerys and the style of Paul 
Bril. 

Musee du Louvre 

Antoine Caron 1521-1599 

Born in Beauvais, Caron started in the Fontainebleau 
group and worked under the direction of Primaticcio 
and Niccolo dell'Abbate. As a painter attached to the 
Court, he had a hand in the decorations for fetes, the 
entry of Charles IX into Paris, the entry of the Poles 
in 1573, as well as the marriage of the Due de Joyeuse 
in 1581. In the drawing series of Artemisia and the 
History of the Kings, dedicated to Catherine de' Medici, 
he is the apologist for the reigns of the Valois. Through 
the erudite allegories which reveal a literary spirit al
lied to that of the Pleiade, we discover in the works of 
Caron contemporary allusions and an echo of the re
ligious passions which agitated those troubled times. 
The research of modern scholars has brought out the 
historical and artistic importance of this master, whose 
work has its place in the great international current of 
mannerism. 

11 DOUBLE PORTRAIT OF HENRI II AND 
CATHERINE DE' MEDICI (Pl. 4) 

Pen, bistre wash and India ink, with white highlights 
over black crayon. 245 x 565 mm (9% x 22Ji inches) 
Both heads, in pen, on separate pieces of paper, 
mounted on the drawing. 

Collections: Part of a collection of 16 drawings of the 
same series. Acquired in England by Maurice Fenaille. 
Given in his name to the Musee du Louvre in 1948. 
Bibliography: Jules Guiffrey. Les Dessins de l'Histoire 
des Rois de France par Nicolas Houel (1920), p. 30, pl. 
XVIII. M. Fenaille. Etat General des Tapisseries de la 
Manufacture des Gobelins (1923), T. I, pp. 109-llO. 



Gustave Lebel. Notes sur Antoine Caron et son oeuvre, 
Bulletin de la Societe de l'Histoire de L'Art Fran~is 
(1940), pp. 7-34. P. Lavallee. Le Dessinfran~is (1948), 
p. 24. J. Ehrmann . Antoine Caron (1955), pp. 34--35, 
pl. xv. 
Exhibitions: Donations et Acquisitions du Cabinet des 
Dessins, Paris, Louvre (1955), no. 4. 

The drawings of the Artemisia series and those for 
L' Histoire des Rois de France, of which this double por
trait is a part, were commissioned by Nicolas Houel, 
botanist, literary scholar and patron of the arts, and 
offered by him to Catherine de' Medici. The manuscript 
of the booklet has not been found, but 27 drawings 
have been pre served; preceded by a dedicatory frontis
piece to Catherine de' Medici, they illustrate the reigns 
of Fran<,ois I and his successors to Charles IX. The 
attribution of these drawings to Caron, made by Jules 
Guiffrey, has been accepted, in particular by Maurice 
Fenaille, Gustave Lebel, and M. J. Ehrmann. 

Musee du Louvre 

Ambroise Dubois 
Antwerp, 1543-Fontainebleau, 1614 

Of Flemish origin, originally named Bosschaert, he 
came to France at an early age, where he received his 
training. More works of his hand survive than by any 
other artist of the second school of Fontainebleau. At 
Fontainebleau, in the Theogene et Chariclee room, he 
depicted episodes from that Greek romance which 
had been translated by Amyot . He also worked at the 
Louvre and at Saint-Germain. 

The undulating rhythm of his compositions and the 
elongated forms of his figures ally him to the creations 
of a Martin de Vos or a Spranger, but his clarity and 
grace strike a very French note. 

12 SOPHRONIA BEFORE ALADDIN 
Black crayon, bistre wash and highlights of gouache on 
bistre paper. 244 x 310 mm (9% x 12:Ys inches) . At bot
tom right, former attribution "Parmesan." 

Collections: Chennevieres and Jean Masson collection. 
Gift of J. Masson to the Ecole des Beaux-Arts in 1926. 
Bibliography: L. Dimier. Histoire de la Peinture fran
i;aise des origines au retour de Vouet (1925), p. 80. P. 
Lavall ee. Le dessin frani;ais du XIII • au XVI• siecle 
(1930), p. 44. J. Adhemar. Le Dessin frani;ais au XVI • 
siecle (1954), pp. 8, 90 (repr.) and 138. 
Exhibitions: Donation Jean Masson. Paris, Ecole des 
Beaux-Arts (1927), no. 208. French Art. London 
(1932), no . 644 (Commem. cat. no. 558). Artfrani;ais 
ancien, XII •-XVII• siecle. Paris, Ecole des Beaux-Arts 
(1936), no. 36. 

The subj ect is taken from an episode in Jerusalem De
livered. Sophronia confesses to Aladdin that she has 

stolen from the mosque the figure of the Virgin. Study 
for a painting in the Cabinet de la Reine of the Louvre. 
Dubois had painted two pictures for this room, col
laborating with Honnet, Bunel, and Dumee (cf. Feli
bien, Entretiens sur la vie et les ouvrages des peintres, 
second edition, 1696, T. I. pp. 713-14). According to 
J. Adhemar (op. cit.) this drawing represents one of 
the last episodes of the Histoire de Theogene et Chari
clee: Chariclee before the King of Ethiopia, perhaps a 
first draft for the decoration of Saint-Germain. 

Ecole Nationale Superieure des Beaux-Arts, Paris 

Pierre Dumonstier 1545?-1610? 

At the end of the century, the dynasty of the Du
monstiers brought to the art of portraiture a new im
pulse; if their work lacks the psychological acuity of 
the Clouets, it is attractive for its vivid, expressive 
character, and for the infinity of nuances which they 
added to the painter's palette. 

Son of Geoffroy, decorator of Fontainebleau under 
the direction of Rosso, Pierre, like his brother Etienne, 
was a painter and valet de chambre to Catherine de' 
Medici. In 1570 he accompanied Etienne to the Court 
of Vienna; both of them are shown in a famous draw
ing made by Pierre at this time, now in the Hermitage 
Museum. He produced 65 works, of which the earliest 
date from around 1565. 

13 PORTRAIT OF MAXIMILIEN DE BETHUNE, 
DUC DE SULLY 

Bust, three quarters to the right. Black and red crayon. 
234 x 186 mm (9U x 7U inches) 

Collections: Bibliotheque Sainte-Genevieve. Transferred 
to the Cabinet des Estampes in 1861. 
Bibliography: Henri Bouchot. Les Portraits au crayon 
XVI•-XVII• siecle (1884), p. 240. Louis Dimier. His
toire de la Peinture de Portraits en France au XVI • 
siecle (1925), T. II, p. 210, no. 838. Etienne Moreau
Nelaton. Les Clouet et leurs emules (1924), T. III, no. 
426, p. 83, repr. T. I, fig. 96. 
Exhibitions: Portraits peints et dessines XIII•-XVII• siecle. 
Paris, Biblotheque Nationale (1907), no. 330. 

Maximilien de Bethune, the first of his name, Due de 
Sully, peer of France, Grand-ma£tre de l'artillerie, mar
shal of France, was born in the chateau of Rosny in 
1599 and died in the chateau of Villebon on Decem
ber 21, 1641. 

This portrait , like the full -length one of the same 
subject, was done around 1592 (Dimier, op. cit., no. 
837, pl. 60). Benjamin Foulon was inspired by this 
portrait for a drawing (Moreau-Nelaton, op. cit., fig. 
llll). 

Cabinet des Estampes, Bibliotheque Nationale, Paris 
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Toussaint Dubreuil Paris, 1561-1602 Daniel Dumonstier 1574-1646 

His was th e most important contribution of the second 
schoo l ofFontainebleau .. A pupil of the elder Freminet, 
he was commissioned to do important decorations at 
Fontainebleau from 1588 on, then during the reign of 
Henri IV in the gallery of the Louvre and at the Cha
teau Neuf of Saint-Germain, where he painted no less 
than seventy-eight pictures. If almo st all the paintings 
hav e disappeared tod ay, th ere happily remain the 
drawings, whose quality suffices to indicate the top 
place Dubreuil held in the second h alf of the century. 
Th ese drawings show an evolution from the studies of 
youth, painstakingly executed in pen, to the pale gold
en and transparent washes of h.is maturity. In these, 
an ingenuous feeling for antiqui ty, the balance of the 
composit ion and the density of the forms, suggest a 
breaking away from mannerism, and anticipate Pous
sin. 

Dubreuil died at the age of forty-one, due to a rid
ing accident. 

14 APOLLO AND DIANA 
To th e left, at the edge of a rocky promontory, a young 
woman is leading a man, holding a lon g staff, and is 
pointing toward the foot of a precipice. At lower left 
two people are hiding in a cave. 

Pen and bistre wash over a black crayon sketch. 
231 x 345 mm (9 x 13Yz inches) 

Collections: Desneux-Delanoue and Jabach collections. 
Ancien fonds du Cabinet du Roi . In ven tory 26.260 
Bwliography: Guiffrey and Marcel. T. I (1909), no. 
3683, repr. L. Dimier. Les Origines de la peinture fran
t,;aise, Les Arts (1905), no. 46, p. 23, repr. L. Dimier. 
Critique et controverse (1909), p. 41. E. Fenaille. Etat 
general des Tapisseries de la Manufacture des Gobelins, 
Les Ateliers Parisiens au XVII• siecle, Iere partie (1923), 
pp. 230-240. P. Lavallee. Le Dessin frant,;ais du XIII• 
au XVI• siecle (1930), no. 89, p. 117 and pl. LXVIII. 
P. Lavallee . Le Dessin frant,;ais (1948), p. 24. 
Exhibitions: French Art. London (1932), no. 645 
(Commem. cat. no. 559, p. 126) . French Drawings. 
U. S. A. (1952-53), no. 19. 

Tou ssaint -Dubreuil is the creator of the cartoons for 
the famous series of tapestries of the Story of Diana. 
One of these represents the same subjec t as thi s draw
ing: Diana and Apollo on a Rock . On the other hand, 
P. Lavall ee points ont that a painting by Dubreuil of 
this subject existed in the gallery of the Chateau Neuf 
in Saint-Germain-en-Laye (cf. Bailly, Inventaire des 
Tableaux du Roi, Editions En gera nd, no. 16, p. 288). 

Musee du Louvre 
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Son of Cosme and grandson of Geoffroy, he was in hi s 
time the most famous of the Dumon stiers. His con
temporari es prized in him the arti st, the scho lar, th e 
bibliophile, and the epigrammatist. A friend of Mal
herbe, in touch with the Provem;al scholar Peiresc, 
greatly praised by Felibien and Mariette, he has left us 
a considerable number of very colorful portraits im
bued with flavor and spirit, which brin g to life the 
most illu strious persons of the courts of Henri IV and 
Loui s XIII. He knew also how to convey the intelli
gen t and melancholy finesse of certain exceptional be
in gs, as in th e portrait of the hi stori an de Thou , ex
hibited here. 

15 PORTRAIT OF PRESIDENT DE THOU (Pl. 3) 
Black and red crayon with touches of pastel on chalk
whitened paper. 532 x 348 mm (21 x 13% inches). In 
the upp er part, in capitals: "LE PRESIDENT DE 
THOU QUI A FAIT L'HISTOIRE." 

Collections: De Bethune and Baron de Schwitzer col
lection s. Acquired in 1883 by the Musee du Louvre . 
Invent ory RF. 1.428. 
Bibl iography: Both de Tauzia. Deuxieme notice supple
mentaire (1888), no. 2092. Guiffrey and Marcel. T. V., 
no . 3802, repr. E. Moreau-Nelaton. Les Clouet et leurs 
emules (1924), T. III, no. 140, p. 121. 
Exhibitions: Dessins frant,;ais du Louvre. Bern e (1948), 
no.10. 

Jacques Auguste de Thou (1553-1617), high magis
trate to Kings Henri III and Henri IV and the Regent 
Marie de' Medici, was the author of memoirs and a 
work of contemporary history:]. A. Thuani historia sui 
tempori. 

Musee du Louvre 

Lagneau Early XVIIth Century 

Lagneau , who seems to have lived in the country, ex
presses the popular and satiric spirit of the early years 
of his century. Practically nothing is known about his 
life, but his portrait drawings enable us to place him 
approximately during the reign of Henri IV. We are 
looking forward with grea t interest to the publication 
of a study which F. G. Pariset has devoted to this ar
ti st. Lagneau' s drawings are not court portrait s. As P. 
Lavallee writes, "thanks to their provin cial and pop
ular character, th ey have preserved for us in a lively 
and often amusing manner the memory of a social 
class of which we would know ne xt to nothing, were 
it not for these drawings." For thi s reason, they are 
invaluable hi storic al documents as well as drawings of 
exceptional quality and outspoken realism. The diver
sity in style of some of these drawings has justified the 
suggestion that they may have been done by several 
artists, either members of one family or merely work-



ing in the same studio. In their candid manner, they 
exemplify the permanence of a state of mind which 
may well be qualified as typically French. 

16 HEAD OF OLD WOMAN, GRINNING 
Black, red and white crayon and estompe on tan pa
per. 205 x 155 mm (8 x 67'2 inches) 

Private Collection, Paris 

Jacques de Bellange 
Early XVIIth Century 

Etcher, draftsman and painter, Jacques de Bellange 
seems to combine mannerist and baroque tendencies, 
and that no doubt is the reason why his work appeals 
so greatly to our modern taste. F. G. Pariset, the pres
ent day authority on the artist, sees in his work a con
tinuation of the mannerist tradition. Bellange worked 
in Nancy between 1600 and 1617. Although his 
baroque approach heralds the art of Callot, it may also 
be said that the elongated forms and elegance of his 
figures forecast certain types of Watteau. 

17 THE THREE GRACES 
Pen and bistre wash over heavy lines of black crayon. 
220 x 158 mm (8% x 6.Ya inches) 

Collections: Henri Regnault. Acquired by the Algiers 
Museum in 1951. 
Bibliography: F. G. Pariset. Dessins de Jacques de Bel
lange. Critica d'Arte, no. 5 (1950), p. 341, repr. p. 351, 
pl. 300. F. G. Pariset. Les Troix Graces de Jacques de 
Bellange au Musee National des Beaux-Arts d'Alger. 
Etudes d' Art publiees par le Musee National des Beaux
Arts d'Alger, no. 7 (1952), pp. 97-105, fig. I. 

F. G. Pariset believes that this drawing may be dated 
around 1600 and that its composition was based on an 
ancient Roman bas-relief which inspired a great many 
XVIth Century paintings, sculptures and engravings, 
such as, for instance, Marcantonio's engraving of 
1553. But, as Pariset points out, the interpretation is 
free and shows significant innovations. He further 
compares this drawing with two other studies by the 
artist, an Allegory, dated 1607, in the Louvre, and an 
Allegorical Figure in the Berlin Museum (Pariset, op. 
cit., fig. 2) 

Musee National des Beaux-Arts, Algiers 

18 A COOK'S HELPER HOLDING A ROOSTER 
Pen and ink. 244 x 164 mm (9% x 67'2 inches) 

Bibliography: F. G. Pariset. Dessins de Jacques de Bel
lange. Critica d'Arte, no. 5 (1950), pp. 345-346, fig. 293. 
F. G. Pariset. Georges Lallemant, emule de Jacques Bel
lange. Gazette des Beaux-Arts (July 1954), p. 306, repr. 
p. 308, fig. 12. 

Bellange's vagabonds, notes Pariset, are the ancestors 
of Callot's. He also comments on the obvious simi-

larity in technique and style of this drawing and that 
of a beggar, also in pen, in the Besan~on Museum. 

Cabinet des Estampes, Bibliotheque Nationale, Paris 

19 YOUNG WOMAN WITH A ROSE or THE 
SENSE OF SMELL 

Red crayon. 275 x 198 mm (10.Ya x 7'U. inches) 
Collections: Jean Masson (stamp in lower left). Given 
by J. Masson to the Ecole des Beaux-Arts in 1926. 
Inventory no. M. 791 

Bibliography: P. Lavallee. Le Dessinfrant;ais du XIII• au 
XVI• siecle. Paris (1930), p. 123, no. 97, pl. LXXIV. 
P. Lavallee. Le Dessin frant;ais. Paris (1948), p. 29. 
Exhibitions: Premiere exposition de la donation J. Masson 
a ['Ecole des Beaux-Arts (1927), no. 157. French Art. 
London (1932), no. 649 (Commem. Cat. no. 571). 
Chefs-d'oeuvre de l'Artfrant;ais. Paris (1937), no. 464. 
French Drawings from Fouquet to Gauguin. London 
(1952), no. 3. 

This drawing belongs to a series entitled The Five Senses. 
Sight and Hearing are in the Berlin Museum (cf. Ex
hibition of French Art, London, 1932, no. 667, pl. 
CLIII) and Taste was part of the former Feldmann Col
lection (Graphische Kiinste, 1932, Mit. 47). The spon
taneous manner of this drawing relates it to the Study 
of a Half-Naked Woman by the same artist, which is 
also part of the Masson gift to the Ecole des Beaux
Arts. 

Ecole Nationale Superieure des Beaux-Arts, Paris 

Simon Vouet Paris, 1590---1649 

Under the guidance of his father, the painter Laurent 
Vouet, Simon Vouet evidenced great talent at a very 
early age. In 1611 he accompanied the French Am
bassador to Constantinople; he then visited Venice and 
remained in Italy until 1627. In 1614 he settled in 
Rome where his talent was officially recognized and he 
was elected head of St. Luke's Academy. His growing 
reputation prompted Louis XIII to call him back to 
Paris. In 1627, upon his arrival, he was appointed 
premier peintre and moved into the Louvre. An eclectic 
artist, Vouet was influenced by the Italian masters and 
in particular by Guido Reni and the Venitians. He de
veloped a style of monumental grandeur which made 
him one of the great decorators of his time and ushered 
in the ornamental manner of the era of Louis XIV. He 
was entrusted with a wide range of decorative projects 
at the Louvre, the Luxembourg Palace and many cas
tles and private mansions. Vouet's studio was im
portant and was attended by Le Brum, Le Sueur, Mig
nard and La Hyre. His drawings are characterized by a 
broad and flexible contour which relates them at times 
to the mannerism of Lallemant and may even have 
laid the groundwork for the French masters of the 
XVIIIth century. 
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20 NUDE FIGURE OF A MAN 
Black crayon with highlights in white chalk. 216 x 395 
mm (8~ x 15% inches) Signed in lower left S. Vouet. 

Collections: H. Lemonnier (mark in upper right). Given 
to the Rauen Museum in 1868. 
Bibliography: E. Lebel. Catalogue du Musee de Rouen 
(1890), no. 898. E. Minet . Catalogue du Musee de Rouen 
(1911), no. 1182. 

This drawing may be compared with the study Vierge 
evanouie by the same artist, owned by the Besarn;;on 
Museum. Monique Lavallee writes: "The chronology 
of Vouet's work is insufficiently known. There are too 
few reliable dates and inadequate date references pro
vided by engravings done after his works during his 
lifetime (by Claude Melian as early as his Roman peri
od, by Michel Dorigny starting in 1638) to enable us 
to define the development of this master draftsman." 
(Dessins de Simon Vouet. Etudes d'Art publiees par le 
Musee . .. d'Alger, no . 7, 1952, pp. 109--126) 

Musee des Beaux-Arts, Rouen 

21 NUDE WOMAN PLAYING A LUTE 
Black crayon with highlights in white chalk on grey 
paper. 280 x 230 mm (11 x 9 inches) 
At lower right, in XVIIIth Century handwriting, the 
inscription: Jordaens. 

Exhibitions: French Art . London (1932), no . 693 (Com
mem. Cat. no. 636). Chefs-d'oeuvre de l'Art fran<;ais, 
Paris (1937), no. 503. 

In certain of his drawings, as well as his paintings, 
" naturalism is tempered by linear stylization, a tend
ency toward elegance and decorative composition, 
which Vouet acquir ed from Guido Reni and which as
sumed increasing importance toward the end of his 
career." (Charles Sterling, catalogue Peintres de la 
Realite, Paris, Orangerie, 1934, p. 169) 

Cabinet des Estampes, Bibliotheque Nationale, Paris 

Jacques Callot Nancy, 1592-1635 

Born in Lorraine, Jacques Callot left for Italy at an 
early age and studied there with Giulio Parigi. He 
stayed first in Rome, and later in Florence where he 
worked at the Court of Cosimo II of Medici from 1612 
to 1621. His drawings of this period show great free
dom of style and their vigorous treatment relates him 
to certain artists of the Florentine school such as Bos
coli and Poccetti. Returning to Lorraine in 1622, he 
devoted himself to religious compositions remarkable 
for their bold contrasts. From 1628 to 1630 he lived 
in Paris, and his sketches of that period show an in
creased keenness of observation. He spent the last five 
years of his life in Lorraine where his work reaches a 
monumental grandeur 1\)ltounding when expressed in 
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drawings and etchings which are often small in size. 
The influence of Callot, especially as an etcher, was 
considerable among his contemporaries as well as 
among such later artists as Stefano della Bella, Israel 
Silvestre, Sebastien Leclerc and Abraham Bosse, and 
his tradition was carried on even by Watteau. 

22 THE ROAD TO CALV ARY 
Bistre wash over black crayon. 230 x 390 mm (9 x 157-1: 
inches) 
Collections: Marquis de Chennevieres (stamp in lower 
left). A. Strolin, Jr. 
Exhibitions: French Drawings. U.S.A. (1952-53), no. 
26. 

This drawing is a study for the etching of the same sub
ject which is one of seven plates of the set, La Grande 
Passion, dating from the artist's Florent ine period, be
tween 1612 and 1621 (cf. Lieure, Jacques Ca/lot, Part 
II, Paris, 1927, vol. I, no. 286). However, there are 
significant differences between the drawing and the 
etching. On the other hand, close analogies exist be
tween this drawing and the etching, Le Petit Portement 
de Croix (Lieure 193). 

A. Strolin, Jr., Paris 

23 LANDSCAPE (Study for the etching The Bathers) 
Black crayon, pen and bistre wash with touches of In
dia ink wash. 184 x 322 mm (7U x 12%: inches) 

Collections: Original Louvre Collection. Inventory no. 
25.116. 
Bibliography: Guiffrey and Marcel, vol. II, no. 1763, 
repr. Exhibitions: Dessins franr;ais du Musee du Louvre. 
Berne (1948), no. 14, repr. pl. IV. 

This is a study for the artist's etching, Les Baigneurs 
(Lieure 270) in which the composition is reversed. 

Musee du Louvre 

24 LANDING IN A PORT (presumably on the Ile 
de Re) 
Lead pencil and bistre wash. 340 x 528 mm (13U x 
20%: inches) 
At lower right an inscription which may be the artist's 
signature. On the reverse side, a sketch of military 
defenses on the Ile de Re. Various contemporary in
scriptions in pen and ink. 

Collections: Franz Marcou. Trouvelot-Marcou. 
Exhibitions: Chefs-d'oeuvre des Collections Parisiennes. 
Paris, Musee Carnavalet (1950), no. 97, pl. XXII. 

This study may be compared with certain drawings by 
Callot in the Louvre, particularly with the view of a 
seaport in one of the artist's sketch books. 

Private Collection, Paris 

25 SKETCHES OF BALLET DANCERS 
Red crayon on white paper. 210 x 287 mm (8Uxll7-i: 
inches) 



Collections: M. Grosjean-Maupin, Paris. Acquired by 
its present owner in 1940. 
Bibliography: J. Lieure. Jacques Callot. Part I. Paris 
(1929), vol. I, fig. 153; Part II. Paris (1927), vol. II, 
p. 28, left. C. 0. Schniewind. Three French Drawings. 
Bulletin of The Art Institute of Chicago (Sept.-Oct. 
1942), vol. XXXVI, pp. 68-69, repr. C. 0. Schnie
wind. Drawings Old & New. Chicago (1946), no. 6, 
pl. II. H. Tietze. European Master Drawings in the 
United States, New York (1947), no . 58, repr. R. Shool
man and C. F. Slatkin. Six Centuries of French Master 
Drawings in America. New York (1950), pp. 32-33, 
pl. 19. 

"A number of the figure studies seem to have been 
used, in free interpretation, for Callot's famous set of 
etchings, Balli di Sfessania (Lieure 379-402), which 
was publi shed in Paris around 1622. But some also 
closely resemble figures in an etching entitled Les 
Deux Pantalons (Lieure 173), which was published 
about 1616. Our drawing might well have been exe
cuted around the latter of these two dates. Callot was 
in Florence from 1612-1621 when he returned to his 
birthplace, Nancy." (Schniewind in Drawings Old & 

New) The Art Institute of Chicago 
Gift of the Print and Drawing Club 

Nicolas Poussin 
Les Andelys (Normandy), 1594-Rome, 1665 

After studying first with Quentin Varin, and then in 
Paris with Georges Lallemant and Ferdinand Elle, the 
young Poussin was attracted by Italian _art, and after 
a short trip to Poitou, settled in Rome in 1624. In
fluenced at first by the tr adition of the Fontaine
bleau school, he soon fell under the spell of Roman 
antiquity, but he was also stimulated by the masters 
of Bologna and Venice, and especially by Titian. A 
man of great culture, Poussin leaned toward the sober 
philosophy of Descartes. Sensitive in the plastic ex
pression of his art, he rapidly acquired a great reputa
tion in Rome which soon spread to France and he 
was called to Paris by Louis XIII who appointed him 
premier peintre (March 10, 1641). However, the court 
intrigues led against him by Vouet, his rival, prompt
ed Poussin in 1642 to return to Rome where he lived 
until his death in 1665. The artist nevertheless re
mained in constant touch with Paris, mainly through 
his friends and patrons, Chantelou and Pointe!. His 
correspondence with Chantelou is of great interest for 
the study of his art. His early drawings retain a trace 
of the school of Fontainebleau mannerism, which 
gave way to his later style of classical harmony and 
rhythm. In his landscape drawings, in pen and ink or 
in bistre wash, Poussin appears as one of the pre
cursors of XIXth century impressionist vision. 

26 BACCHANALIA (Pl. 11) 
Bistre wash over black crayon 182 x 260 mm (7~ x 10~ 
inches) 

Collections: J. Boilly Collection. Acquired by the Louvre 
at the J. Boilly sale in March 1869. Inventory no. 
M.I. 1.103. 

Bibliography: Reiset, vol. II, no. 1276. W. Fried
laender. Nicol,as Poussin, die Entwicklung seiner Kunst 
(1914), p. 206, repr. 0. Grautoff. Nicol,as Poussin, sein 
Werk und sein Leben (1914), vol. I, p. 152, pl. 15. 
Charles Martine . Nicolas Poussin (1921), no. 2, repr. 
G. Rouches. Nicol,as Poussin, Quatorze Dessins du 
Louvre ... (1938), no. 8, repr. W. Friedlaender and 
Anthony Blunt. The Drawings of Nicolas Poussin, vol. 
III (1953), no . 199, pl. 155 (listed by mistake under 
the inventory no. 32.427). J. Vallery-Radot and Ph. 
Jaccottet. Le Dessin fram;ais au XVII• siecle (1953), 
p. 190, pl. 47. 
Exhibitions: French Art. London (1932), no. 695. (Com
mem. cat. no. 626, pl. CL VII). Les Artistes franr;ais en 
Italie. Paris, Musee des Arts Decoratifs (1934), no. 
628. Nicolas Poussin. Paris, Bibliotheque Nationale 
(1949), no. 17. French Drawings from Fouquet to 
Gauguin. London (1952), no. 122, pl. III. 

Although it is not possible to relate this drawing 
directly to one definite painting, it can however be 
compared to the various interpretations of the Bac
chanalian theme so often treated by Pou ssin, par
ticularly in the series of paintings commi ssioned by 
Cardinal Richelieu around 1635. It is reminiscent for 
instance of the paintings: Bacchanales devant le fronton 
d'un temple and Fete de Pan. 

Musee du Louvre 

27 EXTREME UNCTION 
Pen with bistre wash. 230 x 340 mm (9~ x 13% 
inches) 
At lower right, in pen and ink, the number 108. 
Collections: Crozat Collection (auction sale, Paris, 1741 
no. 963, bought by Hequet). P. J. Mariette (sale, 
November 15, 1775, Paris, no. 1320). Acquired by 
the King for 2,900 livres. Original Louvre Collection. 
Inventory no. 32.429. 

Bibliography: Reiset. Vol. I, no. 1269. 0. Grautoff. 
Nicolas Poussin (1914), vol. I, pl. 22. Charles Martine. 
Nicol,as Poussin (1921), no. 14, repr. W. Friedlaender . 
The Drawings of Nicol,as Poussin, vol. I (1939), p. 
49, no. 103, pl. 66. P. Lavallee. Le Dessin franr;ais 
(1948), pp. 43-44. R. A. Weigert. Bulletin de la 
Societe Poussin (1947): Deux marches inedits pour le 
tombeau de Richelieu (1648-1650), pp. 67-70. 
Exhibitions: Retrospective d'Art franr;ais. Amsterdam 
(1926), no. 188. Les Artistes franr;ais en Italie, de 
Poussin a Renoir. Paris, Musee des Arts Decoratifs 
(1934), no. 637. Chefs-d'oeuvre de l'Artfranr;ais. Paris 
(1937), no. 494. Nicolas Poussin. Paris, Bibliotheque 
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Nationale (1949), no. 20. French Drawings from 
Fouquet to Gauguin. London (1952), no. 121. 

This drawing is a study for the painting of 1644 
(Grautoff, no. 117) of the second series of Sacrements 
done between 1644 and 1648 for M. de Chantelou, now 
in Count Ellsmere's Collection. Poussin had dealt 
with the same subject in his first series (Collection of 
the Duke of Rutland, Belvoir Castle) to which a 
drawing owned by the Musee Fabre in Montpellier is 
also related. W. Friedlaender draws attention to 
another drawing in connection with the second series 
which was formerly in the Heseltine Collection. 

Musee du Louvre 

28 LANDSCAPE WITH LARGE TREES 
Pen with bistre wash. 255 x 395 mm (10 x 157!! inches) 

Collections: Beurdeley (6th sale, June 10, 1920, no. 
272, repr.) 
Bibliography: Hourticq, Briere, ... Le Paysagefrant,ais 
de Poussin a Corot (1926), no. 745. P. Jamot. Poussin 
(1949), pl. 127. 
Exhibitions: Le Paysage frani;ais de Poussin a Corot. 
Paris, Petit Palais (1925), no. 745. Chefs-d'oeuvre des 
Collections Parisiennes. Paris, Musee Carnavalet (1950), 
no . 131. Het Franse Landschap. Amsterdam (1951), 
no. 206. 

The pre-Impressionist vision of Poussin is evidenced 
in this drawing through the interplay of light in the 
foliage of the trees and in the plain. 

Private Collection, Paris 

29 LANDSCAPE WITH A ROAD SHADED BY 
TREES (PL 8) 

Bistre wash. 255 x 185 mm (10 x 7% inches) 

Collections: P.J. Mariette (sale, Paris, November 15, 
1775, part of no. 1329). Original Louvre Collection. 
Inventory no. 32. 465. 
Bibliography: Reiset. vol. II, no . 1280. Charles Mar
tine. Nicolas Poussin (1921), no. 18, repr. G. Rouches. 
Nicolas Poussin, Quatorze Dessins du Louvre . .. (1938), 
no. 13, repr. 
Exhibitions: Chefs-d'oeuvre de l'Art frani;ais. Paris, 
(1937), no. 498. Nicolas Poussin. Paris, Bibliotheque 
Nationale (1949), no. 37. French Drawings. U.S.A. 
(1952-1953), no. 35, pl. 14. 

Musee du Louvre 

30 LANDSCAPE WITH TREES AND TOWER 
(Pl. 10) 

Pen and bistre wash. 192 x 265 mm (7% x 107!! inches) 

Collections: Gustave Lebel, Paris. Dollfus, Paris 
Bibliography: Bulletin de la Societe Poussin (May, 1950), 
no. 76, repr. 
Exhibitions: French Painting 1100- 1900, Pittsburgh, 
Carnegie Institute (1951), repr. Landscape Drawings 
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and Water Colors, Breughel to Cezanne. New York, 
The Pierpont Morgan Library (1953), no. 21. 

This superb drawing is closely related to one of the 
artist's drawings in the Louvre (no. RF 764). 

Walter C. Baker, New York 

Claude Mellan Abbeville, 1598-Paris, 1688 

Claude Melian, draftsman and engraver, may be re
garded as one of the finest portraitists of his time. 
His patron, the famous scholar Peiresc, sent him to 
Rome in 1624, where Melian worked with Villamena 
and made a number of engravings after Italian Masters. 
Later he entered the studio of Simon Vouet . He also 
met the Italian portraitist, Ottavio Leoni, whose 
work influenced him. Melian created a new method in 
engraving, called "a une seule taille" (in a single line) 
which made him famous. In 1637 he returned to 
Paris, where Peiresc entrusted him with the illustra
tions of the Editions du Louvre and Louis XIV ap
pointed him Engraver in Ordinary, establishing him 
at the Louvre and commissioning him to do engravings 
of the antiquities in the Royal Collection. His work 
comprises more than three hundred engravings and 
his portrait drawings are documents of great historical 
value as well as works of art of considerable psychologi
cal insight. 

31 PORTRAIT OF MARIE-LOUISE DE 
GONZAGUE-NEVERS (Pl. 2) 

Black crayon. 140 x 107 mm (57!! x 4U inches) 

Collections: Crozat, Tessin. 
Bibliography: G. Wengstrom. Claude Melian: His 
Drawings and Engravings. The Print Collector's Quar
terly. Vol. 11 (1924), p. 34, repr. pl. VIII. J. Vallery
Radot and Ph. Jaccottet. Le Dessin frani;ais au XVII• 
siecle (1953), p. 192, pl. 58. 
Exhibitions: Le Dessin frani;ais dans les collections du 
XVIII• siecle. Paris, Gazette des Beaux-Arts (1953), no. 
68 (mistakenly listed under Lancret) 

An engraving, made in 1645 after this drawing, was 
found by M. Axel Gauffin (Mont. 252). 
Marie-Louise, Princesse de Gonzague-Nevers, became 
Queen of Poland in 1645 when she married King 
Wladislas. After the latter's death she married his 
successor to the throne, John Casimir. This drawing 
portrays her in the year of her first marriage. There 
is an etching representing the wedding ceremony by 
Abraham Bosse. 

Nationalmuseum, Stockholm 

Claude Gellee, called Le Lorrain 
Chamagne near Toul, 1600-Rome, 1682 



Claude Gellee left his native Lorraine at an early age 
and in 1613 settled in Rome where, under the guidance 
of the Cavalier d'Arpin, he studied with the painter 
Agostino Tassi. He seems, however, to have been more 
deeply influenced by the German painter Adam 
Elsheimer. From 1618 to 1620, he lived in Naples, 
then again in Rome where he remained until 1625. 
That year, he traveled to Lorraine to work with Claude 
Deruet on the decoration of the Carmelite church of 
Nancy which has since been destroyed. In 1627 he 
went back to Rome for good. During his lifetime , his 
reputation was considerable, and today he is regarded 
as one of the greatest French landscape painters. He 
was one of the first artists to devote his efforts to the 
study of light and atmosphere, thus anticipating the 
work of Joseph Vernet, Turner, Corot and Claude 
Monet. In his drawings made directly from nature, the 
notations of his pen and bistre wash reveal a crafts
manship so free and rich in nuance, while rendering 
vibrations of light, that they seem to anticipate 
impressionism. 

32 SHIPS IN A STORM (Pl. 6) 
Pen and bistre wash. 319 x 224 mm (12 x 8%: inches) 
In the lower right: C.L.F., in an unidentified hand. 

Collections: Rev. Dr. Wellesley (no. 846 of the sale). 
Rev. Dr. Newman. J.P. Heseltine (no. 14). Inventory 
no. RF 4.574 
Bibliography: Mark Pattison (Lady Dilke). Claude 
Lorrain, sa vie et ses oeuvres . .. (1884), p. 285, no. 24. 
Louis Demonts. Les Dessins de Claude Gellee au 
Musee du Louvre (1923), no. 12, repr. 
Exhibitions: Dessins fran,;ais du Musee du Louvre, 
Brussels (1936-37), no. 32, pl. XX. Art Alsacien et 
Lorrain, Paris, Musee des Arts Decoratifs (1948), no. 
503. Meisterwerke aus Frankrnichs Museen ... Vienna, 
Albertina (1950), no. 49. 

Study for the etching of 1635: Le Nau/rage (Du
plessis XI, 7). This drawing may he compared with 
one in the British Museum (0.06.99) and that of the 
former Henry Oppenheimer Collection of London, 
reproduced in the Vasari Society ... Second Series, 
Part I (1920), no. 11. 

Musee du Louvre 

33 A SHEPHERD AND HIS FLOCK AT THE 
EDGE OF A WOOD 

Pen with bistre wash over black crayon. 215 x 330 mm 
(8Y2 x 13 inches). Inscribed verso in the artist's hand: 

Claudio Gellee fecit et inventum (?) Roma 1645 
Collections: Charles Fairfax Murray 
Exhibitions: Landscape Drawings and Watercolors from 
Brueghel to Cezanne, New York, The Pierpont Morgan 
Library (1953), no. 25, pl. VII. 

The Pierpont Morgan Library, New York 

34 THE SERMON ON THE MOUNT 
Pen with bistre wash. 240 x 365 mm (9Y2 x 147'2 inches). 

Collections: Sir Joshua Reynolds. Dr. Henry Wellesley. 
Charles Fairfax Murray. 
Exhibitions: Masterpieces of Drawings, Diamond Jubilee 
Exhibition (1950-51), Philadelphia Museum of Art, 
no. 56, repr. Landscape Drawings and Water Colors 
Brueghel to Cezanne, New York, The Pierpont Morgan 
Library (1953), no. 24. 

Can be dated c. 1656. This drawing is a study for the 
painting. 

The Pierpont Morgan Library, New York 

35 THE BANKS OF THE ANIO (?) (Pl. 7) 
Pen with bistre wash. 220 x 300 mm (8% x 11%: 
inches) 

Collections: J. P. Mariette Collection (sale, Paris 1775, 
no. 1254). Acquired for 326 livres by Lempereur for 
the King. Original Louvre Collection. Inventory no. 
26.684. 
Bibliography: Guiffrey-Marcel, vol. V (1910), no. 4119, 
repr. Mark Pattison (Lady Dilke). Claude Lorrain, sa 
vie, ses oeuvres (1884), p. 301, no. 8. W. Friedlaender . 
Claude Lorrain (1921), repr. p. 192. Charles Martine. 
Claude Gellee (1922), no. 21, repr. L. Demonts. Les 
Dessins de Claude Gellee (1923), no. 25, repr. 
Exhibitions: Le Dessin fran,;ais dans les collections du 
XVIII• siecle, Paris, Gazette des Beaux-Arts (1935), no. 
146. Dessins fran,;ais du Musee du Louvre, Brussels 
(1936- 37), no. 36, pl. XXI (listed by mistake under 
no. 33 of the catalogue). Le Dessin fran,;ais de Fouquet 
a Cezanne, Brussels, Rotterdam, Paris (1949-50), no. 
37, pl. 17. French Drawings, U.S.A. (1952-53), no. 40. 

This drawing seems to date from the 1655-1660 period. 
Until now, specialists had identified the site depicted 
as the banks of the Anio, with the Ponte Nomentano 
in the background. We do not share this opinion, 
however, and believe that the view shown here repre
sents the banks of the Tiber and the Ponte Molle in 
the background. Indeed, the Ponte Molle has four 
great arches and a crenelated tower at one of its ex
tremities. To prove this point, one has only to com
pare this work with another drawing by Claude Lorrain 
owned by the British Museum and representing the 
Tiber and the Ponte Molle (cf. A. M. Hind, The Draw
ings of Claude Lorrain, no. 86, repr.). The two studies 
seem to have been done from approximately the same 
spot, and the painting at the Turin Museum (Pattison 
cat. p. 245, no. 2) seems to have been done on the 
basis of the drawing shown here . Finally, L. Demon ts 
points out that there is a similar drawing in the 
Weimar Museum. 

Musee du Louvre 

36 STUDY OF A TREE 
Pen and bistre wash. 275 x 208 mm (10%: x 8Ys 
inches). Inscription at lower right: C. Lorain (sic). 
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Collections: Pelletan Collection (cat. no. 54). Original 
Louvre collection, Inventory no. 26.698. 
Bibliography: Reiset, no. 740. Mark Pattison (Lady 
Dilke). Claude Lorrain, sa vie et ses oeuvres . . . (1884), 
p. 300, no. 5. Guiffrey-Marcel. vol. V, no. 4120, repr. 
Charles Martine. Claude Gellee (1922), no. 22, repr. 
Louis Demonts. Les Dessins de Claude Gellee · ... au 
Musee du Louvre (1932), no. 24, repr. 

Louis Demonts dates this drawing, together with a 
group of others owned by the Louvre, between 1655-
1660. It is comparable to the Study of Trees in the 
Uffizi Gallery in Florence (Pattison op. cit., p. 8) and 
to numerous other drawings by the same artist owned 
by the British Museum. 

Musee du Louvre 

37 ITALIAN LANDSCAPE WITH COWHERD 
Pen and bistre wash over red crayon. 215 x 320 mm 
(8% x 127i inches) 

Collections: Collector's mark: L. S. D. 
Exhibitions: Paysages d'eau douce, Paris, Galerie Char
pentier (1945), repr. 

The very free style of this drawing and its contrasts of 
light and shadow relate it to some of Claude Gellee's 
drawings owned by the British Museum, and in par
ticular to the Road among Trees (Hind, The Drawings 
of Claude Lorrain, 1925, pl. 43), as well as to a land
scape belonging to the Albertina (W. Friedlaender, 
Claude Lorrain, 1921, p. 193). 

The Marquis de Ganay, Paris 

38 A PATH IN THE WOODS, WITH A MONU-
MENT UNDER A LARGE TREE 

Black crayon with broad touches of white gouache on 
bluish paper. 408 x 272 mm (16 x l07i inches) 

Collections. Count Spencer. C. S. Bale. Vicomte 
d'Hendecourt. F. Koenigs. Inventory F.I. 233. 
Exhibitions: Le Paysage fran,;ais de Poussin a Corot, 
Paris, Petit Palais (1925), no. 493. Magnasco Society, 
London (1928), no. 34. Oude Fransche Teekeningen uit 
de verz. F. Koenigs, Rotterdam, Boymans Museum 
(1934-35), no. 22. Dessins du XV• au XIX• siecle, 
Paris, Bibliotheque Nationale (1952), no. 64. 

Drawings by Claude Gellee highlighted in gouache are 
quite rare. This sketch, engraved by Earlom for the 
supplement of the Liber Veritatis (III, no. 54) may be 
compared with the drawing representing a group of 
ivy-covered trees owned by the British Museum. 

Boymans Museum, Rotterdam 

39 A VIEW OF ST. PETER'S IN ROME 
Pen and bistre wash over black crayon. 235 x 275 mm 
(9%: x l07i inches) 

Collections: Fage collection (stamp in lower left). A. 
Strolin, Jr. 
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Because of its delicate glow and free treatment, this 
drawing seems to anticipate certain masters of the 
XVIIIth Century. 

A. Strolin, Jr., Paris 

Philippe de Champaigne Brussels, 1602 
-Paris, 1647 

A student of Jean Bouillon and later of Michel Bour
deaux, Philippe de Champaigne entered the studio of 
Fouquieres in 1620. He left Brussels in 1621, intend
ing to go to Italy, but he never went beyond Paris 
where he remained to enter the studio of Georges 
Lallemant and to participate in the decoration of the 
Luxembourg Palace under the direction of Nicolas 
Duchesne, premier peintre of Queen Marie de' Medici. 
At Duchesne's death, he was given his master's ap
pointment. As painter of religious subjects and por
traits, Philippe de Champaigne rapidly acquired a great 
reputation which led to his appointment by Richelieu. 
He was one of the twelve elder members of the Royal 
Academy of Painting and Sculpture. After his daughter 
Catherine had entered the Convent at Port-Royal, he 
himself became an assiduous visitor to those who had 
retired to that monastery and carried out a whole series 
of portraits of these devout men, which are among his 
outstanding works. His very realistic drawings are 
marked by the austerity and severity characteristic of 
Jansenism. 

40 VISION OF SAINT BRUNO AND HIS SIX 
COMPANIONS IN THE CARTHUSIAN DESERT 

Brush with India ink retouched with lead pencil. 647 x 
463 mm (25% x 18%: inches) 

An inscription on the reverse in XVIIIth Century 
handwriting reads in translation: "Rare and precious 
drawing by Philippe de Champaigne, the painting of 
which was at the Carthusian Convent of Grenoble. 
This beautiful drawing was part of the cabinets Crozat, 
Calvierre, Joubert and St. Morice (for Saint-Maurice)." 
Collections: (see inscription quoted above) Dutuit. 
Dutuit bequest to the Petit Palais in 1902. 
Bibliography: F. Lugt. Les Dessins des Ecoles du Nord 
de la Collection Dutuit . .. (1927), no. 15, pl. VI. J. 
Vallery-Radot. Le Dessin fran,;ais au XVII• siecle, p. 
196, repr. p. 96. 
The drawing is perforated in outline with a point for 
transfer to a plate. The engraving which was done by 
N. Pitau (Le Blanc 17) in 1657, bears the inscription: 
Phil de Champaigne pingebat 1655. 

The painting, for which this drawing is a study, was 
done for the grand altar of the Carthusian Convent of 
Bourbon-les-Gaillon, and at a later date, it might have 
been moved to Grenoble. It has completely disap
peared. 

Palais des Beaux-Arts de la Ville de Paris 



41 SEATED NUN 
Red crayon with white chalk highlights on chamois 
paper. 367 x 264 mm (14U x IOU inches). 
In lower left, the pen and ink inscription: "Cham
pagne (sic) fecit," and near the center, the stamp of 
the Atger Museum. 

Collections: Atger Collection, donated to the Faculty of 
Medicine of Montpellier in 1828. 
Bibliography: Notice des dessins sous verre, tabkaux, 
esquisses ... reunis a la Bibliotheque de la Faculte de 
Medecine de Montpellier (1830), p. 53, no. 123. Charles 
Saunier. Le Musee Xavier Atger a Montpellier in the 
Gazette des Beaux-Arts (1922), vol. I, pp. 172-173, 
repr. M. S. Ede, Art in America (1923-24), p. 258. 
Dr. Paul Delmas, La Faculte de Medecine de Mont
pellier (1926), p. 21. J. Vallery-Radot. Le Dessin Fran,;ais 
au XVII• sieck, (1953), p. 196, repr. p. 95. 
Exhibitions: Philippe de Champaigne, Paris, Orangerie 
(1952), no. 58. 

The catalogue of the Atger Museum describes this 
drawing by Philippe de Champaigne as a study for a 
portrait of "his eldest daughter, a nun at Port-Royal. 
The painting is in the gallery of the Museum of the 
King of France." This no doubt refers to the famous 
ex-voto of 1662 (Louvre), but there is, in fact, no 
connection-as Bernard Dorival has pointed out in 
his catalogue of the Philippe de Champaigne exhibi
tion-between this drawing and the ex-voto, and the 
nun it represents could not possibly have been Sister 
Catherine de Sainte Suzanne since she is not wearing 
the habit of the filks of Port-Royal. 

Musee Atger, Faculte de Medecine, Montpellier 

Gabriel Perelle 
Vernon, ca. 1603-Paris, 1677 

A draftsman and engraver, Gabriel Perelle studied with 
Daniel Rabel. He specialized in landscapes and his 
engravings are related to those of Israel Silvestre. His 
two sons, Nicolas and Adam, worked in his manner. 
The drawings of this artist have documentary value 
from the iconographic and historical points of view, 
because of the exact and delicate rendition of archi
tectural details. 

42 PORTE DE LA CONFERENCE 
In the background we recognize the Pont Barbier, the 
Cite, and to the right, the Quai de la Grenouillere. 
Pen and ink. 175 x 280 mm. (6%: x 11 inches). 
! 

/"Collections: Destailleur (Sale, May 19-23, 1896, no. 
663). Musee Carnavalet. 
Exhibitions: Trois Siecles de Dessin Parisien, Paris, 
Musee Carnavalet (1946), no. 292. French Drawings
Masterpiecesfrom Five Centuries, United States (1952-
53), no. 49. 

This drawing, which was also engraved, can be dated 
c. 1672-1674. The Porte de la Conference, built in 
1633, was torn down in 1730. 

Musee Carnavalet, Paris. 

Sebastien Bourdon 
Montpellier, 1616-Paris, 1671 

Of Calvinist parentage, Bourdon was sent to Paris as a 
child and apprenticed to the painter Barthelemy. 
After spending some time in the army, he went to 
Rome, arriving there about 1634. His eclectic taste 
prompted him to study the art of Bamboccio as well 
as that of Poussin. Returning to Paris in 1637, he 
participated in the founding of the Academy in 1648. 
He then left for Stockholm, and in 1652, was ap
pointed official painter of Queen Christina of Sweden. 
He finally returned to France, working at Montpellier 
and in Paris, for such patrons as the banker Jabach 
and M. de Bretonvilliers. His style is as varied in his 
paintings as it is in his drawings: it is characterized 
at times by rather violent contrasts to a blonde 
luminosity and a flexible line. 

43 THE BAPTISM OF CHRIST 
Pen with bistre wash, touches of india ink and white 
gouache on tan paper. 400 x 505 mm. (15%: x 19%: 
inches). Signed in pen and ink at lower left: Bourdon 
fecit. 

Collections: Xavier Atger. Bequeathed to the Faculty 
of Medicine of Montpellier in 1828. Inventory no. 8. 
Bibliography: Charles Saunier, Le Musee Xavier Atger 
a Montpellier, Gazette des Beaux-Arts (1922), vol. I, 
pp. 38-40. 

On the mat, in the lower left, the inscription: "This 
drawing has been touched up with a brush by Natoire." 

This very beautiful drawing by Bourdon exemplifies 
the subtle and luminous style of this artist. 

Musee Atger, Faculte de Medecine, Montpellier 

Eustache LeSueur Paris, 1617-1655 

A student of Vouet, Le Sueur was profoundly in
fluenced by engravings of Raphael's works, for al
though he loved Italian art, he never set foot in Italy. 
He was one of the twelve founders of the Royal 
Academy, and may well be considered as one of the 
master decorators of his time; his decorations for the 
Hotel Lambert (Cabinet des Muses, Cabinet d I' Amour) 
are his outstanding works of this kind. As a religious 
painter, he suceeds in assimilating the monastic 
spirit, as evidenced by his twenty-four panels on 
the life of Saint Bruno, which he painted for the 
Carthusian monks. The mystic ecstasy they reflect 
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has prompted M. Rouches to call him "the Fra Angelico 
of the XVIIth century." As a draftsman of classical 
tendencies, Le Sueur aimed at the plastic beauty of 
forms. 

44 THE DEATH OF SAINT BRUNO 
Pen with bistre wash, bordered in black crayon. 

285 x 190 mm (llU x 7~ inche s). 

Collections: This drawing, like most of those owned by 
the Louvre on the life of Saint Bruno, has been 
placed in an album of engravings dealing with the 
same subject by Fr. Chauveau, and published by 
Coussinet. They belong to a collection assembled by 
Francanzani, a relative and student of Salvator Rosa. 
Acquired by Crozat, the drawings were sold at his 
death in 1741 to the Marquis de Gouvernet; at the 
death of the latter, they became the property of 
Paillet and later of the art dealer Le Brun, who in 
turn sold them to Louis XVI some time betw een 
1776 and 1781. Original Louvre Collection. Inventory 
no. 30.804. 
Bibliography: Reiset, no . ll37. Guiffrey-Marcel, vol. 
IX, no. 9358, repr. 

First sketch for a painting. We know that Le 
Sueur started his twenty-two paintings on the life of 
Saint Bruno for the cloisters of the Carthusian Con
vent in 1645, and finished them in 1648. Offered to 
the King as a gift in 1776 by the Carthusian monastic 
community, these works are now owned by the 
Louvre. 

Musee du Louvre 

Charles Le Brun Paris, 1619--1690 

A student of Perier and Vouet, Le Brun studied at 
Fontainebleau before leavin g for Rome under the 
patronage of Chancellor Seguier. Returning to Paris in 
1646, he founded the Royal Academy of Paintin g and 
Sculpture, becoming in succession its Rector, Chan
cellor and Director. He contributed to the decoration 
of the Hotel Lambert and of Fouquet's re sidence, the 
Chateau de Vaux. Next Colbert enlisted his services 
for Louis XIV and he becam e premier peintre to the 
King in 1662. Besides managing such official in stitu
tions as the Manufacture Royale des Meubles de la 
Couronne, he exercised a veritable tyranny, ruling over 
the entire artistic production in France during bis time, 
and it was upon his advice that the King established the 
French Academy in Rome. His decorations in the 
Louvre (Gallery of Apollo), and at Versailles (Hall of 
Mirrors), done between 1679 and 1684, show him as 
the great French emulator of the Carracci. His art 
knew one aim only: the glorification of the reign of 
Louis XIV. Among his many drawings of slightly 
pompous style, there are a few that exemplify the same 
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sober realism as seen in some of his paintings, which 
place Le Brun in the class of the great French portrait
ists. 

45 PORTRAIT OF THE MARQUISE DE BRIN-
VILLIERS 

Black, red and white crayon on grey paper. 310 x 246 
mm. (12U x 9%' inches) . 

Collections: It bears the mark of Jean Prioult, appraiser 
at the Chatelet, who countersigned the drawings sold 
to Louis XIV by the banker Jabach. Original Louvre 
collection. Inventory no. 27.668 . 
Bibliography: Reiset. no . 853. Guiffrey-Marcel, vol. 
VIII, no. 6343, repr. P. Lavallee. Le Dessin Fran<;ais 
(1948), p. 54, pl. XXIII. Funck-Brentano. L'Affaire 
des Poisons, repr. on the cover. J. Bou chot-Saupique. 
Les Maztres du Dessin Fran<;ais de Fouquet a Cezanne. 
Art et Style, no. 14 (1950), pl. 10. J. Vallery-Radot 
and Ph. Jaccottet. Le Dessin Fran<;ais au XVII• siecle 
(1953), p. 201, pl. 102. 
Exhibitions: Dessins de Lebrun et Mignard, Maisons Laf
fitte (1931), no. 41. Deux siecles de l'Histoire de France, 
Chateau of Versailles (1937), no. 71. Le Dessin Fran
(;ais de Fouquet a Cezanne, Brus sels, Rotterdam, Paris 
(1949-5 0), no. 47, pl. 20. French Drawings from Fou
quet to Gauguin, London (1952), no. 101, pl. VI a. 

This sketch is said to have been drawn from life by Le 
Brun after the Marquise had been sentenced and was 
being taken from her prison cell to the Place de Greve. 
Marie-Madeleine-M arguerite d'Aubray, Marquise de 
Brinvilliers (1630-1676), was the wife of the Marquis 
de Brinvilliers, Colonel of the Regiment of Normandy, 
who left her because of her dissolute life. Left penni
less, she poisoned all members of the d' Aubray family 
so as to inherit their fortune. She fled to England and 
the Netherlands where she was finally arrested. Con
demned to death in Paris on July 16, 1676, she was 
executed the following day. But her courage and re
pentence so swayed the crowd that it fought over her 
ashes. 

Musee du Louvre 

Sebastien Le Clerc Metz, 1637-1714 

His father being a goldsmith, Sebastien Le Clerc was 
an excellent engraver and draftsman. In 1660 he was 
appointed ingenieur-geographe, but gave up this posi
tion in 1665 when he settled in Paris and worked under 
the auspices of Le Brun. He lived at the Gobelins fac
tory and was elected to the Royal Academy in 1672. 
As artist in ordinary to the King he contributed to the 
glorification of Louis XIV and his reign. He produced 
about 3,400 engravings and a great number of draw
ings. Although he was influenced by Callot, he lacked 
the imagination and spirit of this master. 



46 PRESENTATION OF THE TAPESTRIES OF 
THE BATTLES OF ALEXANDER THE GREAT 
TO COLBERT DE VILLACERF IN THE 
GOBELINS GALLERY, 1696 

Pen with India ink wash, traces of gouache. 150 x 250 
mm. (6 x 9~ inches). 

Collections: Library of the Manufacture des Gobelins, 
J. 257 /1. 
Bibliography: Jombert. Catalogue raisonne de !'oeuvre 
de Sebastien Le Clerc (1774), vol. II, p. 257, I. Meaume. 
Etude ... sur les livres illustres par Sebastien Le Clerc, 
(1877), p. 78. Cl. Sibertin-Blanc. Remarques sur les 
dessins de Sebastien Le Clerc exposes a Metz pour le tri
centenaire de sa naissance in the Bulletin of the Societe 
de l'Histoire de l'Art Fran<;ais (1928), p. 43. J. Ni
clausse. Tapisseries et Tapis appartenant a la Ville de 
Paris (1948), repr. p. 31. J. Vallery-Radot and Ph. 
Jaccottet. Le Dessin Fran<;ais au XVII• siecle (1953), 
note p. 205, pl. 126. 

Sketch for Le Clerc's engraving (Joubert, op. cit., II, 
257, 1). 
Colbert de Villacerf, one of the sons of the great Col
bert, had succeeded Louvois in the office of Superin
tendent of Buildings. He is represented here during an 
official visit to the Gobelins Factory. He was to be re
placed by Mansart in 1699. 

Bibliotheque de la Manufacture des Gobelins, Paris 

Jean Berain 
Saint-Mihiel (Lorraine), 1638-Paris, 1711 

This engraver and draftsman was one of the foremost 
ornamentalists of the XVIIth century, and as such, he 
exercised a decisive influence on the style of the 
Louis XIV period. In 1674 he succeeded Henri de 
Gissey as Ingenieur et Dessinateur des Plaisirs du 
Roi. His decorations are full of charm and fantasy 
and characterized by exquisite draftsmanship. The 
berenades, as they are sometimes called, are directly 
related to the grotesques of Androuet Ducerceau which 
in turn are a derivative of the contemporary Italian 
manner as well as the classical style. The designs of 
Berain open the way to the arabesques of Claude (III) 
Audran and Watteau, thus making their influence felt 
on the decorators of the XVIIIth century. 

47 TWO COSTUME STUDIES FOR A 
CARROUSEL (OR TOURNAMENT) 

Pen with India ink and bistre wash, 395 x 590 mm. 
(15~ x 237i inches). 
Below the cavalier on the left, the inscription: ... Mr. 
de Villacerf. 
Collections: S. Mayer Collection. Acquired by the 
Musee des Arts Decoratifs in 1886. 

"Dating from the time of the famous Tournament of 

1662, held on the square which still hears the name 
Place du Carrousel. The original meaning of the word 
has changed. Indeed, the carrousel (or tournament) of 
1662-which is known to us by the engravings of 
Israel Silvestre and Chauveau, was actually a pageant 
and procession." On June 4th and 5th, 1685, at Ver
sailles, where the Court had recently moved, the 
Carrousel of the Gallant Moors was presented, not for 
the King, but in honor of the Dauphin. Its subject was 
the battle of the Abencerrages and the Zegris, a famous 
episode in the civil wars of Granada. 

The following year, on May 24, 1686, the Dauphin 
presented a new carrousel, in every way as magnificent 
as the first. This time the subject was taken from the 
writings of Quintus Curtius Rufus and was known as 
the Carrousel of Alexander the Great. (cf. Andre 
Tessier, Les Carrousels de 1685 et 1686 et les estampes au 
trait de Jean Berain, in the Amateur d'Estampes, no. 5, 
October, 1924, pp. 146-159.) 

The drawings exhibited here seem to be studies for 
the carrousel of 1685. R. A. Weigert, in his book, 
Jean Berain (1937), vol. I, chap. IV, pp. 85-88, refers 
to several drawings by this artist made for this event. 

We know that the Marquis de Villacerf took part in 
the Carousel of 1685 in the costume of an Alabesis, 
thanks to the description given in La Brillante Journee, 
ou le Carrousel des Galants Maures, Paris (1685), p. 
23., of the costume shown in this drawing. 

Musee des Arts Decoratifs, Paris 

Andre-Charles Boulle Paris, 1642-1732 

Son of the cabinet-maker, Jean Boulle, this artist 
began as a decorative inlayer and cabinet-maker and 
he is mentioned in Court books as early as 1669 as 
Inlayer and Cabinet-maker in Ordinary to the King. 
In 1672, thanks to Colbert's support, he moved into 
the Louvre and specialized in copper and tortoise-shell 
inlaid furniture. His sculptures for the Dauphin's 
apartments at Versailles are among his best works. He 
contributed to the decoration of the Hall of Mirrors 
and of Mme de Maintenon's apartment at Versailles, 
as well as to that of the Chateau at St. Cloud. His 
furniture designs show his great originality and indi
cate his search for new and highly ornamental forms 
in keeping with the architectural style of the period. 

48 DESIGNS FOR TORCHERES, ETC., AND A 
CHEST OF DRAWERS 

(a) On top, torcheres, balusters and caryatids. 
(b) Below, a curved chest-of-drawers with five screwed
on feet and four drawers. 
Pen with sepia and India ink wash over red crayon, 
630 x 355 mm. (24~ x 14 inches). 

Collections: Taken from an album of sixteen plates ac-
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quired at the Mombro Sale in February, 1885. Inven
tory, Musee des Arts Decoratifs, Paris, A. 723. 
"The chest-of-drawers is a new piece of furniture; 
designed at the end of the XVIIth century by Andre
Charles Boulle, it had already lost the shape of the 
round-topped chest in favor of the flat-topped writing 
table". (Guillaume Janneau, Le Meuble Zeger en France, 
1952, p. 13). 

"The beginning of the XVIIIth century marks the 
appearance of the beautiful torcheres with triangular 
stems and trifurcated bases, introduced by Le Brun, 
Lepautre, Daniel Marot and Jean Berain. They re
placed the stands, decorated with Moorish figures, 
in fashion toward the middle of the XVIIth century, 
and which can still be found registered in 1689 in the 
lnventaire General du Mobilier de la Couronne". (G. 
Janneau, op. cit., p. 11). 

Musee des Arts Decoratifs, Paris 

Hyacinthe Rigaud Perpignan, 1659-
Paris, 1743. 

This artist studied in Montpellier and in Lyon before 
coming to Paris in 1681 where he started out under 
the auspices of Le Brun. Although he was awarded the 
Grand Prix de Rome in painting, he refused to leave 
for Italy, and upon the advice of Le Brun, devoted 
himself to his career as a portraitist with rapidly 
growing fame and success. Court painter under Louis 
XIV, the Regency, and during the youth of Louis XV, 
Rigaud had an important studio. His work, in which 
the social position of the portrait models played a 
predominant part, is also characterized by a fine sense 
of observation and shrewd psychological insight. He 
personifies the type of the official portraitist of his 
time. 

49 PORTRAIT OF VOYER D'ARGENSON (Pl. 9) 
Black, red and white crayon with India ink, watercolor 
and gouache highlights on bluish-grey paper. 424 x 
335 mm (16:li x 13U inches). 

Collections: Colin de Vermont to whom Rigaud seems 
to have willed it in 1732. 
Xavier Atger. Bequest to the Bibliotheque de la Faculte 
de Medecine de Montpellier in 1828. Inventory 
no. 55. 
Bibliography: Charles Saunier, Le Musee Xavier Atger 
a Montpellier. Gazette des Beaux-Arts (1922), vol. I, pp. 
43-44, repr. p. 43. 

Marc-Rene Voyer d' Argenson (1652-1721) was ap
pointed Lieutenant-general de Police in 1697, and in 
1715, President du Conseil de I'lnterieur and Garde 
des Sceaux; but resigned in 1720. He was strongly 
opposed to the suggestions made to the government 
by the Scotch economist Johri Law. It is he who intro-
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duced the use of lettres de cachet. He was a titulary 
member of the Academie Frani,aise and honorary 
member of the Academie des Sciences. 

Musee Atger, Faculte de Medecine, Montpellier 

Antoine Coypel Paris, 1661-1722 

The artist, whose father, Noel Coypel, having been 
appointed Director of the newly created French 
Academy in Rome, had ample opportunity to study 
the great Italian masters. He was attracted partic
ularly by the work of Bernini. Returning to France, 
he was received at the Royal Academy in 1681. Louis 
XIV commissioned Coypel to design a series of medals 
commemorating the great events of his reign, while 
the Duke of Orleans made him Painter in Ordinary 
and entrusted him with the decoration of his castle 
at Meudon as well as of the Palais-Royal. In 1710, he 
was appointed Director of the Royal Collection of 
Drawings and Paintings, and four years later, Director 
of the Royal Academy. As the King's premier peintre, 
he was also in charge of designs for the Gobelin 
tapestries. Deriving his inspiration both from the 
Venetians and from Rubens, Antoine Coypeldeveloped 
a personal style in which the decorative value of the 
arabesque predominates. His spirited rendition at times 
seems to presage the art of Watteau and to pave the 
way for the Rococo style. 

50 IRIS DESCENDING TO EARTH 
Black, white and red crayon on grey paper. 343 x 402 
mm. (1372 x 15:li inches). 

Collections: Original Louvre Collection. Inventory no. 
25.726. 
Bibliography: Guiffrey, Marcel, vol. IV, no. 2889, repr. 
P. Marcel, La Peinture Frani;aise au debut du XVIII• 
siecle, Paris, (1906). 
Exhibitions: French Prawings from Fouquet to Gauguin, 
London (1952), no. 39. 

Study for the Death of Dido, one of the paintings in the 
Gallery of the Palais-Royal, decorated by Antoine 
Coypel between 1702 and 1705 and finished by the 
artist in 1716. 

Musee du Louvre 

Alexandre Francois Desportes 
::, 

Champigneulles (Meurthe-et-Moselle), 1661-
Paris, 1743 

He began his career in the studio of the painter Nicasius, 
a student of Snyders. He was fond of drawing from 
life. He spent some time at the Polish Court where 
his portraits were much in demand. Returning to 
France, he worked for Louis XIV and was appointed 



Chronicler of the Royal Hunts. After having been 
elected to membership in the Royal Academy in 1699, 
he received a pension and was granted residence at the 
Louvre. He took part in the decoration of several royal 
castles, and made designs for a number of tapestries, 
the most famous of which is the series entitled Tentures 
des lndes. His drawings and animal paintings have a 
straightforward quality in which realistic observation 
is combined with a spontaneous and lively rendition of 
forms and movements. 

51 TIGER 
Black, red and white crayon on tan paper. 395 x 570 
mm (15Y2 x 22Y2 inches) 

Collections: Madame la Princesse de Croy Collection. 
Bequest to the Louvre in 1930. Inventory: RF 14.984. 
Exhibitions: Bequest of Mme. la Princesse L. de Croy and 
of M. L. Devillez, Paris, Orangerie (1930-31), no. 29, 
(placed under the name of J. B. Oudry). 

This study, which was once attributed to J. B. Oudry, 
is not, in fact, in the manner of this artist, and it has 
been decided therefore to include it in the works of 
Desportes. G. de Lastic Saint Jal, in his writings on 
Fran~ois Desportes, confirms this opinion and points 
out that it constitutes an early work of Desportes 
which the artist later used in one of his designs for the 
tapestry Tentures des Nouvelles lndes. 

Musee du Louvre 

Nicolas Bertin Paris 1668-1736 

Nicolas Bertin was the son of a sculptor. He studied 
with Jouvenet and later with Bon Boullogne. Pre
sented to Louvois, Superintendent of Buildings under 
Louis XIV, the latter authorized him in 1685 to go to 
Rome where he spent four years. Returning to Paris, 
he was received at the Royal Academy in 1803 and be
came one of its professors in 1716. He was commis
sioned by the King to participate in the decoration of 
the Grand Trianon. During the transition period cover
ing the end of the XVIIth and the beginning of the 
XVIIIth century, Nicolas Bertin is remarkable, partic
ularly in his drawings, for his realistic style. 

52 MOWERS AT REST 
Red and black crayon. 160 x 170 mm (6~ x 6%: inches) 
In the lower left, signed: "Bertin". To the right, the 
figure "118". 

Collections: Marquis de Robien Collection (XVIIIth 
century). Confiscated during the Revolution, this col
lection was later given to the city of Rennes by the 
Imperial government. 
Bibliography: P. Lavallee. Les Dessins fran,;ais de la 
Collection Robien au Musee de Rennes in the Bulletin of 
the Societe de l'Histoire de l' Art Fran,;ais (1938), no. 81. 

P. Lavallee. Le Dessin Fran,;ais (1948), p. 63, pl. XXXI. 
J. Vallery-Radot and Ph. Jaccottet. Le Dessin fran,;ais 
au XVII• siecle (1953), p. 208, pl. 129. 
Exhibitions: Meisterwerke aus Frankreichs Museen, 
Vienna, Albertina (1950), no. 62. 
As indicated by Messrs. Lavallee and Vallery-Radot, 
this drawing derives its considerable interest from its 
realism and the simplicity of its subject matter, which 
are in sharp contrast to the current baroque manner of 
the early XVIIIth century. (cf. P .. Marcel, La Peinture 
Fran,;aise au debut du XVIII• siecle, p. 270). 

Musee des Beaux-Arts, Rennes 

Claude Gillot Langres, 1673-Paris, 1722 

Claude Gillot played an important part in the evolution 
of XVIIIth century French Art; he was, indeed, its 
principal initiator. He was one of the first in the crea
tion of a new idiom in painting, namely, the Fete 
Galante, in which the characters, disguised in theater 
costumes, are often drawn from the Italian Comedy. A 
pupil of Jean-Baptiste Corneille, Claude Gillot worked 
as painter and also as engraver and illustrator. After 
the company of Italian players left France in 1697, he 
found his models among the actors of the fairs of 
Saint-Germain and Saint-Laurent. Associate of the 
Royal Academy of Painting in 1710, he was made a 
member in 1715. As the teacher of Watteau, Gillot 
imparted to him his own delight in theatrical scenes, 
and for subjects of a comic and contemporary charac
ter. Gillot, however, limited by a certain superficiality, 
does not transcend the simple story-teller and repre
sents the scenes of the theater in a matter-of-fact 
fashion. Watteau, on the other hand, transforms them 
into compositions of a personal character, imbued with 
poetry and an incomparable visionary quality. 

53 FRIENDS, LET US NOT EXCLUDE A CLEVER 
GUEST ... OR HARLEQUIN, A PLAYFUL WIT 

In the upper part, Pierrot is on the right, Polichinelle 
is in the center and on the left is Mezzetin; they are 
dismayed to see the benches upon which they sit sud
denly rise up. At the bottom, to the left, Scaramouche 
falls back when he sees Harlequin threatening him with 
his torch. On the right, near the cupboard, a woman is 
making her exit. 
Pen with red wash. 160 x 218 mm (6~ x 8% in.). 
In lower left, mark of the P. J. Mariette Collection. 
Collections: P. J. Mariette Collection. Original Louvre 
Collection. Inventory no. 26.748. 
Bibliography: Guiffrey, Marcel. Vol. VI, reprod. no. 4196 
(under the title, Scene de Theatre). E. Dacier. Claude 
Gillot in Les Peintres fran,;ais du XVIII• siecle, sous la 
direction de L. Dimier (1928) Vol. I, p. 204, no. 51. 
B. Populus. Claude Gillot, Cat. de l'oeuvre grave (1930) 
pp. 196-197, no. 347 and also pp. 91-92, no. 17. 
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Exhibitions: Le Theatre d Paris, XVII• et XVIII• siecles. 
Paris, Musee Carnavalet (1929) no. 134 (under the 
title, Scene de theatre). 

This composition is similar to that of the Arlequin 
esprit follet ( cf. Populus, op. cit., no. 17). The scene 
is taken from the 2nd act of the play, Arlequin esprit 
follet, shown in March 1670, as noted by the Parfait 
brothers. It was probably repeated later by the Theatre 
de la Faire, where Gillot would have seen it. 
This composition was engraved in reverse by Huquier. 

Musee du Louvre 

Jean-Antoine Watteau 
Valenciennes, 1684-Nogent-sur-Marne, 1721 

After an apprenticeship under the painter, Jacques Al
bert Gerin at Valenciennes, Watteau went to Paris in 
1702 and studied with Metayer; later he worked in the 
publishing house of Pierre and Jean Mariette. He then 
became acquainted with Gillot who helped him to dis
cover the characters and the themes of the Italian 
Comedy. Watteau also worked in the studio of Claude 
Audran II. Studying the works of Rubens in the Lux
embourg Palace, he developed and perfected the style 
of his art. He was introduced to the financier Crozat 
who owned a famous collection of drawings and paint
ings which was an invaluable source of inspiration for 
Watteau. Made Academician in 1717, as a peintre de 
fetes galantes in which he created a style that was ad
mired and emulated throughout the XVIII century; he 
painted, as his reception piece, the Embarkation for 
Cythera (Louvre). The artist visited London in 1719, 
and upon his return the following year, he was received 
in the home of his friend Gersaint for whom he 
painted, as an expression of his gratitude, the famous 
Enseigne (Berlin Museum). Stricken with tubercu
losis, Watteau died at the age of 37. Gifted as an ob
server as well as a poet, Watteau typifies in his nervous 
drawings, usually done with three crayons, the very 
essence of the French spirit of the XVIII century. 

54 SHOP INTERIOR (PI. 12) 
Behind his counter, a shop-keeper shows an object to 
a nobleman standing in the middle of the shop; near 
him stands a child. At the right, in the foreground, a 
group of three men stand, conversing. 
Red crayon. 150 x 218 mm (5Ys x 8% in.). 
At lower left, an inscription, in red crayon: Watteau. 

Collections: Original Louvre collection. Inventory 
33362. 
Bibliography: L. de Fourcauld. A . Watteau, in the 
Revue de l'Art Ancien et Moderne (1901) Vol. I, p. 324 
no. 2. E. Dacier and Ch. Martine. Watteau, no. 33, 
reprod. 
Exhibitions: French Drawings from Fouquet to Gauguin, 
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London, (1952) no. 159. 

This drawing seems to belong to the early phase of 
Watteau's career (ca. 1704-1705), the style being still 
very close to that of his master, Gillot. However, it is 
revealing to see in it (from the choice of subject mat
ter) a kind of "prelude" to his celebrated L' Enseigne de 
Gersaint (Berlin), painted towards the end of his life. 

Musee du Louvre 

55 SHEET OF STUDIES 
Two figures of seated women, one of whom is playing 
a guitar; a head of one woman seen in full face; to the 
right, a Harlequin in half figure and, below, a head of 
Pierrot wearing a hat. 
Black, red and white crayon. 230 x 354 mm (9 x 14 in.). 

Collections: Guichardot Collection. Armand Valton. 
Given to the Library of the Ecole des Beaux-Arts in 
1908. 
Bibliography: P. Lavallee. Dessins Frani;ais du XVIII• 
siecle d la Bibliotheque de !'Ecole des Beaux-Arts (1928) 
no. 6, reprod. E. Dacier and Ch. Martine. Ant. 
Watteau (1930) no. 39, reprod. K. T. Parker. The 
Drawings of A. Watteau (1931) p. 43, no. 31, reprod. 
Exhibitions: Art Frani;ais des XVII• et XVIII• siecles, 
Paris, Ecole des Beaux-Arts (1935) no. 164, reprod. 
p. 48; Meisterwerke aus Frankreichs Museen, Vienna, 
Albertina (1950) no. 72. 

The figure of the seated woman to the left, an early 
idea for the Finette in the Louvre, is related to the en
graving by Benoit Audran in the Figures de differents 
caracteres, pl. 54 (Goncourt, no. 406). The figure of the 
seated woman seen from the front is found again in the 
Contredanse of the Sterling Collection, and in the Con
cert Champetre of the Museum of Angers; the figure of 
the Harlequin is included in the composition of the 
Entretiens badins, engraved by Audran (Dacier et Vua
flart, Jean de Jullienne et les Graveurs de Watteau, no. 
95), it is found again in the Plaisirs du Bal (Dulwich 
Gallery), in the Troupe Italienne en Vacances, engraved 
by Mercier (Dacier et Vuaflart, op. cit., no. 309) and, 
finally, in the Bal Champetre, engraved hy Ravenet 
(Dacier et Vuaflart, op. cit., no. 311). 

Ecole Nationale Superieure des Beaux-Arts, Paris 

56 A SHEET OF STUDIES SHOWING NINE 
HEADS 

In the upper part, studies of five female heads, in pro
file or in three-quarter views. In the lower part, from 
left to right, a man's head in right profile, wearing a 
cocked hat; a woman, half-length, seen from the back. 
A woman, upper part only, full face, the head inclined, 
and finally a man's head in three-quarter view to the 
right. 
Black, red and white crayon. 
270 x 420 mm (10% x 16Yz in.). 



Stamp of the Dutuit Collection in lower right (Lugt 
no. 709). 

Collectwns: Was probably part of the Jullienne and 
Rutter Collections (sale, Dec. 1879). 
Dutuit, left to the Petit Palais in 1902. 
Bibliography: Cat. sommaire des Coll. Dutuit (1925) 
no. 1023, p. 188 reprod. K. T. Parker. The Drawings of 
Watteau (1931) p. 45 reprod. 
Exhibitions: Les Dessin fran,;ais dans les collections du 
XVlll• sii!cle, Paris, Gaz. des Beaux-Arts (1935) no. 
282; Petit Palais, Zurich (1947) no. 79. Le Dessin 
fran,;ais de Fouquet a Cezanne, Brussels, Rotterdam, 
Paris (1949-50) no. 56 pl. 26. Meisterwerke aus Frank
reichs Museen, Vienna, Albertina (1950) no. 73. French 
Drawing from Fouquet to Gauguin, London (1952) no. 
166. 

The two heads of men, done after the same model, 
served as studies for the paintings Enchanteur and 
Aventurii!re (Dacier et Vuaflart no. 11, 12)-The 
head to the left for the Le,;on d' Amour (Dacier et 
Vuaflart no. 263); study for the kneeling pilgrim, with 
changes, in the Embarkation for Cythera; finally the 
woman in the lower center, for the Concert Champetre 
of Angers. One can compare this figure as well with 
nos. 46 & 131 of the Figures de differents caracti!res. 

Palais des Beaux-Arts de la Ville de Paris 

57 STUDIES OF THREE YOUNG WOMEN, 
SEATED (Pl. 13) 

Black, red and white crayon with pencil. 230x299mm 
(9xll:)4 in.). At the lower left, mark of the His de la 
Salle Collection (Lugt no. 1333). 

Collections: His de la Salle Coll.; Gift to the Louvre, 
1878. Inventory RF 774. 
Bibliography: Figures de differents caracti!res ... par A. 
Watteau (1726-1728) nos. 117 and 284. Goncourt. Cat. 
raisonnedel'oeuvre ... d'A. Watteau (1875) no. 488, 
633. E. Dacier et Ch. Martine. A. Watteau (1930) no. 
16 reprod. K. T. Parker. The Drawings of A. Watteau 
(1931) p. 31 no. 35 reprod. P. Lavallee. Quatorze 
Dessins de Watteau ... au Louvre (1939) no. 9 reprod. 
J. Bouchot-Saupique, Les Dessins de Watteau (1953) 
no. 10, reprod. 
Exhibitions: Portraits et figures de femmes. Paris, Oran
gerie (1935) no. 177. Dessins fran,;ais du Musee du 
Louvre, Brussels (1936-37) no. 47 pl. XXVII. Les 
Goncourt et leur temps, Paris, Musee des Arts Decoratifs 
(1946) no. 292. 

Engraved on two plates by Bernard Audran: the first 
plate shows the figure on the left; the second, the 
group of the two others (cf. Figures de dijferents carac
ti!res, nos. 117 & 284. The study of the young woman 
on the left was used for one of the figures in the paint
ing Les Charmes de la Vie (Wallace Collection, Lon
don); the guitarist in the center is used in La Proposi-

tion embarrassante, in the Museum of the Hermitage, 
and also in Arlequin, Pierrot et Scapin in the collection 
of the Duke of Spencer at Althorp. 

Musee du Louvre 

58 WOMAN GATHERING HER DRESS (Pl. 14) 
Standing figure, seen almost in a back view, the head 
shown in right profile. 
Black and red crayon. 54lx375mm (2l>ixl4U in.). 

Collections: Perrin Collection. 
Bibliography: Figures de differents caracti!res, 1727. 
Dacier et Vuaflart, Jean de ]ullienne et les graveurs de 
Watteau, no. 334 (engraved by Boucher). K. T. Parker, 
The Drawings of Antoine Watteau (1931) no. 90 
reprod. 
Exhibitions: Meisterwerke aus Frankreichs Museen, 
Vienna, Albertina (1950) no. 80. 

Study for the painting, Assemblee dans un pare, in the 
Kaiser Friedrich Museum. (cf. Parker, op. cit., fig. 
14, pp. 38-39). 

An identical drawing, which according to Parker, may 
be a copy, is in the Cabinet des Dessins of the Louvre 
Museum. (Inventory 33. 376) 

Musee des Arts Decoratifs, Paris. 

59 STUDY OF A SEATED WOMAN (Cover) 
She is seen in left profile, her head slightly inclined, 
her hands crossed on her knees. 
Black, red and white crayon. 248xl83mm (9Ux7U 
in.). In the lower right, mark of P. J. Mariette Collec
tion. (Lugt 1852). This drawing has been enlarged on 
the top and at the left. 

Collections: P. J. Mariette Collection (sale, Paris, Nov. 
15, 1775, p. 210 part of no. 1390). 
Original Louvre Collection. Inventory 33. 357. 
Bibliography: Reiset no. 1335. E. Goncourt. Cat. rai
sonne de ['oeuvre de Watteau (1875) p. 253 no. 425. 
L. Reau, Watteau (1928) cat. des dessins no. 26. 
E. Dacier et Ch. Martine, A. Watteau (1930) no. 11 
reprod. J. Bouchot-Saupique, Les Dessins de Watteau 
(1953) no. 18 reprod. 
Exhibitions: French Art, London (1932) no. 472 (Com
mem. Cat. no. 783 pl. 164). Le Dessin fran<;ais dans les 
coll. du XVIII• sii!cle, Paris, Gaz. des Beaux-Arts (1935) 
no. 173; Chefs d'oeuvre de l'Art fran<;ais, Paris (1937) 
no. 590; Les Goncourts et leur temps, Paris Musee des 
Arts Decoratifs (1946) no. 291; Meisterwerke aus Frank
reichs Museen, Vienna, Albertina (1950) no. 77; Dessins 
fran<;ais et miniatures du XVIII• sii!cle, Louvre, Cabinet 
des dessins (1954) no . 43. 

This drawing was engraved by Benoit Audran in the 
Figures de differents caracti!res, no. 70. The model 
closely resembles the seated woman towards the right 
in the Plaisirs du Bal (Dulwich College, London) and 
the hands, the dress, and the general attitude of the 
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young woman of our drawing have many sty listic anal
ogies with the seated woman in the painting, La Sere
nade italienne, in the Samuel K. Kress collection, in 
New York, although the pose has been reversed (cf. H. 
Adhemar et R. Huyghe, Watteau, 1950, pl. 48). 

Musee du Louvre 

Jean-Baptiste Oudry 
Paris, 1686-Beauvais, 1755 

Pupil of Largilliere, Oudry began as a portraitist; later 
he painted landscap es. But he achieved his greatest 
reputation, like Desportes, as a painter of animals. 
Member of the Compagnie de Saint-Luc in 1717, he 
was admitted to the Royal Academy of Painting as 
Paint er of History in 1719. He was presented to Louis 
XV; he painted the King's favorite dogs and was sub
sequently named Painter of the King's Hunts. Oudry 
was put in charge of the reorganization of the Tapestry 
Manufacture at Beauvais and _in 1734 was made its 
director. During this period he executed many car
toons; the most famous of these being the Hunts of 
Louis XV. As an illustrator he made drawings for the 
Roman Comique by Scarron and his skill as a painter of 
animals impelled him to illustrate the Fables of La 
Fontaine . 

60 THE FARM 
Brush and sepia wash. 371x224mm (14%x8~ in.). At 
the lower right, pen inscription: J.B. Oudry 1750 pour 
le tableau de Mr le dauphin. 

In spite of the inscription, it would appear that this 
drawing is not a study for the painting commi ssioned 
by the Dauphin in 1750, shown in the Salon of 1751 
(no. 16 under the title: Un Tableau dans le genre fla
mand) and now in the Louvre (cat. no. 670). There are 
indeed numerous details which differ in the two com
positions (cf. Jean Locquin, Cat. raissonne de ['oeuvre 
de!. B. Oudry (1912) no. 459). 

Kunsthaus, Zurich. 

Nicolas Lancret Paris, 1690-1743 

Destined, at first, for engraving, Nicolas Lancret 
worked with the academician Pierre Dulin before enter
ing the studio of Gillot around 1712. Watteau, whom he 
met there, advised him to work from nature. Associ
ated with the Royal Academy of Painting in 1718, Lan
cret was made a member in 1719 as a Painter of the 
Fetes Galantes. He was highly esteemed as a decorator 
and after the death of Watteau he stood in great favor 
with the public and collectors. He executed wall 
panels and friezes for many illustrious art lover s among 
whom figured Crozat, the Count of Tessin, Frederick II 
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of Prussia, and the Duke of Antin, Director of Build
ings, who gave him several commissions. The workman
ship of Lancret, in his paintings as well as in his draw
ings, never attained the freedom, the elegance or the 
poetry of Watteau's. 

61 STUDIES OF A NUN 
Black, red and white crayon on buff paper. 264 x 298 
mm (10% x 11:Ji in.) 

Collections: Original Collection. Inventory 27.541. 
Bibliography: Reiset, no. 812. Guiffrey-Marcel, Vol. 
VII, no. 5,637 reprod. Wildenstein. Lancret (1924) fig. 
156. 
Exhibitions: Art frarn ;ais, Amsterdam (1926) no. 175. 
Dessins franr;ais du Louvre, Berne (1948) no. 41. Le 
Dessin fran,;ais de Fouquet a Cezanne, Brussel s, Rot· 
terdam, Paris (1949-1950) no. 67. 

Studies for the figure of the nun holding a whip in 
the painting, Les Lunettes (Museum of Compiegne). The 
theme was taken from one of the Contes of La Fontaine 
(Book IV, Conte XII). Another drawing, A Study of a 
Man, partly nude, for this same painting, is in the 
Boymans Museum in Rotterdam (Koenigs Collection, 
F.I. 238). 

Musee du Louvre 

Jean-Baptiste Pater 
Valenciennes, 1695-Paris, 1736 

The early works of Gillot and Watteau were inspired 
by the Italian Comedians; the art of Watteau's 
mature period, like that of Lancret is derived from 
scenes of the theater. Pater follows this XVII Ith 
century tradition; his works resemble especially those 
of Dancourt, in which the final scene of the play is 
a bal or a Feste de Village; thus the fetes galantes evolved 
into country dances (bal champetre). Pater had a pre
dilection for other subjects such as military scenes and 
bathing women; these certainly represent the most 
personal aspect of his art in his paintings as well as in 
his drawings. Pater's father ran a shop in Valenciennes, 
selling sculptured objects. The young Jean-Baptist e 
began his training in 1706 in the atelier of the painter, 
Jean-Baptiste Guider (or Guide). Pater became ac
quainted with Watteau, probably during the latter 's 
sojourn in Valenciennes and desiring to work under 
his direction, followed him back to Paris toward s the 
end of 1710. The artist reappears in Valenciennes in 
1716, where he was involved in trouble with the 
Compagnie de Saint Luc. After his return to Paris in 
1718, Pater probably worked for the dealers, Gersaint 
and Sirois, and for various art lovers. Associate of the 
Academy in 1725, he was admitted as a member in 
1728, designated as a peintre de fetes galantes. His 
works, although at times quite similar to Watteau, are 



not always equal to the master's qualities of refine
ment, sparkle and poetry, but his sanguine drawings 
do achieve a soft golden radiance that is entirely 
delightful . 

62 CHARACTER FROM THE ITALIAN COMEDY 
A man seen full face, wearing a mask with a large 
no se, and a broad-brimmed hat. Behind him is sketched 
the figure of a woman in a hoop dress. 
Red crayon. 150 x 120 mm (5~ x 4%: inches) 

Collections: Canonge Collection. Bequeathed to the 
Museum of Montpellier in 1870. 
Bibliography: Lafenestre et E. Michel. Inventaire Gen
eral des Richesses d' A rt de la France, Musee de Montpellier 
(1878) Dessins, no. 372, p. 300. R. Cogniat . Le Dessin 
Frant;ais au XVIII• siecle (1943) p. 67, reprod. p. 73. 
Jean Claparede. Dessins inconnus du Musee de Mont
pellier, Le Dessin. no. 6 (1947) p. 258. 
Exhibitions: Dessins, Montpellier, Musee Fabre (1940) 
no . 180. · 

This figure resembles in general expression and gesture 
of the hand, a figure in the right middle ground in the 
painting in Buckin gham Palace, London: Reunion de 
Comediens Italiens dans un Pare (Mlle F. Ingersoll
Smouse, Pater, 1928, reprod. p. 94, fig. 2, no. 3). 

Musee Fabre, Montpellier 

63 FEMALE BATHER 
Red crayon. 166 x 173 mm (6~ x 6%: in.). 

Collections: Marquis de Lagoy Collection (sale, Paris, 
April 17, 1834). Mayor. Acquired by the Louvre in 
1852. Inventory 32.289. Bibliography: Reiset, no. 1234. 
Exhibitions: Dessins Fran<;ais du Musee du Louvre, 
Berne (1948) no. 42. French Drawings, U.S.A. (1952-
1953) no. 72. Dessins Fran<;ais et miniatures du XVIII• 
siecle, Louvre, Cabinet des Dessins (1954) no. 30. 

Pater was fond of painting bathing women in varying 
attitudes. It is not surprising, therefore, to find the 
model of this drawing, with more or less significant 
variations, in his paintings at Edinburgh, Angers, 
Stockholm, Potsdam, etc ... Of particular intere st is a 
canvas in the Collection of Mme Alfred Loewenstein 
in Brussels which also employs this model (cf. Mlle 
F. Ingersoll-Smouse, Pater, 1928, no. 322, fig. 99) and 
again in a painting of which possibly only a copy 
remains, in the Palais de Justice de St. Quentin (cf. 
Mlle Ingersoll-Smouse, op. cit., no. 304, fig. 221) 
in which the bather is the same as the one in this 
drawing. 

Musee du Louvre 

Louis Tocque Paris, 1696-1772 

A portraitist, Louis Tocque was the pupil of Nicolas 
Bertin and, later, of Hyacinthe Rigaud. Approved by 

the Royal Academy of painting in 1731, he was made 
a member in 1734 with bis portraits of Galloche and 
the sculptor, J. L. Lemoyne. In 1739 and 1740 he 
painted the portrait of the Dauphin; and to the latter 
year belongs also the important portrait of Maria 
Leczynska. In 1757, the Empress Elizabeth called 
him to Russia where Tocque painted her portrait. In 
1759 he lived in Denmark where he painted the 
portraits of the King and Queen. Tocque married a 
daughter of the painter, Nattier. He was highly 
esteemed by the French upper middle class of his time. 

64 PORTRAIT OF THE PAINTER JEAN-MARC 
NATTIER 

Black, white and red crayon. 340 x 280 mm (13% x 11 
in.). 

Collections: Lecocq Collection. Bequeathed to the 
Museum of Amiens in 1901. 
Bibliography: A. Boinet. Le Musee d'Amiens, pl. 15 
reprod. p. 46. P. de Nolhac. Nattier, p. 134. G. Briere, 
Recherches inconographiques sur des oeuvres du XVIII • 
siecle, in Bulletin de la Societe de l'Histoire de I' Art 
Fran<,ais (1925) fasc. I, p. 91. Comte A. Doria. Louis 
Tocque, p. 128, no. 244 (catalogue). A. Besnard et G. 
Wildenstein. La Tour (1928) no. 361, pl. LXXXVI 
(under the name of La Tour). Bulletin des Musees 
de France (April 1934) p. 54 reprod. p. 56. 
Exhibitions: Les Chefs d'Oeuvre des Musees de Province. 
Paris, Musee Carnavalet (1933) no. 137 reprod. p. 21 
(attributed to La Tour). L'Art Frani;ais au XVIII• 
siecle. Copenhagen (1935) no. 516. 

In the past, this study has been incorrectly attributed 
to La Tour. It was a preparation for the portrait of 
Nattier in the Academie des Beaux-Arts of Copenhagen, 
executed by Tocque in 1762 as his reception piece to 
the Academie in Copenhagen. Jean-Marc Nattier (1685-
1766), the father-in-l aw of Tocque and also a portrait 
painter, was seventy-seven years old at the time Tocque 
painted this portrait. 

Musee de Picardie, Amiens 

Fran<;,ois Boucher Paris, 1703-1770 

Francois Boucher is the typical decorator-painter-artist 
of the Louis XV regime . He was trained in the studio 
of Lemoyne, then entered the studio of Fran<,ois Cars, 
father of the engraver Laurent Cars, where he learned 
engraving and book illustration; there he engraved 
some of the Figures de differents caracteres after the 
drawings of Watteau, requested by M. de Jullienne. 
He went to Italy with the Van Loo family in 1727 and 
arrived in Rome on May 3rd 1728. Back in France in 
1731, he was accepted by the Academy in 1734. His 
excellence as a decorator qualified him for the interior 
decoration of the Galerie des petits appartements at 
Versailles, as well as for work done at the Manufacture 
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de Tapisseries de Beauvais. In 17 42 he succeeded 
Servandoni as decorator of the Opera, became super
intendent of works at the Gobelin factory in 1755 and 
on the death of Carle Van Loo in 1765 was appointed 
Premier Peintre du Roi. A protege of the Marquise de 
Pompadour, and also her drawing master, he enjoyed 
great renown. He gave a place of honor to the pastoral 
theme, modifying the fetes galantes of Watteau, placing 
this genre on a level which would be more appealing 
to the circle of amateurs for whom he worked. He had 
an import ant atelier and contributed, mostly in his 
drawings, to the popularization of the Rococo style, 
characterized by arabesques and undulating curves. 

65 THE IMMACULATE CONCEPTION 
Red crayon with highlights in white chalk. 296 x 223 
mm (11% x 8% inches) 

Collections: Original collection. Inventory 24.755. 
Bibliography: Guiffrey, Marcel. vol. II, no.1369 repr. P. 
de Nolhac. Boucher (1925), repr., p.192. P. Lavallee. Fr. 
Boucher, quatorze dessins du Louvre (1942), no. 3 repr. 
Exhibitions: La Vierge dans l'art . Paris, Petit Palais 
(1950), (not in cat.) French Drawings from Fouquet to 
Gauguin. London (1952), no. 9. 

This work may be compared with another drawing by 
Boucher, in pen and wash, also representing The Im
maculate Conception (cat. Meder, pl. 1335, Albertina, 
Vienna). Lavallee note s (op. cit ., no. 3) that the spirit 
and linear quality, the style of the figure and drapery, 
relate this drawing to Watteau. Another comparison is 
made with the Study of a Young Woman Covering her 
Head (Museum of Chantilly), engraved by Boucher 
(Figures de differents caracteres, no. 176). 

Musee du Louvre 

66 DIANA SLEEPING 
Red crayon with highlights of white chalk, on tan paper. 
232 x 380 mm (9% x 15 inches) Signed: F. Boucher 

Collections: Spencer Collection. His de la Salle. Armand 
Valton. Given to the Ecole des Beaux -Arts. 
Bibliography: P . Lavallee. La Collection de dessins de la 
Bibliotheque de l' Ecole des Beaux-Arts, Gazette des 
Beaux-Arts (1917), p. 418 repr. P. Lavallee. Dessins 
fran,;ais du XVIII• siecle, a la Bibliotheque de l'Ecole des 
Beaux-Arts (1928), p. 36, pl. 18. An Illustrated Sou
venir of the Exhibition of French Art (1931), p. 38, repr. 
Exhibitions: French Art. London (1932), no. 807, (Com
mem. cat. no. 639). Boucher. Paris, Hotel Charpentier 
(1932), no. 21. Art Fran,;ais des XVII• et XVIII• siecles. 
Paris, Ecole des Beaux-Arts (1933), no. 11 repr. p. 10. 
Le XVIII • siecle. London (1954). 

M. Lavallee observes that Boucher having signed his 
name here with a small initial b, would indicate the 
drawing was prior to 1735. The Museum of Dijon has a 
copy of this drawing with a landscape background. 

Ecole Nationale Superieure des Beaux-Arts, Paris 
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Maurice Quentin de La Tour 
Saint-Quentin, 1704-1788 

La Tour is justly considered the most famous of the 
French pastellists of the XVIII th century. He first 
studied in Paris with the engraver, Tardieu and the 
Flemish painter, Spoede; but the Venitian Rosalba 
Carriera had made the pastel te chn ique fashionable 
again, as Vivien and several other French artists had 
done in the preceding century. La Tour devoted him
self, from then on, exclusively to this medium. Ac
cepted by the Academy in 1737, he was made a member 
in 17 46 as peintre de portrait au pastel and was appointed 
painter of the King in 1750. Henceforth his renown was 
established; his gifts as an analyst and his faculties of 
psychological insight which are evident in his portraits 
or in his pr eparatwns, seem to be the direct incarnation 
of the philosophical spirit of the Encyclopedistes. He 
tries to capture what is most fleeting in the human face 
and give back to us an expression of life itself. 

67 SELF PORTRAIT 
Sketch in pastel with some touches of black crayon on 
buff paper. 270 x 170 mm (10% x 6%: inches). On lower 
right, the Goncourt stamp (Lugt no. 1089) 

Collections: Goncourt Collection. (sale, Paris, Feb. 15/ 
17, 1898, no. 154) Isaac de Camondo. Bequest to the 
Louvre in 1911. Inventory RF 4098. 
Bibliography: Catalogue de la Collection Camondo. no. 
142, pl. XXIV. Guiffrey-Marcel. no . 5709 repr. Gon
court. La Maison d'un Artiste, Vol. I, p. 102. P. Ratouis 
de Limay. Les Pastels Fran,;ais des XVII• et XVIII• siecles 
au Louvre (1925), no. 19 repr. A. Besnard et B. Wilden
stein. La Tour (1928), no. 231, fig. 10. E. Dacier et P. 
Ratouis de Limay. Pastels Fran,;ais des XVII• et XVIII • 
siecles (1927), no. 59, pl. XLI. J. Bouchot-Saupique. 
Catalogue des Pastels du Louvre (1930), no. 52, pl. VII. 
Exhibitions: Les Goncourt. Paris, Gazette des Beaux
Arts (1933), no. 220. Les Goncourt et leur temps. Paris, 
Musee des Arts Decoratifs (1946), no. 395. French Draw
ings from Fouquet to Gauguin. London (1952), no. 100. 

Study for the self portrait in pastel (Louvre, cat. no. 44). 
Engraved by Jules de Goncourt. "In this powerful, well
set, intelligent head, mature, quizzical and already bald, 
in this face recalling Democritus and Scapino, there is a 
kind of cynical felicity; and there emerges from the fig
ure of the painter-philosopher the image of a trivial Vol
taire, fleshy, materialistic, the image almost of a satyr." 
(Ed. de Goncourt, L'Artdu XVIII• siecle, vol. I, p. 298.) 

Musee du Louvre 

Gabriel-Jacques de Saint-Aubin 
Paris, 1724-1780 

Gabriel de Saint-Aubin is the most gifted of the French 
"little masters" of the XVIIIth century by virtue of his 



originality, his sharpness of observation and the poetry 
of his sketches which raise the picturesque to a style. 
He first worked with J.B. Sarrazin, became the pupil of 
Jeaurat, then of Colin de Vermont and finally of Bou
cher. Having obtained only the second place in the Prix 
de Rome competition, he abandoned that aspiration 
and from 1754 devoted himself exclusively to drawing, 
engraving and book illustration. He was a member of 
the Academy of Saint-Luke. Saint-Aubin reveals a re
markable intelligence and an amazing vitality in inter
preting the customs of his day; sometimes very inti
mate, sometimes dealing with street scenes or historical 
events and their settings-his views of monuments 
serve us as invaluable documents-preserving an abun
dant source of information for the study of life in Paris 
at this period. His catalogues of the Salon exhibitions 
are embellished with sketches recalling works exhibited 
and his illustrated books, such as La Description de 
Paris, of Piganiol de la Force, reveal interesting side
lights of an iconographic nature. 

68 EVENING GATHERING IN A GALLERY 
(Pl. 20) 

Black crayon and pen. 187 x 140 mm (7% x 5>'1! inches) 
Signed, on the lower left, G. de S.A.f. 1776. Several 
handwritten notes by the artist: on top, two undeci
pherable lines in pencil, one dated 18 mars 1776, the 
other 29 May 1779. On a console, to the left: Dessine 
par G. de Saint-Aubin. 3 avril 1776, to the right, under
neath a small painting: Apotheose des echecs par M ... 
de St. A. 

Collections: Anonymous sale (Paris, May 20/21, 1873, 
no. 131: illustration d'une galerie). J. D. Coll. (Jacques 
Doucet, sale, Paris, May 16/17, 1906, no. 43, lnterieur 
d'une galerie de tableaux with dimensions 175 x 135mm 
repr.) Georges Pannier. Added, in 1928, to the F. 
Koenigs collection. Inventory no. FI. 128. 
Bibliography: P. A. Lemoisne. Les Arts, vol. VI (March 
1907), p. 29. C. F. Foerster. Sammlung Franz Koenigs, 
Franz . Meister des XVIII.Jahrh.(1930), pl.13. E. Dacier. 
G. de Saint-Aubin, vol. II (1931), p. 117, no. 663. 
Exhibitions: Saint-Aubin. Paris, Galerie Charpentier 
(1925), no. 69. Tent. Van Oude Kunst. Amsterdam 
(1929), no. 279. Oude Fransche Teekeningen uit de verz. 
F. Koenigs, Rotterdam, Boymans Museum (1934-35), 
no. 39. Le Dessinfran,;ais de Fouquet a Cezanne. Brus
sels, Rotterdam, Paris (1949-50), no. 104. Musee 
Boymans de Rotterdam •.. Paris, Bibliotheque Na
tionale (1952), no. 84, pl. 19. 

Boymans Museum, Rotterdam 

69 COURSE OF LECTURES IN CHEMISTRY 
CONDUCTED BY SAGE AT THE MONNAIE 

Black crayon, pen and India ink wash. 194 x 120 mm 
(7% x 4%: inches). At the top, in pencil, written by the 
artist: Une vue de face de M. Sage soutenant un vase 

d'essai dans les mains; in the lower left: G. de Saint
Aubinf .... and to the right: 1779-on the stove, the 
initials of artist: G. de S.A. 

Collections: G. Muhlbacher collection (sale, Paris, May 
15/18, 1889, no. 270 under the name of Augustin de 
Saint-Aubin and with the erroneous date 177 4). Jacques 
Doucet (sale, Paris, June 5/8, 1912, no. 51 of cat. by 
E. Dacier). Pardinel. Mme la Ctesse de Behague. Mar
quis de Ganay. 
Bibliography: E. Dacier. Gabriel de Saint-Aubin, vol. II 
(1931), p. 70, no. 436, pl. XIV. P. Lavallee. Le Dessin 

fran,;ais (1948), p. 86. 
Exhibitions: De Saint-Aubin. Paris, Hotel Charpentier 
(1925), no. 81. Le Dessin fran,;ais de Fouquet a Ce
zanne. Brussels, Rotterdam, Paris (1949-50), no. 105. 

Goncourt (p. 442, with date of 1778) says he saw this 
drawing when it was for sale in 1881. Compare the 
drawing with two other studies of the same subject 
exhibited in the Exposition de Saint-Aubin (1925) no. 81 
and no. 82, and catalogued by E. Dacier (op. cit. pp. 
69-70) under no. 435 and no. 437. The chair of min
eralogy and experimental metallurgy was created at 
l' Hotel des Monnaies, by the license of June 1778, in 
behalf of B. G. Sage, of the Academy of Sciences, who 
began his lectures on the December 2nd, following. 
(Memoires secrets, 3 aout 1778, et 17, 18, 20 janvier 
1781). 

The Marquis de Ganay, Paris 

Jean-Baptiste Greuze 
Tournus, 1725-Paris, 1805 

Greuze played . an important part in the development of 
French Art during the second half of the XVIII th cen
tury: he was opposed to the licentious and facile style 
and tried to bring painting back to what Diderot called 
la grande maniere by adopting themes of greater moral 
character and working in a more realistic style. As ob
served by Mme Bouchot-Saupique: "Aucun artiste du 
XVIII• siecle n'a ete plus sensible au charme de l'en
fance et de la jeunesse". He worked in Lyons with the 
painter Grandon and once in Paris he achieved fame 
very quickly with his first canvas, The Father Reading 
the Bible to his Family. Introduced into the circle of the 
Encyclopedistes, he found in Diderot an ardent admirer. 
Associated with the Academy in 1755, he went to Italy 
with Abbe Gougenot. His painting, The Village Bride, 
exhibited at the Salon in 1761, was so successfully 
received that it was reproduced as a tableau vivant in 
the Noces d'Arlequin at the Italian theater. Admitted to 
the Academy in 1769 as a genre painter rather than as 
a historical painter as he had wished, Greuze harbored a 
strong resentment thereafter. In spite of his great vir
tuosity, he was able to retain in his drawings a personal 
manner and a directness that embodied the spirit of his 
time. 
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70 PORTRAIT, BELIEVED TO BE THE DUKE OF 
ORLEANS, FATHER OF PHILIPPE-EG ALITE 

(PI. 15) 
Red and black crayon and estompe. 519 x 326 mm 
(20~ X 12~ in.) 

Collections: Paignon-Dijonval Collection (sale, 1810, 
no. 3691). Defer. Acquir ed by the Louvre in 1842. In
ventory 27,005 . 
Bibliography: Reiset. no . 769. Goncourt. L'Art du 
XVIII • siecle (1882) p. 83. J. Martin and Ch. Masson. 
Cat. raisonne de l'oeuvre p eint et dessine de Greuze. no. 
1268. Guiffrey, Marcel, Vol. VI no. 4568 reprod. C. 
Maucl air. Greuze (1907) reprod. p. 28. J . Bouchot
Saupique . J.B. Greuze, quatorze dessinsdu Louvre (1939) 
no . 13 reprod . 
Exhibitions: French Art. London (1932) no . 828 (com
mem. cat. no. 700). Le Dessin fran,;ais dans les collections 
du XVIII • siecle, Paris, Gazette des Beaux-Art s (1935) 
no. 312. La Revolution Fran,;aise. Paris , Musee Carna
valet (1939) not in catal ogue . Les Goncourt et leur temps. 
Pari s, Musee des Arts Decoratifs (1946) no. 385. 

Madame Bouchot-Saupique observ es (op. cit.) that 
"this very finished drawing, reveal s Greuze's relation
ship with the portraiti sts of his day-e specially with 
Tocqu e- in the attitude of the figure and the skillful 
handling of the details of th e garment." 

Louis-Philippe, Duke of Orleans, Lieutenant General 
and Governor of the province of the Dauphine (1725-
1785), was the father of Philippe-Egalite. 

Musee du Louvre 

71 NUDE FEMALE STUDY 
Red crayon. 272 x 358 mm (10~ x 14Ys in.) On the 
lower left, stamp of the Jean Gigoux collection. 

Collections: Jean Gigoux Collection. Given to the Mu
seum of Besarn;on in 1883. 
Bibliography: Chudant. Catalogue du Musee de Besan,;on 
(1929) no. 123. 
Exhibitions : Le Dessin fran,;ais de Fouquet a Cezanne, 
Brus sels, Rotterdam, Pari s (1949- 50) no. 80. 

Musee des Beaux-Arts, Besan,;on 

Charles de Wailly Paris, 1729-1798 

Paint er, engraver and architect, Charles de Wailly was 
the stud ent of Blondel and of Lejay. Member of the 
Royal Academy of Architecture, he exhibited in the 
Salon from 1771 to 1796 and engraved genre subjects. 
The Empress Catherine II offered him the presidency 
of the Academy of Architecture of Saint-Petersburg 
and the influence of W ailly on the Rus sian architects 
ha s been important. The Landgrave of Hesse-Cassel 
called him twice to his court and asked him to present 
plans for the beautification of his capital, plans which 
were never executed. 
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72 DESIGN FOR A SETTING FOR THE OPERA 
ARMIDA: ARMIDA'S PALACE 

Pen. 510 x 658 mm (20Ys x 25Ys in.) Lower right: De 
Wailly . 

Bibliography: H. Bouchot. Dessins relatifsa l'Histoire du 
Theatre conserves au Dt . des Estampes a la Biblioth eque 
Nationale (1896) p. 31 no. 419. 

Thi s drawing is a study for a stage set. Armida, opera 
in five acts, text by Quinault , musi c by Gluck, and one of 
the composer' s principal works, was pr esented in 1777. 

Cabinet des Estamp es de la Bibliothequ e Nationale, Paris. 

Jean-Honore Fragonard 
Grasse, 1732-Paris, 1806 

Fragonard is a summing up of the French spirit: its 
finesse, vivacity, and charming brilliance. He came 
to live in Paris with his family and worked first in th e 
atelier of Chardin in 1750; then und er Boucher with 
whom he later collaborated. Boucher aroused in him an 
intere st for decorati ve painting , but at the same time, 
Fr agonard was attracted by the work of Rubens and 
Rembrandt. He won th e Prix de Rome in 1752 and left 
for Italy in 1756. There he join ed Hub ert Robert and 
the Abbe de Saint-Non and travelled with them, makin g 
drawin gs from natur e. When he returned from abroad 
in 1761, he brou ght back many studie s in sanguine and 
wash. He was made a member of the Academy in 1765. 
But he abandoned the historical for the decorative man
ner and began his re al career in the group of boudoir 
painters with Les Hasards heureux de l' Escarpolette. 
From that time on his success grew amon g connois seur s 
both in the world of finance and the theatre and Mad
ame du Barry order ed four decor ative panels for her 
Pavilion de Louvecienne s. He visited Italy again from 
1773 to 1775 in the company of the financier Bergeret 
de Grancourt. During the Revolution, the painter David 
made him a member of the Conservatoire du Museum 
des Arts. Fra gonard went once again to Grasse befor e 
returning to Paris where he died. The freedom with 
which his drawing s are executed reveals in this ex
traordinarily gifted arti st a wealth and variety of tem
pera ment seldom found in others. His wash drawings 
have all the fervor and contra sts of a Rembrandt, and 
his sanguine drawings are indicative of that chara cter
istic manner which is rapid, supple of line, and subtl e 
in tone: the impul sive style which has won for him 
universal renown. 

73 THE VISITATION 
Chine se ink wash over black crayon, heightened with 
watercolor and a few touches of sepia. 

330 x 438 mm (13 x 1774. inche s) 

Collections: This drawing and another by Fragonard, 
La Bascule, were seized in the house of the Prince de 



Conde in 1793 and sent to Paris to the Depot National 
on the Rue de Beaune; from there they went to the 
Ecole Centrale des Travaux Publics on the 24 Frimaire, 
year III. They were classified as historical objects in a 
decree issued by the Ministre de l'lnstruction Publique 
et des Beaux Arts, dated June 30, 1908. 
Bibliography: Commandant Pinet. Trente dessins de 
Maitres du XVIII• siecle conserves d l'Ecole Polytech
nique. Paris, 1910, pp. 28- 29, Pl. XX. 
Exhibitions: Fragonard, Paris, Musee des Arts Decora
tifs (1921) no. 201. Dessins de Fragonard, Paris (1931) 
no. 2. Fragonard, Berne (1954) no. 125. 

According to the Commandant Pinet, thi s drawing 
was a study for the painting commissioned by the 
Marquis de Grammont (cf. Portalis, Honore Fragonard; 
Paris (1889) vol. II, p. 291). It seems more likely, how
ever, that it was a study for the painting in the Alex
andre Dumas sale (1892), Doistau sale (1909), and 
Brasseur de Lille sale (1 June, 1928) (cf. op. cit., Cata
logue de /'Exposition Fragonard d Berne, 1954, no. 125). 

Ecole Polytechnique, Paris 

74 ERATO, MUSE OF ELEGIACAL POETRY 
(Pl. 17) 

Red crayon . 315 x 195 mm. (12% x 7% inches). 

Collections: Coll. P.A. Paris. Bequeathed in 1819 to the 
Library in Besarn;on, later transferred to the Museum. 
Bibliography: Weiss. Cat. de la collection Paris (1821) 
no . 372. Castan. Inventaire des richesses d'art de la 
France (1889), p. 120. R. Portalis. Honore Fragonard, 
(1889), vol. II, p. 295 (called Calliope, Terpsichore). 
M. Feuillet. Les Dessins d'Honore Fragonard et d'Hubert 
Robert .. . d Besan,;on (1926) no. 12, ill. (called Euterpe, 
Muse of Lyric Poetry and Music). J. Magnin. Les dessins 
du XVIII • siecle au Musee de Besan,;011, (1929), p. 24. G. 
Gazier. La Renaissance (1930), p. 17. C. F. Foerster. J. 
H. Fragonard (undated), Pl. 2. J. Villain. Fragonard 
(1949), Pl. 14 (called Calliope). 
Exhibitions: Les Arts en Francke-Comte, BesanQon (1906) 
no. 178. Oeuvres de Chardin et Fragonard, Paris (1907), 
supplement no. 260. Masterpieces from the Musee de 
Besan,;on, U.S.A., Knoedler Galleries, (1954-1955) no. 
21. 

This drawing has been called at various times Terpsi
chore, Euterpe, and Calliope. However, in our opinion, 
it can be only the Muse Erato who presided over 
elegiacal poetry and who has been represented since 
classical times holding a lyre and crowned with laurel. 

Musee des Beaux-Arts, Besan,;on 

75 PORTRAIT OF THE ABBE DE SAINT -NON 
Seated on a chair, his profile turned to the left, he is 
reading a large book; there are money bags on the 
table and floor. 

Red crayon. 476 x 377 mm. (18%: x 14Ys in.). Lower 

left, in pen: fragonard pere fecit and near middle an f 
in red crayon. 

Collections: Coll. Xavier Atger. Gift to the Faculte de 
Medecine de Montpellier, 1829. 
Bibliography: R. Portalis. Honore Fragonard (1889) 
vol. II, p. 303 (called Homme assis lisant un grand 
volume). Ch. Saunier. Le Musee Xavier Atger d Mont
pellier, Gazette des Beaux -Arts (1922) vol. I, p. 162, ill. G. 
Grappe. La vie et !'oeuvre de J. H. Fragonard (1946) 
p. 54. D. Sutton. French Drawings of the 18th Century 
(1949) Pl. XX. Fr. Fosca. Les Dessins de Fragonard 
(1954) p. 54, Pl. 11. Jean Claparede, Les Dessins de 
Tiepolo et de Fragonard du Musee Atger ... . lournees 
Medicales de Montpellier (undated) ill. 
Exhibitions: Fragonard, Berne (1954) no. 81. 

An old inscription on the mounting reads: L'Avare seul 
gardant son or. Jean-Claude Richard, the Abbe de 
Saint-Non (1727- 1791), Counsellor in the Parliament 
which he was going to leave, adored art. A very erudite 
man, he traveled much and came to know Fragonard 
and Hubert Robert in Rome. From 1759 to 1761 they 
traveled together through the Roman countryside and 
later a part of Italy. Gifted both at drawing and en
graving, he published, with the help of other artists, 
Le Voyage pittoresque de Naples et de Sicile in five vol
um es (1781-1786). 

Musee Atger, Faculte de Medecine, Montpellier 

76 PORTRAIT OF MONSIEUR BERGERET 
WEARING A THREE-CORNERED HAT or 
THE MEDITATING PHILOSOPHER 

Red crayon. 480 x 367 mm (18Ys x 14]16 inches.) 
Lower left, in pen: fragonard pere fecit. 

Collections: Coll. Xavier Atger . 
Gift to the Faculte de Medecine de Montpellier, 

1829. Inventory no. 148. 
Bibliography: R. Portalis. Honore Fragonard (1889) 
vol. II, p. 310 (called Philosophus meditans, because of 
the inscription appearing on the mount under the 
drawing). Ch. Saunier. Le Musee Xavier Atger a Mont
pellier. Gazette des Beaux-Arts, 1st semester (1922), p. 
163. Fr. Fosca. Les Dessins de Fragonard (1954) p. 67, 
pl. 40. Jean Claparede. Les Dessins de Tiepolo et de Fra
gonard du Musee Atger de la Faculte de Medecine de 
Montpellier, Joumees Medicales de Montpellier, ill. 

P. J. Bergeret de Grancourt (1742-1807), Collector 
General of Finances and associate of the Royal Acad
emy of Painting, was the patron of Fragonard with 
whom the painter went to Italy and with whom he had 
some trouble on his return. 

Musee Atger, Faculte de Medecine, Montpellier 

77 THE COACHMAN (Pl. 16) 
Red crayon. 442 x 333 mm (17% x 13Ys inches) 
Lower right, in pencil: fragonard, and in the middle, 
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the following inscription: Comme c'est ecrit! Que de 
nature[, d'esprit, de vigeur, d'expression et de verite dans 
les dessins de cet habile peintre! 
Collections: Coll. Xavier Atger. Gift to the F aculte de 
Medecine de Montpellier, 1829. Inventory no. 148 bis. 
Bibliography: R. Portalis. Honore Fragonard (1889) vol. 
II, p. 303 (called Homme assis avec bonnet, tricorne, et 
bottes). Ch. Saunier. Le Musee Xavier Atger de Mont
pellier, Gazette des Beaux-Arts (1922) p. 164. Bergeret 
de Grancourt, Voyage en Italie, introduction by Jacques 
Wilhelm (1948), ill. p. 135. Fr. Fosca. Les Dessins de 
Fragonard (1954) p. 47, Pl. 10. Jean Claparede. Les 
Dessins de Tiepolo et de Fragonard du Musee Atger ... , 
Joumees Medicates de Montpellier (undated) ill. 
Exhibitions: Fragonard, Berne (1954) no. 83. 

One would like to think that this was the coachman 
who drove M. Bergeret and Fragonard along the roads 
of Italy! What truculence and what maliciousness 
comes out in this extraordinary drawing which dis
plays so well the great vivacity of the painter and 
draftsman. 

Musee Atger, Faculte de Medecine, Montpellier 

78 THE PASHA 
Brush and bistre wash. 246 x 329 mm (9% x 13 
inches) 

Collections: Early purchase. Inventory number 26.660. 
Bibliography: Guiffrey, Marcel, T. V., no. 4058, ill. Ch. 
Martine. Honore Fragonard, (1927) no. 7, ill. P. 
Lavallee. J. H. Fragonard, quatorze dessins du Louvre 
(1938) no. 6, ill. 
Exhibitions: Fragonard, Paris, Musee des Arts Decora
tifs (1921) no. 209. Les Goncourt et leur temps, Paris, 
Musee des Arts Decoratifs (1946) no. 376. Dessins 
fran<;ais du Louvre, Berne, (1948) no. 59. Le Dessin 
fran<;ais de Fouquet a Cezanne, Brussels, Rotterdam, 
Paris (1949-1950) no. 90. French Drawings, U.S.A. 
(1952-1953) no. 80. 

This drawing shows clearly the influence of Rem
brandt. It is a study for Fragonard's painting The Pres
entation to the Pasha from the collections of Laurent
Richard, Charcot and Waldeck-Rousseau (cf. R. Porta
lis, H. Fragonard, (1889) p. 283, ill. opp. p. 226 and 
P. de Nolhac, J. H. Fragonard, p. 144). There is also 
in existence a drawing for the entire composition of 
this painting entitled The New Arrival at the Seraglio 
( cf. Portalis, op. cit., ill. opp. p. 284). 

Musee du Louvre 

79 THE GARDENS OF THE VILLA D'ESTE, IN 
TIVOLI (Pl. 21) 

Red crayon. 350 x 487 mm (13% x 19% inches) 

Collections: Coll. P. A. Paris. 
Gift to the Library at BesanQon, 1819; later trans

ferred to the Museum. 
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Bibliography: Weiss. Catalogue de la Collection de M. 
Paris (1821) no. 366. Castan. Catalogue du Musee de 
Besan,;on (1889) p. 119. R. Portalis. Honore Fragonard 
(1889) vol. I, p. 37, vol. II, p. 304. M. Feuillet. Les 
Dessins d'Honore Fragonard etd'Hubert Robert au Musee 
de Besan<;on ... (1926) no. 33, ill. Ch. Martine. Honore 
Fragonard (1927) no. 21, ill. P. de Nolhac, J. H. 
Fragonard . .. pl. 4. J. Magnin. Les dessins du XVIII• 
siecle au Musee de Besam;on (1929) p. 17. 
Exhibitions: Fragonard, Paris, Musee des Arts Decora
tifs (1921) no. 178. Le Paysage fran<;ais de Poussin a 
Corot, Paris, Petit Palais (1925) no. 431. Le Dessin 

fran,;ais dans les collections du XVIII• siecle, Paris, 
Gazette des Beaux Arts (1935) no. 263 . Trois siecles de 
peinture fran<;aise, Geneva (1949) no. 79. Masterpieces 
of drawing from the Musee de Besan,;on, Knoedler Gal
leries, U.S.A. (1954-1955) no. 22. 

Etched by Saint-Non (Griffonis, pl. XIV). In a scroll 
at the bottom of the drawing is written: Vue prise dans 
les jardins de la Villa d' Este, a Tivoli, Frago. A sanguine 
of the same subject done by Fragonard as a counter
part of the BesanQon drawing, and very similar, is in 
the Camille Groult Collection, Paris. 

Musee des Beaux-Arts, Besan,;on 

80 THE VILLA D'ESTE AT TIVOLI 
In the right foreground there are various figures, 
among them two ladies carrying parasols. Towards the 
left, an imposing group of large cypresses. In the back
ground are the villa, stairways and park. 

Red crayon. 330 x 4.SO mm (13 x 17~ inches) 
Collections: Coll. Auguste Lazare Belot-Berge. Ac

quired by the Musee d'Orleans in 1878. 
Bibliography: Hourticq, Briere, Wildenstein. Le Pays
age fran,;ais de Poussin a Corot (1926) p. 114, no. 437. 
Ch. Martine. Honore Fragonard (1927) no. 36, ill. P. 
Vitry. Coll. Memoranda, Musee de Peinture et de 
Sculpture Orleans, p. 53. 
Exhibitions: Fragonard, Paris, Musee des Arts Decora
tifs (1921) no. 236. Le Paysage fran,;ais de Poussin a 
Corot, Paris, Petit Palais (1925) no. 437. Chefs d'oeuvre 
des Musees de Province, Paris, Orangerie (1931) no. 
88. Dessins de Fragonard, Paris, Galerie J. Seligmann 
(1931) no . 79. Les Artistes fran,;ais en Italie, Paris, 
Musee des Arts Decoratifs (1934) no. 458. Rococo, 
San Francisco, no. 14, ill. Fragonard, Berne (1954) 
no. 55. 

We know that the gardens of the Villa d'Este at Tivoli 
fascinated Fragonard, and he made many studies of 
them, in particular a series of sanguine drawings now 
in the museum of BesanQon. (cf. Maurice Feuillet. Les 
Dessins d'Honore Fragonard et d'Hubert Robert a Besan
,;on (1926), nos. 31-39, repr. 

Musee des Beaux-Arts, Orleans 



81 THE LETTER or SPANISH CONVERSATION 
Bistre wash over pencil. 399 x 290 mm (15% x 11% 
inches) 

Collections: J .-B. P. Lebrun (sold in 1791, cat. no. 247). 
Due de Montesquiou -Fezensac. D. David-Weill. 
Bibliography: R. de Portalis. Fragonard. Paris (1889), 
p. 300. Societe de Reproduction ·des Dessins de Maltres. 
V• annee (1913), repr. Renaissance de !'Art Franc;;ais 
(July 1921), p. 359. G. Henriot. Collection David-Weill. 
Paris (1928), vol. III, p. 117, repr. Commem. Cat., 
London (1933), no. 687, pl. 174. Bulletin of The Art 
Institute of Chicago (March 1946), p. 28, repr. C. 0. 
Schniewind. Chicago Reveals its Master Portfolio. Art 
News (March 1946), p. 19, repr. C. 0. Schniewind. 
Drawings Old & New. Chicago (1946), no. 18, repr. 
front. A. Mongan (ed.). One Hundred Master Drawings. 
Cambridge, Mass. (1949), pp. 116--117, repr. R. Shool
man and C. E. Slatkin. Six Centuries of French Master 
Drawings in America. New York (1950), pp. 90-91, 
pl. 50. 
Exhibitions: Exposition d'Oeuvres de J.-H. Fragonard, 
Musee des Arts Decoratifs, Paris (1921), cat. no. 126. 
Exhibition of French Art, 1200-1900, London (1932), 
cat. no. 808. David-Weill Collection. Wildenstein Gal
leries, New York (1937). Seventy Master Drawings, 
(Paul J. Sachs Anniversary Exhibition) Fogg Art Mu
seum, Cambridge, Mass. (Nov. 1948-Jan. 1949). 
Note: "This drawing is also known under the following 
titles: Femme assise sur un sofa, surprise par un homme 
qui lui porte une lettre (Woman seated on a sofa, sur
prised by a young man who is bringing her a letter) and 
La Surprise (The Surprise). 

The first owner, Jean-Baptiste Pierre Lebrun (1748-
1813), was the husband of the famous painter, Mme. 
E. L. Vigee-Lebrun. He was a painter, etcher, writer 
and art dealer who conducted sales of works of art 
regularly in Paris. Our drawing, which Lebrun may 
have acquired directly from Fragonard, was sold in 
Paris on April 11, 1791, together with an important 
group of paintings of all European schools and 'mount
ed drawings'. The next 'recorded owner, the Due de 
Montesquiou-Fezensac, is said to have kept the drawing 
in a portfolio, a fact which would have contributed to 
its extraordinary state of preservation and freshness. 
During this period, however, it seems to have been 
rarely seen and though Portalis mentions it, his descrip
tion is rather vague so that he may not have examined 
it at all. 

Only after its rediscovery by a French art dealer and 
its subsequent sale to D. David-Weill did it really be
come known and soon it was recognized as one of the 
most brilliant examples of Fragonard's draughtsman
ship which is known to us today." (Carl 0. Schniewind, 
Drawings Old & New) 

The Art Institute of Chicago 
Gift of Tiffany and Margaret Blake 

Hubert Robert Paris, 1733-1808 

A painter of landscapes and decorative themes, Hubert 
Robert worked first for the sculptor Michel-Ange 
Slodtz, then left for Italy. His travelling companion 
was the future Due de Choiseul who made it possible 
for him to stay at the French Academy in Rome. While 
in that city, he studied with Natoire and later Pannini 
who was well known for his paintings of ruins. To
gether with Fragonard and the Abbe de Saint-Non 
whom he had met in Rome, Hubert travelled through 
Italy and Sicily and on his return to France in 1765 
brought back a considerable number of studies and 
drawings. Following the theories of the German Winck
elmann, he was an advocate of a return to the Classical 
Age and made use of the classical landscape in decora
tion. Because of this he was given the commission for 
the decoration of the Bosquet des Bains d'Apollon at 
Versailles. He was titled Designer of the King's Gardens 
in 1778 and in 1784, keeper of the Paintings in the 
Royal Museum, and at this time he took up residence 
in the Louvre. When the Revolution broke out, these 
official positions were cause for suspicion, and he was 
imprisoned first at Saint-Pelagie and then at Saint
Lazare. With the fall of Robespierre, however, he was 
set free and departed again for a short trip to Italy. 
On his return he died very suddenly at l,is easel. Rob
ert's drawings are alert and lively in style; his sanguine, 
his pencil, his pen seem to bite into the paper. He 
knew well how to evoke the most subtle lighting effect, 
the shimmer of a reflection, the luminescence of an 
Italian scene. He often animated his landscapes with 
lively figures. 

82 VIEW OF THE PANTHEON OF AGRIPPA 
IN ROME 

Red crayon. 560 x 710 mm (22~ x 28 inches) Signed 
and dated in a scroll over the fountain: Robert, 1760. 

Collections: Coll. George Chedanne 
Exhibitions: Exposition de la collection George Chedanne: 
dessins, aquarelles, gravures du XVIII• siecle frant;ais 
Rouen, Musee des Beaux-Arts (1954) no. l, ill. on cover. 

Madame Bouchot-Saupique points out in her introduc
tion to the catalogue, mentioned abOVIJ, that "the 
young architect Chedanne, while staying at the Villa 
Medici, became tremendouslyinterested in doing archae
ological research on the Pantheon and succeeded in 
determining the dates of its construction. One can 
understand, therefore, his taste as a collector for 
Hubert Robert's work of which he formed a magnificent 
group of sanguine, wash and watercolor drawings." 
This drawing may be compared to a painting now in the 
Ecole des Beaux-Arts in Paris of The Port of Ripetta in 
Rome (cf. Catalogue ... Exposition Hubert Robert, 
Paris, Orangerie (1933) no. 5, ill.) which was the 
painter's reception piece to the Royal Academy, July 20, 
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1766. In this painting one can see behind the quay 
along the bank of the Tiber, the Pantheon rising from 
a huge circular Terrace at the base of which there is a 
public fountain. 

Mme Georges Chedanne, Paris 

83 AN ALBUM OF DRAWINGS 
An album of 100 sheets with two end papers, bound in 
brown morrocco. It contains various compositions, 
mostly of lively landscapes with monuments, views of 
parks and gardens, done for the most part in Italy, es
pecially in Rome and the surrounding countryside. 

Most of these drawings are either in black crayon or 
pen and bistre wash. 232 x 180 mm (9Ys x 7>16 in.) On 
the back of the third folio is written: Perrot, instituteur 
a Saint-Aubin par Chassagne, Cote d'Or. 

Collections: Coll. Destailleur; Marquis de Ganay. 

The majority of these drawings seem to have been 
done by Hubert Robert. The style is quick; the sketch
ing of the figures-especially the washerwomen or 
water carriers-bear undeniable relationship in their 
execution to those drawn by Robert; the stroke of the 
pencil or pen is rapid and lively. The wash drawings 
have the glowing quality and effects of light which are 
so dear to this artist. The elongated figures bring to 
mind some of the people who appear in the works of 
Pater. A family scene drawn in black chalk on the third 
folio bears the inscription,/. boucher, in the lower left, 
but the style does seem to be that of the master. Some 
of the other compositions were drawn by artists of the 
second half of the French 18th Century. Under the 
drawing on folio 45 appears the date, 1764, which en
ables a more definite dating of this notebook. 

The Marquis de Ganay, Paris 

84 THE REVOLVING BRIDGE AT THE TUI-
LERIES SEEN FROM THE PLACE LOUIS XV 

ln the foreground, a nobleman is having his boots pol
ished. Beyond the swing-bridge in the center there is a 
grove of trees; a sculptured group of horses surmount 
the wall surrounding the Tuileries. Fountains and fig
ures in the distance. 
Red crayon. 320 x 450 mm (12% x 17:li inches) 
Signed, lower left: II. Robert f. 
Collections: Coll. P. A. Paris. Bequeathed to the Library 
of the town of Besarn,on, 1819; later transferred to the 
Museum. 
Bibliography: G. Cazier. Les Dessins de la collection 
Paris (1906), no. 3, pl. II. M. Feuillet. Les Dessins 
d'llonore Fragonard et d'llubert Robert au Musee de 
Besani;on (1926), no. 67, ill. A. Chudant, Catalogue du 
Musee de Besani;on (1929) no. 214. J. Magnin. Les 
Dessins du XVIII• siecle a Besani;on (1929) p. 41, ill. 
G. Cazier. La Renaissance (1930) p. 16. M. Serullaz. 
Le Paysage dans le dessin fran,;ais, Les Arts Plastiques 
(1949) p. 449, fig. 233. 
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Exhibitions: Hubert Robert, Paris, Orangerie (1933) no. 
187, ill. Le Dessin frani;ais dans les collections du XVIII• 
siecle, Paris, Gazette des Beaux Arts (1935) no. 267. 
Le Dessin frani;ais de Fouquet a Cezanne, Brussels, Rot
terdam, Paris (1949-1950) no. 95, Pl. 44. llet Franse 
Landschap, Amsterdam (1951) no. 211. Masterpieces of 
Drawing from the Musee de Besani;on, New York, 
Knoedler Galleries (1954-1955) no. 27. 

A sanguine drawing similar to this, but of slightly 
larger size and bearing the same signature was sold at 
the Hotel Drouot on December 9, 1920, no. 214 in the 
catalogue, (Loys Delteil, expert) to M. F. F. Later it 
became part of the collection of M. Marius Paulme. 
The Revolving Bridge in the Tuileries was designed in 
1716 by the Augustinian friar Nicolas Bourgeois and 
was built in 1717 as part of the grand scheme of Le 
Notre. It disappeared during the first quarter of the 
19th century, probably around 1810-1811. 

Musee des Beaux-Arts, Besani;on 

Louis Nicolas Chevalier de 
Lespinasse Pouilly (Nievre), 1734-1808 

Watercolorist and painter of architectural subjects, he 
was accepted into the Academy in 1787 and exhibited 
in the Salon until 1801. A knight of the Royal order 
and a soldier of Saint-Louis, he drew panoramas which 
are interesting for the history of Paris of the past.These 
drawings are usually executed in a very precise style; 
the artist takes pleasure in rendering details of archi
tecture or costume with an exactness which does not 
detract from the charm of some of his compositions. 

85 THE GARDENS AND CIRCUS OF THE 
PALAIS ROYAL 

Watercolor and gouache. 278 x 475 mm (10% x 
18% inches) Signed and dated, lower left: Lespinasse 
1791. 

Collections: Coll. Baur (1891) 
Bibliography: J. Cousin. La collection Baur, Bulletin des 
Musees (1891) p. 314 ff. H. Bourin, Le Chevalier de 
Lespinasse, Societe d'Iconographie Parisienne (1910) 
p. 31. 
Exhibitions: L'Artfrani;ais au XVIII• siecle, Copenhagen 
(1935) no. 438. Trois siecles de Dessins Parisiens, Paris, 
Musee Carnavalet (1946) no. 215. 

Lespinasse exhibited in the Salon of 1787 (no. 160) a 
View of the Palais Royal which belongs to the collection 
of the Cabinet des Dessins of the Louvre (cf. Guiffrey, 
Marcel, Inventaire General des Dessins, vol. IX, no. 
9152, ill.). 

Musee Carnavalet, Paris 



Augustin de Saint-Aubin 
Paris, 1736---1807 

The younger brother of Gabriel, Augustin de Saint
Aubin studied first under him, then entered the atelier 
of Etienne Fessard in 1755, completing his education 
with the engraver Laurent Cars during the years 1761-
1764. Accepted by the Academy in 1771, he was ap
pointed engraver of the Bibliotheque du Roi six years 
later. The Revolution, however, deprived him of part 
of his income. He was one of the most esteemed en
gravers of his time, and, like Cochin, excelled at 
vignettes and ornamentation. A designer and illus
trator, Augustin de Saint-Aubin is a charming story
teller, for they are actual narratives of his time which 
he renders so carefully and with such liveliness with 
his pencil: portraits, scenes from daily life-all vital 
compositions which are left to us for the study of 
Parisian manners at the end of the 18th century. 

86 BALL AT SAINT CLOUD (PI. 19) 
Pen, Chinese ink and sepia wash. 216 x 170 mm (8~ x 
6% inches) The following inscription, lower left: Aug. 
de Saint-Aubin invenit 1759; center: Bal de Saint-Cloud 
ekes Griel . .• 

Collections: Coll. H. Destailleurs (Sale, June 26/27, 
1893, no. 113; Sale May 19/23, 1896, no. 676). G. 
Muhlbacher (Sale, May 15/18, 1899, no. 265). Isaac 
de Camondo. Gift to the Louvre, 1922. Inventory no. 
RF 4. 109. 
Bibliography: Catalogue de la collection I. de Camondo, 
no. 145. E. Dacier. Gabriel de Saint-Aubin (1929), vol. I, 
p.17. 
Exhibitions: Les Goncourt et leur temps. Paris, Musee des 
Arts Decoratifs (1946), no. 431. Dessins frant;ais du 
Musee du Louvre. Berne (1948), no. 63, pl. 10. Het 
Franse Landschap. Amsterdam (1951), no. 215. French 
Drawings from Fouquet to Gauguin. London (1952), 
no. 143. 

This drawing and its pendant, Fireworks at Griel's, 
(Louvre, Inventory no. RF 4.110), recall that famous 
social event of the 18th century, the country ball in 
the gardens of Saint-Cloud where Griel was the keeper. 
In the shimmer of light and fantasy of treatment of 
this drawing one almost feels the beginning of those 
impressionist dance scenes typified by Renoir's la Mou
lin de la Galette. 

Musee du Louvre 

87 STUDIES OF A GIRL 
Pencil with slight touches ofred crayon (on the figure 
in the upper right). 207 x 165 mm (8Ys x 6~ inches). 

Collections: Baron Pichon, Paris. Baron Jerome, Paris. 
J. P. Heseltine, London. 
Bibliography: Drawings of the French School from the 
Collection of J. P. Heseltine. London (1911), no. 30, 

repr. C. 0. Schniewind. Three French Drawings. Bulletin 
of The Art Institute of Chicago (Sept.-Oct. 1942), pp. 
68-69, repr. C. 0. Schniewind. Drawings Old & New. 
Chicago (1946), no. 48, pl. VII. H. Tietze. European 
Master Drawings in The United States. New York (1947), 
no. 107, repr. R. Shoolman and C. E. Slatkin. Six Cen
turies of French Master Drawings in America. New York 
(1950), p. 98, pl. 55. Boucher, Jacottet. Le Dessinfran
t;ais au VIII• siecle. Lausanne (1952), p. 178, pl. 114. 
"The figure of the girl (at the top, left), emptying a 
vessel, was used in an engraving in color by Antoine S. 
Philippeaux and Jean-Baptiste Moret, entitled La Jar
diniere (E. Bocher. Saint-Aubin Catalogue, 1879, no. 
416). Bocher dates the engraving around 1793. Our 
drawing, then, would have to precede that date." 
(Schniewind in Drawings Old & New) 

The Art Institute of Chicago 
Gift of the Print and Drawing Club 

Louis-Gabriel Moreau, called 
L' Aine Paris, 1740-1806 

An exquisite landscape painter, Moreau l'Aine, son of 
a master wigmaker, was a pupil of Demachy. He soon 
developed a style of great freedom. Having presented 
himself twice without success to the Academy, he was 
made a member of the Academy of Saint Luke in 1764 
and later became painter for the Comte d' Artois. His 
landscapes of the environs of Paris, Monceau and Baga
telle in particular, bear witness to his gift to naturalism, 
and his sensitivity of vision is most to be admired in 
the delightful gouaches with light sketching which 
show us the English gardens and parks so fashionable 
at that time. His ability is sometimes reminiscent of 
Constable's, but he retains that particular French touch 
which is a forerunner of the landscape style of the 
19th century. 

88 VIEW OF THE GREAT ROCK AND TEMPLE 
AT THE FOLIE ST-JAMES 

Gouache. 275 x 400 mm (10% x 15:ii inches) Initials 
on the right: L.M. 

Collections: Coll. Belanger (?) (Sale June 15, 1818, 
no. 125). D. David-Weill. 
Bibliography: E. de Ganay, Les Jardins de Saint-James, 
Revue de l'Art Ancien et Moderne, vol. I, May, 1922, 
pp. 392-398, ill. p. 395. G. Wildenstein. Louis Moreau, 
(1923) no. 19, Pl. 11. 
Exhibitions: J ardins d' hier et d' aujourd' hui, Paris (1934) 
no. 57. 

The Folie Saint-James and its gardens "in the English 
style" were designed in 1778 by the architect Belanger 
for the financier Baudard de Vaudesir, Baron de Sainte
Gemmes (an estate in Anjou whose name Baudard had 
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anglicized), Treasurer General of the Navy. The prob
lem was to find a device which would divert the sound 
of conversation; the solution was the famous Rock. 
According to the journals of the time, this huge boul
der was transported from the Forest of Fontainebleau 
to Neuilly on a chariot drawn by forty hor ses, an event 
which caused Louis XVI to bestow on Baudard the 
nickname of "L'Homme au rocher." This rock was the 
source of an artificial river which wound its way 
through the gardens. Belanger diverted water from the 
Seine and caused it to run along under a peristyle of six 
Doric columns set against the massive rock. 

Mme D. David-Weill, Paris 

Louis Jean Desprez 
Lyon, 1743-Stockholm, 1804 

An architect and historical painter, he studied under 
Fram;ois Blonde! and Desmaisons. His predilection for 
designing stage settings was manifested at an early age. 
On April 25, 177 4, he presented to the Academy of 
Architecture two large pen drawings. "Those assem
bled have realized", we read in the official record, 
"that his gifts in this direction could lead him to ex
cellence in that kind of theatrical work to which he 
apparently wishes to devote himself." While a profes
sor at the Ecole Militaire, he won the Grand Prix for 
architecture in the competition of 1776 and was in 
Rome in 1777. He stayed in Italy until 1784 during 
which time he traveled to Sicily to work on the volume 
which the Abbe de Saint-Non was preparing. Singled 
out while in Italy by King Gustav III of Sweden, he 
was invited to go to Stockholm to become head of the 
Menus-Pl,aisirs at the court, that is, to direct all the 
decor for the theatre and for festivities. Having ob
tained the consent of Louis XVI, Desprez moved to 
the Swedish capital in 1784 and there designed and 
worked a great deal. His drawings are executed with 
extraordinary competence: the foregrounds are often 
characterized by a violent contrast of tone, but the 
backgrounds reveal a subtle fluidity of style. The ar
chitect in Desprez dominates at times, but the painter 
in him is revealed by his broad and sweeping manner. 

89 THE GROTTO OF POSILLIPO 
Chinese ink wash heightened with watercolor. 700 x 
480 mm (27% x 18Ys inches) 

Collections: Marquis of Clermont d' Amboise. Taken 
from him at the time of a raid on his town house on 
June 6, 1793. This drawing and ten others by Desprez 
were delivered to the Ecole Centrale des Travaux 
Publics on the 24th of Frimaire, year III, from the 
Depot National on the Rue de Beaune. 
Bibliography: Commandant Pinet, Trente dessins de 
Maftres du XVIII• siecle, conserves a l' Ecole Polytech
nique, Paris (1910) p. 26, Pl. X. 
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This famous grotto was, in the 18th century, th e 
only road from Naples to Pozzuoli, under the Posillipo, 
over which was located the tomb of Virgil. 

Ecole Polytechnique, Paris 

Pierre-Andrien Paris 
Besanc;on, 1745-1819 

Painter, architect and set-designer, P.A. Paris studied 
under Trouard and his father who was the steward of 
the Bishop of Basel. He became a pensioner of the King 
at the Ecole de France in Rome in 1767. Designer of 
the King's Cabinet and architect of the steward's of
fices in 1778, he was put in charge of the . festivals at 
Versailles, Marly and the Trianon. He became a mem
ber of the Academy in 1781, was made architect of the 
Opera and of the Menus-Plaisirs du Roi in 1784. He be
came a knight of Saint Michael and a nobleman in 
1788. In 1806, was named Director of the Ecole de 
France in Rome and during the time there supervised 
the excavations of the Coliseum for which he drew up 
a plan of restoration. In 1817 he returned to Besanc;on 
and remained there . Shortly before his death he be
queathed his collections to the city of his birth. A pro
lific designer and theatrical decorator, Paris had helped 
a great deal in the publication of the Abbe de Saint
N on's work, Le Voyage pittoresque de Naples et de 
Sicile. 

90 THE GARDENS OF CYTHERA 
Watercolor and pen. 320 x 408 mm (12% x 16;i 
inches) 

Collections: Coll. P.A. Paris. Bequeathed to the Library 
at Besanc;on, 1819; transferred to the Museum. 
Bibliography: Hourticq, Briere, Wildenstein. Le Pay
sage, fran,;;ais de Poussin a Corot (1926) p. 132, no. 
629, pl. 61. A. Chudant, Catalogue du Musee de Be
san,;;on (1929) no. 174. J. Magnin, Les dessins du XVIII• 
siecle au Musee de Besan,;;on (1929) no. 50, ill. p. 51. 
Exhibitions. Arts en Franche-Comte, Besanc;on (1906) 
no. 246. Le Paysage fran,;;ais de Poussin a Corot, Paris, 
Petit Palais (1925) no. 629. 

This drawing was executed with an operatic set in 
mind. "The diversity of these decors", note Nicole 
Decugis and Suzanne Reymond (Le Decor de Theatre en 
France, du Mayen-Age a 1925 (1953) pp. 103-104), 
"shows us clearly that P. A. Paris knew equally well 
how to create landscapes with huge trees, fountains, 
and statues; public squares bordered by Greek tem
ples; porticos of oriental design, small cascades, rustic 
fountains, Italian palazzos, ships, interiors of forests, 
or caves." (cf. Comte Ernest de Ganay. P. A. Paris, 
Architecte du Roi (1754-1819), Revue de l'Art Ancien et 
Moderne (1924) pp. 249-264). 

Musee des Beaux-Arts, Besan,;;on 



Jean-Pierre Norblin de la 
Gourdaine 
Misy-Fault-Yonne (Seine-et-Marne), 1745-Paris, 1830 

A painter and engraver, Norblin de la Gourdaine stud
ied in Dresden with Jean Casanova. In 1771 he won 
the Grand Prize from the Academy in that city, and in 
1774 went to Pol and at th e invitation of Prince Adam 
Czartory ski. He lived in Warsaw until 1804 and found
ed there the Academy of Paintin g. Appointed paint er 
for the court by King Stani slas-Augustus, he was com
missioned with many important works and also painted 
a ceilin g in the palace of Prince Radziwill. On his re
turn to Pari s he continued to work, in particular on en 
graving and drawings. Among other things, he painted 
water colors of Polish costumes. His prints are numer
ous and somewhat influenced by Rembrandt. Norblin 
de la Gourdaine brought a French influence to War
saw, but he also awoke in Poland an awarene ss of its 
own potentialitie s and paved the way for the develop
ment of a national art. 

91 THE TUILERIES GARDENS IN 1807 
Pen and bistre wash heightened with gouache. 343 x 
425 mm (1372 x.16%'. inche s) 

Signed and dated in lower center: Norblin 1807. 

Bibliography: Z. Batowski, Norblin (1911) p. 170. 
Georges Cain. Le long des rues de Paris (1912) ill. p. 
133. Hourticq, Briere, Wildenstein. Le Paysage fran 
i;ais de Poussin a Corot (1926) p. 130 no . 622. 
Exhibitions: Le Pay sage fr an,;ais de Poussin a Corot, 
Pari s, Petit Palais (1925) no . 622; Trois sieclesde dessins 
parisiens, Paris, Musee Canavalet (1946) no. 278. Paris 
et la vie parisienne, Vienna, Berne (1950) no. 151. 

In the foreground is the statue of Spring from the 
series of the Seasons by F. Barrois. Set in place in 
1680, it was the first sculptural decoration after the 
works of Le Notre. The Musee Carnavalet owns another 
drawing by the same artist of the Tuileries in 1808 
(Exhibition Trois siecles de dessins parisiens (1946) no. 
279). 

Musee Camavalet, Paris 

Claude Hoin Dijon, 1750-1817 

An engraver, miniaturist, and sketcher, Claude Hoin 
studied under Greuze. His master developed in him a 
taste for sentimental grace, and the works of Hoin re
flect this exquisite, but sometimes languishing, charm 
so often seen in the works of the artist who painted 
The Broken Pitcher. In 1785 Hoin became the painter 
to the King's eldest brother. He left for Dijon in 1780 
where he became a professor and then curator of the 
Museum in 1811. He seems to have had a great love for 

pastel and excelled in elegant allegories done in gouache 
or wash. His portraits are full of charm and faintly 
sensual, and his technique shows great ability. 

92 HEAD OF A YOUNG LADY WEARING A 
BLACK HAT 

Black crayon heightened with white and estompe on 
blue tinted paper. 386 x 272 mm (15:lf6 x 10%'. 
inches) 

Collections: Coll. de La Loge. Purcha sed at that sale by 
the Musee de Dijon, 1872. 
Bibliography: E. Gleizes, Catalogue du Musee de Dijon 
... (1883) no. 624. R. Portali s, Claude Hoin, Gazette 
des Beaux Arts (1900) vol. I, ill. p. 203. H. Chabeuf. 
Claude Hoin au Musee de Dijon, Les Musees de France 
(1914) fig. 18. J. Magnin, La Peinture auMusee de Dijon 
(1933) p. 111. Pierre Quarre . Musee de Dijon, quatorze 
dessins d'artistes bourguignons . .. (1942) no. 6, ill. 
Exhibitions: Centennale de l'Art frani;ais, Paris (1900) 
no. 1052. Chefs d'oeuvre des Musees de province, Pari s, 
Orangerie (1931) no. 91. Chefs d'oeuvre de l'Art fran
t,;ais, Paris (1937) no . 552 . 

"This woman has an ambiguous look", remarks M. 
Pierre Quarre (op. cit.) . "In her great black hat, does 
she not make one think of some of Manet's figures such 
as the Girl at the Bar of the Folies Berge.res in the pastel 
at the Musee of Dijon?" 

Musee des Beaux-Arts, Dijon 

Victor-Jean Nicolle Paris, 1754-1826 

Not too much is known about the life of this painter, 
sketcher and engraver who frequented the atelier of 
the architect Petit Radel. We know that he made two 
trips to Rome, one from 1787 to 1798, the oth er from 
1806 to 1811. Most of his waterco lor s show views of 
Rome with its ancient ruins, square s, churches and 
chapels. Nicolle also did views of Paris which are of 
great interest in the study of the monuments of that 
city. 

93 VIEW OF THE DOMES OF SANTA MARIA 
MAGGIORE IN ROME 

Pen and bistre wash. 169 x 248 mm (6% x 9%'. inches) 

Collections: Coll. J. Boilly. Armand Valton. 
Bibliography: P . Lavallee, Dessins frani;ais du XVIII • 
siecle a la Bibliotheque de l'Ecole des Beaux-Arts . .. 
(1928) p. 80, pl. 40. 
Exhibitions: Le Paysage frant,;ais de Poussin a Corot, 
Paris, Petit Palais (1925) no. 612. Art frani;ais des 
XVII• et XVIII• siecles, Paris, Ecole des Beaux Arts 
(1933) no. 103. L'Artfrani,;ais au XVIII• siecle, Copen
hagen (1935) no. 464. 

Ecole Nationale Superieure des Beaux-Arts, Paris 
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Pierre-Paul Prud' hon 
Cluny (Saone-et-Loire), 1758-Paris, 1823 

A competent artist, he was a painter of historical sub
jects and portraits, a decorator and illustrator, who 
could as easily design a project for a monument as an 
object of art. Prud'hon is a perfect examp le of the 
transitional period of the end of the 18th century, yet 
the beginnings of the Romantic movement are felt in 
the work he did during the first quarter of the 19th 
century. He studied under Devosge in Dijon and won 
the Prix de Rome des Etats de Bourgogne which en
abled him to go to Italy. He stayed there un til 1789, 
studying the great masters, particularly Leonardo da 
Vinci, Pietro da Cortona and Correggio. The latter 
artist exerted such a powerful influence on him that one 
can recognize it throughout his entire career. He 
filled official positions for both Empresses; he was 
court painter to Josephine, of whom he made a por
trait, and drawing master of Marie-Louise, for whom 
he designed the chambre d'atours, a comm ission given 
him by the City of Paris. He also designed for her the 
cradle of the King of Rome. In 1805 he took Mlle 
Constance Mayer as a pupil; she became for him an 
Exquisite Egeria and inspired in him many radiantly 
animated works. Decorated in 1806, made a member 
of the Institute in 1816, he was the recognized painter 
to the imperial family and lived first in the Louvre and 
then at the Sorbonne. Beneath his sensuous and soft 
drawings there is hidden a melancholy sou l; the spirit 
of Correggio and Praxiteles mingles with a romantic 
outlook . "It is the delineation of light he is searching 
above everything else," states Goncourt, "which im
bues most of his works with a delicate poetry." And 
Greuze could say of him prophetically, "He will strad 
dle the two centuries." 

94 DANCER WITH TRIANGLE (Pl. 18) 
Black crayon, estompe, heightened with broad strokes 
of white crayon, on greenish-grey paper. 432 x 238 
mm (17 x 9% inches) 

Collections: Coll. Thom yre, Martial et Camille Marcille, 
Wilson, Deligand. Bequeathed by the latter to the 
Louvre, 1940, Inventory no. RF 29.329. 
Bibliography: Ch. Clement, Prud'hon, sa vie, ses 
oeuvres ... (1872) p. 274, note Ed. de Goncourt. 
Catalogue raisonne de l'oeuvre peint, dessine et grave 
de P. P. Prud'lwn (1876) pp. 221, 222, 239, Jean 
Guiffrey, L'oeuvre de P. P. Prud'hon, Archives de l'Art 
fran~is (1924) pl. XXVII, no. 1009, ill. p. 378 . 
Exhibitions: Prud'hon, Paris (1874) no . 403, Prud'hon 
(1922) no. 192. Les Goncourt et leur temps, Paris, 
Musee des Arts Decoratifs (1946) no. 313. Dessins 
frani;ais du Musee du Louvre, Berne (1948) no. 66. 

Lithographed by Jules Boilly together with Dancer 
with Cymbals and Dancer with Basque Drum, this 
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drawing was reproduced by the Societe de Reproduction 
des Dessins de Ma1tres in 1913 and in 1953 . There is a 
sketch of the same subject (Guiffrey, no. 1010). This 
figure of the Dancer with Triangle as well as the 
others previously mentioned by Guiffrey were to serve 
as models for the dec~ration of a centerpiece for the 
Empress Marie-Louise. The project was abandoned; 
nevertheless, the figures were modelled and cast in 
bronze by Thomyre. 

Musee du Louvre 

Louis David Paris, 1748-Brussels, 1825 

David's early compositions, influenced by his study in 
the atelier of Vien, show that he is a child of the 
XVIIIth century. However, a prolonged stay in Italy 
and the friendship of Quatremere de Quincy mad e the 
world of Roman antiquity accessible to David; a world 
of lofty virtues and austere beauty, qualities entirely 
compatible with his own stoic and taciturn character. 
The Oath of the Horatii of 1785, by its symbo lic con
tent and acuity of vision, transcends the XVIIlth 
century and announces a new art allied to classical 
humani sm. Th e momentous events of the French Rev
olution (1789) find expression in David's work: from 
the Oath at the ]eu de Paume to the Death of Marat in 
1793 and he magnifies these revolutionary scenes to 
epic proportions. Championing the cause of Bona
parte, he was made the official painter of the Empire in 
1804 and he applied his art to illu strate the magnificence 
of th e regime in such works as The Coronation and The 
Distribution of the Eagles. Upon the return of the 
Bourbons, David retired to Brussels where he died. 

95 BELISARIUS 
At the entrance of a palace, the blind Belisarius is 
seated to the right, leaning against a column. His 
head is raised towards the sky and he holds a young 
child close to him; the child in turn, holds the gener 
al's helmet in which a woman, on the left , has left an 
offering. A soldier appears on the left, surprised to 
recognize his former comma nd er . 
Pen and India ink wash, with highlights of white 
gouache on gray paper. 450 x 360 mm (17%: x 14Ys 
inehes) On the lower right, in pen : L. David inven. et 
delineat 1779. 

Collections: The Marquis de Clermont d'Amboise ac
quired th e work from David. On the 6th of June 1793 
it was taken from th e Hotel de Clermont d'Amboise, 
Rue Montholon and put into safe keeping at the Na
tional storage, Rue de Beaune. Removed to th e Ecole 
Centrale des Travaux Publics on the 24th of Frimaire, 
Year III, it was later taken to the Ecole Polytechnique. 
Bibliography: Collection de 30 Dessins des Ma1tres du 



XVIII• conserves a ['Ecole Polytechnique (1910) pp. 
22-24, pl. VII. 

Furey Raymond. Notes sur les Tableaux de Belisaire. 
Bulletin de la Societe de l'Histoire de l'Art Fran<,;ais 
(1915-1917) p . 115. 

Done in Rome during the year of 1779, it was from 
this study that David executed his painting of Belisarius 
recognized by a Soldier shown in the Salon of 1781. 
The painting was executed in a studio put at David's 
disposal in the City Hall of Paris. In 1863 the museum 
of Lille acquired this painting. (cf. Cantinelli. David, 
1930, no . 30, pl. VI). In the Meunier Collection, there 
is a study drawn with certain modifications from the 
painted copy in the Louvre (cf. Cantinelli, no . 41). 

Ecole Polytechnique, Paris 

Loui s -L eopo ld Boill y 
La Basse (Nord), 1761-Paris, 1845 

In a typical manner which permeates his work, Boilly 
personifies the revolutionary and imperial period. He 
was a genre painter, a portraitist and lithographer. He 
worked at Douai before going to Paris about 1785. 
Boilly exhibited in the Salon from 1791 to 1824 . His 
characteristic style, apparent in his paintings as well 
as his drawings, links him with artists of the North 
who tend to favor the anecdotal or the picturesque, 
although they represent their subjects with scrupulous 
realism. Because of this, his works are precious icono 
graphic documents for the study of the customs, the 
dress and the people during the period of the Revolu
tion and the Empire. Nevertheless, some of his paint
ing s and most of his drawings reveal a subtle sensitivity, 
a refined naturalism and a sharpness of vision and 
mind . 

96 PORTRAIT OF MADAME BOILLY (NEE 
LEDUC) 

Black crayon with white highlights on blue paper . 
500 x 390 mm (19% x 15% inches). 

Collections: Given by Julien Leopold Boilly, son of the 
ar tist, to M. Eudoxe Marcille in 1872. Bequeathed to 
the Museum of Orleans. 
Bibliography: Henri Harrisse. L. L. Boilly, sa vie, son 
oeuvre (1898) p . 147. no. 669. Paul Marmottan. Le 
p eintre Louis Boilly (1913) p. 244. Waldemar George. 
Le dessinfran<,;ais de David a Cezanne (1929) pl. XVIII . 
Gaston Diehl. Le Dessin en France au XIX• siecle (1950) 
reprod. p. 32. 

Boilly's second marriage was to Adelaide Frall(;oise 
Julie Leduc. The ceremony was performed in the 5th 
arrondissement of Paris, 12 Brumair e, Year VI (No
vember 3, 1795). The Museum of Orleans also possesses 
a drawing by Boilly of Pierre-Frall(;ois Leduc, father of 
the artist's wife. (P. Marmottan, op. cit., p. 244). 

Musee des Beaux-Arts, Orleans 

Anne - Louis Gir odet 
Montargis, 1767-Paris, 1824 

Girodet was trained under the strict discipline of David, 
but he interests us not so much for the reflection of his 
master as for the expression of his own pre -romantic 
character, of his sensitivity and unusual turn of mind. 
The sort of antiquity that he evokes in the Sleep of 
Endymion (1791) departs from neo -classical heroism; 
its sensuality and mystery bring Prud'hon to mind . 
These qualities appear in his compositions and at the 
same time in contemporary literature: he illustrated 
Ossian in his decorations for the Chateau de Malmaison 
and his famous Burial of Atala (1814) was inspired by 
Chateaubriand. Girodet's work is important for its am
biguous charm which marks a period of transition. 

97 THE JUDGMENT OF MIDAS 
To the left, Apollo plays the lyre and casts an en 
chanted sleep upon the couples gathered around him. 
In the center, the young Ero s, and Diony sus em
bracing Ariadne, extend the crowns of victory to the 
god of music. To the right Silenus is asleep and Midas 
screams in desperation, as he feels hi s ears growing 
into those of an ass. The jealous Pan flees from the 
scene. In the middle distance, an ass and a group of 
nymph s rush from a wood. 
Black crayon, pen, bistre wash, and India ink wash 
with highlights of white gouache. On two sheets of 
paper pasted together at the center. 302 x 500 mm 
(ll Ys x 19% inches). On the reverse, Dionysus crown
ing Apollo, a rough sketch in crayon. Notation with 
pen: A la fabrique de Tabac, rue Montmartre. 

Collections: Paul Becquerel Collection, great nephew of 
Girodet. Acquired in 1922 by the Louvre Museum. 
Inventory RF 5346. 
Exhibitions: Jeunesse des Romantiques, Pa ris, Musee Vic
tor Hu go (1927) no. 889. Les Artistes fran<,;ais en Italie. 
Pari s, Arts Decoratifs (1935) no . 505. Gros, ses amis, ses 
eleves. Paris, Petit Palais (1936) no. 624. Dessins Fran
<,;ais du Louvre, Berne (1948) no. 69 . Dessins Fran<,;ais 
de Fonquet a Cezanne. Bru ssels, Rotterdam, Paris 
(1949-1950) no. ll8. French Drawings from Fouquet to 
Gauguin. London, (1952) no. 81. 

The complexity and the involved allegorical meanings 
of this mythological composition are characteristic of 
the Alexandrianism current during the last years of the 
XVIIlth century and of Girodet's disposition. In fact, 
certain inventions of this many-sided and equivocal 
artist charact erize him as forerunner of surrealism . 
Mannerisms in depicting hi s figures resemble that of his 
contemporary, William Blake (1757-1828) . 

Musee du Louvre 
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Jean-Antoine Gros 
Paris, 1771-Meudon, 1835 

Gros illustrated the Napoleonic epic : The Battle of 
Nazareth, Aboukir, The Plague at Jaffa (1804), Napoleon 
at Eylau (1808), Wagram (1810). Although he was an 
excellent portraitist like his master, David, Gros pre
ferred to paint large compositions in which he could 
apply his talents for organization and movement to 
their best advantage. His drawing is energetic and dy
namic and his experiments with color anticipate the 
boldness of the Romantics. The Restoration, which he 
supported, inspired him again to paint beautiful pic
tures, such as the The Departure of the Duchess of An
gouleme, but the fire of his spirit had now diminished. 
Mortified by criticism of his last efforts, he retired 
from the scene in 1835, just when Romanticism, which 
he had furthered, came into vogue. 

98 SKETCH BOOK 
Left : STUDIES OF HORSES Right: SAPPHO 
Pen and bistre wash over a black crayon sketch. 230 x 
165 mm (9 x 6% in ches). 

Collections: Page of an album which is bound in con
temp orary green covers. Acquired by the Louvre Mu
seum in 1953. Inventory RF 29.955. 
Exhibitions: Donations et Acquisitions du Cabinet des 
Dessins. Paris, Louvre (1955) no. 22. 

The Louvre has been enriched recently by two precious 
notebooks of Gros' youth; on the back cover is the 
lab el of Niodot, the stationer, Au chant de l'alouette, 
Place du Vieux Louvre. These notebooks were obtained 
by the artist in Paris and he took them to Italy. Gros 
was twenty-two years old in January of 1793 when, in 
order to escape the turmoil wrought by the Revolution, 
he fled from Paris to Genoa. He returned to Paris in 
October 1800. These album s provide ample evidence of 
the varied interests and curiosity of the young artist as 
well as of his talents: sketches from bas-reliefs and 
antique vases, drawings from the masters (Rubens in 
Genoa, Sarto and Pontormo in Florence ... ), studies of 
horses that announce his mature work, many land
scapes, studies for Young Viewing The Corpse of his 
Daughter, for the portrait of Molakowski executed in 
1793 at Florence, etc .... The Salon of 1801, exhibited 
a Sappho at Leucate, (now in the Museum of Bayeux), 
commissioned by General Dessolle while Gros was in 
Italy. 

Musee du Louvre 

99 TURKISH GENTLEMAN ON HORSEBACK 
(Pl. 24) 

Ridin g towards the left, followed by two messengers, 
he turns to the right, holding a lance in his right hand. 
In the far distance, to the left, one can make out boats 
on the sea. 
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Pen. 170 x 225 mm (6%: x 8Yii inches). On the lower 
left, signed in pen: Gros. 

Collections: Jules Boilly Collection. (sale, Paris, Hotel 
Drouot, March 19-20, 1869, no. 142). Normand and 
Gaston Delestre Collections. 
Bibliography: J.B. Delestre. Gros, sa vie et ses ouvrages 
(1867) pp. 123, 373 and fig. 28. Tripier Le Franc. His
toire de la vie et de la mort du Baron Gros (1880) pp. 
246-247 . G. Dargenty. Le Baron Gros (1887) p. 82, 
reprod. p. 25. 

Study, dating from 1806, for a painting now lost. Gros 
encountered the model for this drawing during a trip 
to Melun. 

Private Collection, Paris 

Fran~ois-Marius Granet 
Aix-en-Provence, 1775-184 ,9 

Under his first master, Constantin of Aix, Granet ad
hered to the tradition of the XVIIIth century and his 
contact with the atelier of David is barely discernible. 
The attraction and interest he felt for Italy was not 
for its Roman antiquities but rather for its churches 
and monasteries; these he knew how to represent with 
emotion and by employing a Rembrandtesque quality 
of chiarosc uro. His taste for such subject matter re
flects the Catholic revival and the vogue for the Mid
dle-ages which characterize the beginning of Roman
ticism. As a landscapist, Granet found just the right 
qualities for a modern apprec iation. He bequeathed his 
collection to the museum which honors his name, in 
his native city. 

100 ENTRANCE TO THE PARK OF VERSAILLES 
ON THE ORANGERIE SIDE 

In the foreground, the flower beds of th e Orangerie; 
beyond, the gate and a dense cluster of trees; to the 
left, the Saint-Cyr road; snow . 
Water color . 220 x 354 mm (8% x 14 inches). At the 
bottom, a notation in pen: A Versailles, le 18 decembre 
1840. 

Collections: Part of a series of 203 drawings and water 
colors bequeathed to the Louvre Museum in 1849 by 
Granet, who had been a curator at Versailles. Inven
tory 26.871. 
Bibliography: Guiffrey, Marcel. Vol. VI (1911) no. 
4508, p. 51. 
Exhibitions: Le Paysage fran<;ais avant les lmpression
istes. Geneva (1937) no. 112. Delacroix et le Paysage 
romantique. Atelier Delacroix (1949). French drawings 
from Fouquet to Gauguin. London (1952) no. 83. 

The water color medium was perfectly suited to the 
spontaneous and direct approach of this artist. Espe
cially careful about capturing effects of light in his 
landscapes, Granet executed numerous studies of Ver-



sailles Park, on the spot, in all seasons and at every 
hour (Louvre). His attitude towards nature antici
pates the impressionists' credo. 

Musee du Louvre 

Jean-Auguste-Dominique Ingres 
Montauban, 1780--Paris, 1867 

In 1796 Ingres entered the studio of David, in 1801 
he won the Prix de Rome, and with the portraits of the 
Riviere family in 1805 and of La Belle Zelie in 1806, 
the artist had already found himself. He lived eighteen 
years in Italy (1806-1824), working ceaselessly since 
his situation remained insecure. The success of the 
Vow of Louis XIII in the Salon of 1824 brought him 
back to Paris. The Academy welcomed him to its ranks 
in 1825 and made him the champion of classicism, in 
opposition to Delacroix whose excesses alarmed them. 
Ingres opened a studio which he used principally as a 
school for drawing. In addition to compositions such 
as the Apotheosis of Homer to which he applied his 
esthetic theories, he painted beautiful portraits like 
that of Mme Marcotte (1827) and M. Bertin (1832). 
During his second stay in Rome (1835-41) he painted 
the Stratonice and the Odalisque with the Slave. He re
turned to Paris an undisputed master and at the age of 
eighty painted the Turkish Bath (1859). The perfection 
of his portraits places Ingres in the grand tradition of 
XVIth century drawing. The purity and boldness of 
the arabesques that define his nudes announce certain 
efforts of Matisse . 

101 MISS HARVEY DRAWING 
She is seen from the back, seated on a folding stool, her 
drawing pad on her knees, her head slightly turned to 
the left. 
Pencil. 197 x 123 mm. (7%: x 4YS inches.) 

Collections: F. Koenigs Collection (F. II 98). 
Bibliography: H. Lapauze. Ingres (1911) pp. 39-40. 
Exhibitions: Schilderijen, Teekeningen en Beeldhouwe
werke uit particuliere verzamelingen. Rotterdam, Muse um 
Boymans (1935- 1936) no. 52. 
Zeichnungen Franziisischer Meister von David zu Millet, 
Zurich (1937) no. 246. 

The subject is undoubtedly Elizabeth Harvey, an Eng
lish girl, who studied painting in Paris and exhibited in 
the Salon of Year X (1812). Ingres made her ac
quaintance before his first trip to Italy and this was the 
beginning of an enduring friendship. He portrayed her 
with her sister in a wash drawing of 1804, which is in 
the Louvre (Inventory R F 12.293). There are two 
painted portraits of Miss Harvey. (cf. G. Wilden
stein. Ingres, Phaidon, no. 35-36). 

Boymans Museum, Rotterdam 

102 PORTRAIT OF MONSIEUR DE NORVINS 
The figure seen full face, seated. Leaning on a table 
with his right elbow, he is holding a small dog on his 
lap. 
Pencil. 340 x 297 mm (13% x 11%: inches) Signed 
and dated with pencil on the lower left: Ingres, 1811. 

Collections: Edouard Andre Collection, bequeathed in 
1894 to the Ecole des Beaux-Arts. 
Bibliography: H. Delaborde. Ingres (1870) pp. 308-
309, no. 385. H. Lapauze. Les portraits dessines (1903) 
p. 67, pl. 74. H. Lapauze. Ingres (1911) p. 119, reprod. 
p. 153. Dessins de Mattres Fran<,;ais, V. Ingres (1926) 
no. 25 reprod. J. Mathey . Ingres, portraitiste des Gat
teaux et de M. de Norvins. Gazette des Beaux-Arts (aoilt 
1933) pp. 117, 122. S. Alazard. Ingres et l'lngrisme 
(1950) p. 48. 
Exhibitions: David et ses eleves. Paris, Petit Palais (1913) 
no. 339. 

Jacques Marquet, Baron de Montbreton de Norvins 
(1769-1864), was the commissioner of police in Rome 
when Ingres met him. He painted his portrait which 
was once owned by Edgar Degas and is now in the Na
tional Gallery, London (cf. G. Wildenstein. Ingres, 
Phaidon, no. 81, pl. 32). In the exhibition: David and 
his pupils in 1913, another portrait drawing of Mon
sieur de Norvins was shown (no. 333) from the collec
tion of Count de Montgermont (lithographed by 
Muret). 

Ecole des Beaux-Arts, Paris 

103 PORTRAIT OF THE PAINTER FRANCOIS 
MARIUS GRANET 

He is seated before his easel placed to the right; he 
holds the palette and brushes in his left hand; his face 
is turned towards the spectator. 
Pencil with highlights in white gouache. 280 x 210 mm 
(11 x BU inches). Signed and dated on the lower right: 
Ingres, 1812. 

Collections: H. Pontier Collection. Gift to the Granet 
Museum. 
Bibliography: H. Delaborde. Ingres (1870) no. 311. 
E. Aude. Le Musee d'Aix-en-Provence. Memorandum 
(1921) p. 17. 
Exhibitions: Le dessin fran<,;ais de Fouquet d Cezanne. 
Brussels, Rotterdam, Paris (1949-1950) no. 129, pl. 58. 

In the Convent of the Capuchins before Ingres went to 
Italy, he and Granet occupied adjacent cells. The two 
artists met again in Rome. Granet was a witness at 
Ingres' marriage in 1813. In 1807, Ingres painted the 
fine portrait of his friend, now in the Museum of Aix
en-Provence (cf. G. Wildenstein, Ingres, Phaidon, no. 
51, pl. 18); a study for this portrait is in the Museum 
of Montauban (cf. Malingue. Ingres, 1943 pl. 66). 

Musee Granet, Aix-en-Provence. 
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104 PORTRAIT OF MADAME INGRES, 1814 
(Pl. 29) 

Pencil with touches of water color. 202 x 138 mm 
(8 x 5Yz inches). 

Collections: Bequeath ed by Ingres in 1867 to the city of 
Montauban. 
Bibliography: A. Reveil. Oeuvres de J. A. Ingres (1851) 
no. 24. H. Delaborde. Ingres (1870) no. 334. H. La
pauze. Les dessins de J. A. D. Ingres au Musee de Mont
auban (1901) Vol. VI, pl. 165B. J. Mommeja . Inv . Rich. 
d'Art Province Mon. Civils, Vol. VII (1905). Ingres 
Collection no. 70. H. Lapauze. Ingres (1911) reprod. 
p. 132. Dessins de Mattresfrani;ais V. Ingres (1926) no. 
60 reprod. L. Hourticq. Ingres (1928) fig. p. 40. M. 
Malingue. Ingres (1943) fig. p. 68. ]. Alazard. Ingres et 
l'Ingrisme (1950) pp. 60-61. D. Ternois. Ingres aqua
relliste. Revue des Arts (1955) no. 2. 
Exhibitions: Ingres. Paris, Galerie G. Petit (1911) no. 
87. Ingres. ibid. (1921) no. 68. Ingres. Paris, Galerie A. 
Weil (1949) no. 5. Les Dessins d'Ingres . Musee de 
Montauban (1951). no. 4. Ingres aquarelliste. Musee de 
Montauban (1954) no. 1. 

On December 4, 1813, at St . Martin des Monts in 
Rome, Ingres married Madeleine Chapelle, a young 
milliner from Gueret. Thi s devoted and tactful wife 
was ju st the kind of companion he sought. The atelier 
where the couple lived, on the Via Gregoriana, is repre
sented in a painting by Alaux in the Museum of Mon
taub an . There are only two other known portrait draw
ings by Ingres heightened with water color, one of 
Mlle Guille (1856) and the other of Mlle Borderieux 
(1857). 

Musee Ingres, Montauban 

105 PORTRAIT OF MADAME INGRES, 1835 
(Pl. 30) 

Pencil. 300 x 220 mm (11% x 8% in ches). Signed at 
the lower right: Ingres fee. Dedication, by the sitter: 
Mme Ingres a Melle Maille Mars 1835. 

Collections: H. Lapauze Collection. Bequeathed by him 
to the Ingres Museum, in 1928. 
Bibliography: H. Lapauze. Les portraits dessines (1903) 
fig. 44. H. Lapauze. Ingres (1911) fig. p. 327. L. Hourticq. 
Ingres (1928) pl. LXXXVII. M. Malingue. Ingres 
(1943) pl. 105. Cl. Roger-Marx. Dessins d 'Ingres (1949) 
pl. 37. J. Alazard. Ingres et l'Ingrisme (1950) pp. 60, 61, 
90. 
Exhibitions: Ingres. Paris, Galerie G. Petit (1911) no. 
147. Ingres, Delacroix. Brussels (1936) no. 24. Chefs 
d'oeuvre de l'Art frant;ais (1937) no. 681. Le Dessin 
Fran<;ais de Fouquet a Cezanne. Brussels, Rotterdam, 
Paris (1949- 1950) no. 134. Meisterwerke aus Frank
reichs Museen, Vienna. (1950) no. 154. Les Dessins 
d'Ingr es, Musee de Montauban (1951) no. 7. 

See the preceding number. A third portrait drawing of 
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Madame Ingr es, done in 1830, is in the Gueret Mu
seum. 

Musee Ingres, Montauban 

106 STUDIES FOR AN ODALISQUE 
In the upper part, a nude young woman is reclini ng 
towards the left, her legs are draped and her raised 
arms enci rcle her head. To the left, detail studies of 
the r ight han d and the left foot. In the lower part , the 
same nude model appears again in the same attitud e. 
Black crayon . 175 x 345 mm (6Ya x 13% inche s). On 
th e lower left, signed: Ingres. A notation in th e upper 
right: Mericilla via della Nita 58. In the lower left the 
Haro stamp. 

Collections: Haro and Dutuit Collections. Gift of Du
tuit to the Palais des Beaux-Arts. 
Bibliography: H. Lapauze. Ingres (1911) pp. 350-352. 
C. Gronkowski. Catalogue sommaire de la collection 
Dutuit (1925) no. 1017 reprod. 
Exhibitions: Les Artistes Fran<;ais en Italie. Paris, Arts 
Decoratifs (1934) no. 543. Meisterwerke aus Frankreichs 
Museen. Vienna (1950) no. 148. Le dessin fran<;ais au 
XIX• siecle. Geneva (1951) no. 158. French Drawings 
from Fouquet to Gauguin. London (1952) no. 94. Maitres 
Fran<;ais du Petit Palais. Rotterdam (1952-1953) no. 67. 

In gres was particularly fond of the motif of the reclin
ing odalisque with raised arms encircling her head: it 
is the atti tude of La Dormeuse painted in 1808 for 
Queen Caroline of Naples (cf. G. Wilden stein. Ingres, 
Phaidon, nos. 56, 57). The sketches on this sheet were 
made as studies in preparation for the Dormeuse, th e 
drawing of the Montauban Museum annotated Ma
riuccia blonde belle via Margutta 106 (cf. Dessins d 'In
gres, Montauban 1951 no. 53) and the one of the J. 
Dupont Collection. Ingres returns to this motif thirty 
years later in The Odalisque with the Slave (1839) now 
in the Fogg Museum of Art (Wildenstein no. 228, fig. 
149) of which he made a copy in 1842 for William I, 
King of Wurttember g, now in the Walters Art Gallery, 
Baltimore (Wildenstein, no. 237, pl. 83). A large study, 
very close to the latter is in the Courtauld Collection in 
London (cf. Douglas Cooper, The Courtauld Collection, 
1954, no. 134, pl. 69); the Louvr e has another com
plete drawing that is highly finished. (Inventory RF 
4622). 

Palais des Beaux-Arts de la Ville de Paris 

107 PORTRAIT OF MADAME D'HAUSSONVILLE 
Pencil on white paper squared for enlargemen t. 235 x 
295 mm (9!4 x 11% in.) Inscrib ed at lower left: Ing. 

Collections: Beurdel ey . Wildenstein to Paul J. Sachs. 
408. 1927. 
Bibliography: Beurdeley Sale Catalogue. Galerie Georges 
Petit, Paris (December 2, 1920), no. 242. Mongan
Sachs. Drawings in the Fogg Art Museum, Cambrid ge, 
Mass. (1940 and 1946), no. 704, fig. 375. Andrew C. 



Ritchie, The Evolution of Ingres' Portrait of the Comtesse 
d'Haussonville, in The Art Bulletin (September 1940), 
pp. 120-126, mentioned p. 122, repr. fig. 8 . Ingres, 24 
drawings. (Selected by Agnes Mongan), Pantheon, New 
York (1948), no. 19. The Frick Collection: French Pic
tures vol. I, Text, Pittsburgh (1949), p. 199 mentioned. 
Exhibitions: Exposition centennale de l'art fran,;ais, St. 
Peter sburg (1912), no. 664. French Painting of the 
Nineteenth and Twentieth Centuries. Cambridge, Fogg 
Museum of Art (1929), no. 86 . St. Louis, City Art 
Museum (1932). Brooklyn Museum (1939). Springfield 
Museum (1939). Washington, Phillips Gallery (1940). 
Detroit, Detroit Institute of Arts (1941). New York, 
Century Club (1947). Amherst College (January 1948). 
Williams College, Lawrence Museum (November 
1948). Richmond, Virginia Museum (March and April 
1952). Winnipeg, Winnipeg Art Gallery (April 11 to 
May 9, 1954). 

Fogg Art Museum, Harvard University 

tion s, going in one direction, then in th e other: em
braced classicism at one moment and th en the baroque, 
attracted to the ideal of antique beauty as well as the 
restlessness of the contemporary scene. Drawing was 
of primary importance in the work of this artist who 
died at the age of 33. The studies made at the tim e of 
his trip to Italy (1816-1817), espec ially those for La 
Course des Barberi reveal a sculptor's vision: organizing 
in terms of masses which are infused with heroic ani
mation. The search for powerful expressiveness in the 
human figure is achieved in preparatory drawings for 
The Raft of the Medusa (1819). The trip he made to 
England (1820-1822) stimulated his int erest in new 
subjects that were less foreboding and more familiar. 
Another change to be noted was his preference for the 
water color technique. The violence of his art made a 
deep impression on Delacroix, who knew the artist and 
had grea t admiration for him. 

Meta and Paul J. Sachs Collection 109 HORATIUS COCLES 

108 PORTRAIT OF THE COUNTESS D'AGOULT 
WITH HER DAUGHTER (Pl. 32) 

Pencil with highlights in gouache on brown paper. 
468 x 393 mm (18% x 1572 inches). Signed and dated 
on the lower right, in pencil: Ingres d. 1849. 

Bibliography : H. Delaborde. Ingres, (1870) no. 249, p. 
289. H. Lapauze. Ingres (1911) p. 405 and reprod. 
p. 427 . 
Exhibitions: David et ses eleves. Paris, Petit Palais, 
(1913) no. 35. Ingres et ses eleves. Paris, Galerie Selig
mann (1934) no. 40 . French Drawings U.S.A. (1952-
1953), no. 118, pl. 32. 

Born in 1805, Marie de Flavigny became the Countess 
d'Agoult in 1827. She began her literary career in 1841 
with the publication of a novel, Herve, issued under the 
pseudonym, Daniel Stern. She earned an important 
place in the literature of the period by her contrib ution 
of philosophical and historical works and by virtue of 
her distinguished and cultivated personality. Her 
daughter, represented here, became the Marchioness 
of Charnace. A drawing by Chasseriau and a painting 
by Lehmann (1843) have recorded the likeness of the 
Countess d'Agoult. Ingre s dedicated his portrait of 
Franz Liszt to her in 1839 (Siegfried Wagner Collec
tion). 

Atop a bridge the nude warrior, armed with sword and 
shield, stops a group of retreating soldiers; fighting to 
the right and to the left; und er the bridge there is a 
boat filled with armed men. 
Pen and sepia wash on tracing paper. 200 x 275 mm 
(7Ya x lOYa inches). 

Collections: Maherault. 
Bibliography: Clement. Gericault (1879) p. 104. Cata
logue s du Musee de Rouen (1890) no. 777, (1911) no. 
1890. 
Exhibitions: Centennale d'Artfran,;ais. Paris (1900) no. 
525. Gericault. Paris, Galerie Charpentier (1924) no. 
71. Gericault. Paris, Galerie Bignou (1950) no. 1. 

This work dates from Gericault's Roman period. Here, 
the artist has repr esented the famous episode of Hora
tius Cocles warding off the troop s of Porsenna on the 
Sublicius Bridge. Gericault drew inspiration for this 
composition from the old masters: Titian's Battle of 
Cadore, that he could have known from Fontana's en
graving, or Ruben's Battle of the Amazons. Another 
relat ed drawing (Clement, op. cit., no. 94) is in the 
Chevrier-Marcille Collection. (Exh. Gericault, 1924, 
no. 80). A study for the same scene is in the Ecole des 
Beaux-Arts. 

Musee des Beaux-A rts, Rouen 

The Marquise de Charnace, Paris 110 TARANTELLA 

Theodore Gericault 
Rouen, 1791-Paris, 1824 

Although a pupil of C. Vernet and of Guerin, and in
fluenced to some extent by Gros, Gericault developed 
ind ependent ly, for the most part, drawing upon his 
own inner strength. He was torn by conflicting aspira-

A man and a woman dance in the center of a circle 
formed by spectators in front of a church with its porch 
and campanile discernible to the left; on the right, a 
guitar player; background of mountains. 
Black crayon heightened with white and wate r color 
on brown paper. 

Exhibitions: Les Artistes fran,;ais en ltal ie. Paris, Arts 
Decoratifs (1934) no. 498. Gericault. Paris, Maurice 
Gobin (1935) no. 26. Gericault. Paris, Galerie Bern-

47 



heim (1937) no. 118. Gericault. Winterthur (1953) 
no. 159. 

This work dates from the sojourn in Italy (1816---
1817). 

Private Collection, Paris 

111 TWO STUDIES FOR THE RAFT OF THE 
MEDUSA (Pl. 22, 23) 

1 Hope. 
Pen and sepia wash. 200 x 255 mm (7:Ys x 10 inches.) 
2 The Ship Sighted. 
Pen and sepia wash. 200 x 280 mm (7:Ys x 11 inches.) 

Collections: Coutan Collection. Acquired by the Mu
seum of Rouen in 1890. 
Bibliography: Catalogues du Musee de Rouen (1890) 
no. 773, (1911) no. 1385. Clement. Gericault (1879) 
no. 11562. P. Lafond. Le Musee de Rouen, s.d. p. 78 
reprod. P. Gonse. Chefs d'oeuvre des Musees de France 
(1904) II, p. 318. M. Delacre et P. Lavallee. Dessins de 
Maztres anciens. (1927) pl. 47. Kl. Berger. Gericault. 
Drawings. Watercolors (1946) no. 27 p. 28 reprod. (2). 
W. Friedlander. From Davul to Delacroix (1952) pl. 
5~0. 
Exhibitions: Fransk. Malerkunst. Copenhagen (1914) 
no. 286. Gericault. Paris, Galerie Charpentier (1924) no. 
121. Gericault. Paris, Galerie Bernheim (1937) no. 125. 
Zeichnungen franzosisches Meister. Zurich (1937) no. 
141. A.B. pl. 10-VI. Meisterzeichnungen aus Frankreichs 
Museen, Vienna (1950) no. 147. Gericault. Winterthur 
(1953) no. 174, pl. XXXI. Gros, Gericault, Delacroix. 
Paris, Galerie Bernheim (1954) no. 53 bis. 

These drawings represented two important stages in 
the development of The Raft of the Medusa (Louvre), 
one of Gericault's principal works, which was shown in 
the Salon of 1819 and inspired by the account of the 
ship wreck of the frigate La Meduse, published by Cor
reard and Savigny. 

Musee des Beaux-Arts, Rouen 

112 HEAD OF A NEGRO 
Black crayon with white highlights. 370 x 285 mm 
(14711 x llU inches.) 

Collections: Sauzay Collection. Gift to the Museum in 
1909. 
Bibliography: Catalogue du Musee de Rouen (1911) no. 
1399. R. Regamey. Gericault (1926) pl. 30. W. Fried
lander. Davul to Delacroix (1952) pl. 55. 

Musee des Beaux-Arts, Rouen 

113 THE MURDER OF FUALDES (Pl. 25) 
Pen and sepia wash on gray paper. 215 x 290 mm 
(8711 x 11% inches.) 

Collections: Lahoux Collection; given to the Museum. 
Bibliography: Clement. Gericault (1879) no. 165 p. 364. 
Catalogue du Musee Wicar a Lille (1889) no. 1395. 
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Due de Trevise. Gericault, peintre de l'actualite. Revue 
de !'Art ancien et moderne (May 1924) pp. 297-308. 
P. Courthion. Gericault raconte par lui-meme (1947) p. 
186. R. Huyghe et Ph. Jaccottet. Le Dessin franr,;ais au 
XIX• siecle (1948) pl. XXIII. 
Exhibitions: Meisterwerke aus Frankreichs Museen, Vien
na (1950) no. 162. French Drawings from Fouquet to 
Gauguin, London (1952) no. 77. 

Fualdes, the Imperial Magistrate at Rodez, was re
called in 1814, then reinstated in the government of 
the Hundred Days to be again dismissed by the Res
toration. While living in retirement at Rodez he was 
assassinated on March 10, 1817. The violence of the 
crime, the passions it provoked, and the two dramatic 
trials, of August 1817 and March 1818, greatly excited 
public opinion. Gericault intended to use this theme 
of current interest in a large composition matching in 
amplitude The Raft of the Medusa, and he executed 
numerous drawings in which the participants of the 
drama were represented nude, in the antique manner: 
(four of these drawings given by the artist to Miss Con
sta~tin, niece of Prudhon, are part of the Due de 
Trevise Collection; a fifth is in the Museum of Rouen). 
Dated by Clement, around 1820. The scene represented 
here shows the assassins of Fualdes bearing his body 
to the Aveyron River where it was found floating early 
in the morning after the murder. 

Palais des Beaux-Arts, Lille 

Jean-Baptiste-Camille Corot 
Paris, 1796-1875 

After studying with Michallon and Bertin, his first trip 
to Italy (1825-1828) was the decisive influence in 
Corot's training. He would work from life, crayon in 
hand, and his studies, marvelously pure in line, bear 
witness to constant searching and a deeply emotional 
sensitivity to nature. In the course of a second and a 
third trip to Italy, in 1834 and 1843, he was to de
velop his knowledge of light and form. He led a quiet 
life, travelling throughout the French provinces, work
ing ceaselessly. After 1848, his inspiration underwent 
a transformation: using charcoal on tinted paper, he 
enveloped his landscapes in a poetic and harmonious 
mist. Corot's position as a landscapist should not 
cause us to forget his studies of nudes and his por
traits of women, which rank among the greatest. 

114 LITTLE GIRL WITH A BERET (Pl. 31) 
Pencil. 290 x 222 mm (11711 x 8~ inches.) Signed 
bottom left: Corot. 

Collections: d' Aligny Collection. Acquired in 1878 by 
the Palais des Beaux-Arts, Lille. 
Bibliography: Catalogue of the Collection of the Musee 
Wicar (1885), no. 1181. A. Robaut and E. Moreau
Nelaton, £'Oeuvre de Corot, (1905), T. IV, no. 2679, 



p. 40, repr. T.I., p. 53. R. Huyghe, P. Jaccottet. Le 
Dessin fran<;ais au XIX• siecle (1948), pl. XXX. M. 
Serullaz. Corot (1951), pl. 2. 
Exhibitions: Centennale d'art fran,;ais, Paris, 1900, no. 
827. Le Dessin fran,;ais de Fouquet d Cezanne, Brussels, 
Rotterdam, Paris, 1949-1950, no. 159. Meisterwerke 
aus Frankreichs Museen, Vienna, 1950, no. 195. French 
Drawings from Fouquet to Gauguin, London, 1952, no. 
34, repr. 

A pure and sensitive line brings forth from a white 
sheet of paper this luminous face of youth. A work of 
Corot's mature period, this portrait, dated 1831, is 
probably that of Mademoiselle Sennegon. Corot, who 
made a gift of it to his friend Aligny, did a copy of it to 
keep as a remembrance. (Robaut, no. 2680 and repr.; 
E. Moreau-Nelaton, Corot raconte par lui-mBme, 1924, 
T. II, fig. 274.) 

Palais des Beaux-Arts, Lille 

US WOMAN SEATED IN A CLUMP OF TREES 
In the background, to the left, the silhouette of a man. 
Black crayon and pen. 400 x 270 mm (15% x 10% 
inches.) Bottom left marked: Vente Corot. 

Collections: Vente Corot, Paris, May 26, 1875. Alfred 
Robaut Collection; given by him to the Museum of 
Lille in 1880. 
Bibliography: A. Robaut, E. Moreau-Nelaton. L'Oeuvre 
de Corot, (1905), T. IV, no. 2719, p. 44 repr. R. 
Huyghe, P. Jaccottet. Le Dessinfranr;ais au XIX• siecle, 
(1948), pl. XXIV. 
Exhibitions: Corot, Paris, Galerie Durand-Ruel, 1878, 
no . 132. 

A study dating from around 1840, done, according to 
Robaut, in the forest of Compiegne. 

Palais des Beaux-Arts, Lille 

ll6 SLEEPING DIANA 
In a glade, by moonlight, Diana is asleep at the right, 
stretched out half nude at the foot of a poplar tree, her 
arms raised behind her head. To the left, the shade of 
a big tree; in the background, the reflection of a lake. 
Charcoal and estompe on chamois paper with high
lights of white gouache. 475 x 310 mm (18% x 12!4 
inches). Signed bottom left "Corot." 

Collections: Gift of Corot to Alfred Robaut. Robaut, 
Cheramy and R. Koechlin collections. Bequest of R. 
Koechlin to the Musee du Louvre in 1932. Inventory 
RF 23334. 
Bibliography: Robaut, Moreau-Nelaton. L'Oeuvre de 
Corot (1905) T. IV, no. 2979, p. 77, repr. T. I, p. 225. 
E. Moreau-Nelaton. Histoire de Corot (1905), fig. 182. 
E. Moreau-Nelaton. Corot raconte par lui-mBme (1924), 
T. II, p. 18, and fig. 196. M. Serullaz. Corot (1951), 
pl. V. 
Exhibitions: Meisterzeichnungen Franziisischer Ki.inst/er, 
Basel, 1935, no. 45. Chefs-d'oeuvre d'artfran,;ais, Paris, 

1937, no. 616. Dibujos Franceses, Bogota, 1938, no. 31. 
French Drawings from Fouquet to Gauguin, London, 
1952, no. 35. 

A charcoal drawing dating from July 1865, made by 
Corot at Arras, from his decorative panel for the man
sion of Prince Demidoff. Alfred Feydeau, the prince's 
architect, had ordered Corot to do two panels 79 x 53 
inches each. During the summer of 1865 at Fontaine
bleau, in Comairas' studio, the painter finished Sleep
ing Diana and Orpheus Hailing the Light. (Robaut, nos. 
1633 and 1634). The Louvre also owns a charcoal 
drawing of the Orpheus panel (Robaut, no. 2978). 
These two drawings were very representative of Corot's 
second style of drawing. 

Musee du Louvre 

Antoine-Louis Barye Paris, 1796-1875 

We forget all too often that the sculptor Barye was 
also a great painter. A pupil of Gros, he exhibited oils 
and water colors at the Salon from 1831 on. After 
1849 he often joined his friends Millet, Rousseau and 
Diaz at Barbizon where he worked from life at the 
Franchard Gorge or among the rocks of Apremont. It 
was there he developed that harsh and colorful land
scape which was to serve in his paintings as back
ground to the games and battles of his wild beasts. His 
depiction of the landscape, the beauty and realism of 
the animals, his very individual palette assure Barye's 
water colors a top place in the evolution of drawing in 
the nineteenth century. 

ll7 PANTHER DEVOURING A GAZELLE 
Water color. 235 x 298 mm (9!4 x ll:li inches). Signed 
bottom left: Barye. 

Collections: Kapferer and Jacques Zoubaloff collections. 
Gift of Zoubaloff to the Louvre in 1914. Inventory 
RF 4 204. 
Bibliography: R. Reboussin. Barye, peintre, L'Art et les 
Artistes (January 1913), repr. C. Saunier. Barye (1925), 
pl. XXXVII. C. 0. Zieseniss. Les Aquarelles de Barye 
(1954), p. 71 and pl. 19. 
Exhibitions: Deuxieme Salon des Animaliers. Paris, Ga
lerie La Boetie (1913), no. 15. Gros, ses amis, ses eleves. 
Paris, Petit Palais (1936), no. ll8. Delacroix et le pay
sage romantique. Paris, Atelier Delacroix (1949). French 
Landscape. London (1949-50), no. 551. 

Musee du Louvre 

Eugene Delacroix 
Charenton, 1798-Paris, 1863 

He dominated the age by his stature both as man and 
artist. A pupil of Guerin, an assiduous visitor to the 
Louvre, he was particularly aware of the impetus fur-
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nished by Gros and Gericault, to whom he was closely 
allied. He was the first not to make a pilgrimage to 
Italy, but drew his sources from poetry: Dante, Shake
speare, Byron and Goethe. The boldness and excite
ment of his Dante's Bark in 1822, and of his Massacres 
of Scio in 1824 created a scandal at the Salon, but 
rallied the young artists around him and made Delacroix 
the leader of the Romantics. The discovery of Con
stable and a stay in England in 1825 led him to lighten 
his palette. In The Women of Algiers of 1834, in which 
he summed up the strong impressions left by a trip to 
North Africa in 1832, his technique achieved an ex
treme refinement. He successfully completed some im
portant pieces of decoration at the Palais Bourbon, the 
Luxembourg, the Louvre, the Paris Hotel de Ville and 
finally at St. Sulpice, where he left us his last message. 
Every one of the boldest experiments of the last half 
of the century was foreshadowed by Delacroix, the 
first modern painter. 

118 THE PIERRET FAMILY 
Four portraits. 
(a) Juliette Pierret in a riding habit, on horseback, 
moving towards the right, in a field. 
Black crayon and wash. 105 x 200 mm (4Ys x 7'!,i in.) 
(b) Madame Pierret. Head and shoulders only, seen 
from the front, the face tilted towards the left. 
Pen and India ink. 105 x 200 mm (4Ys x 7% in .) 
(c) Juliette Pierret. Bust length, seen from the front, 
smiling, her head resting on her right hand. 
Pen and India ink. 105 x 200 mm (4Ys x 7% in.) 
(d) Jean-Baptiste Pierret and his son Henri . To the 
right, the father, bust length, seen from the front; to 
the left, the son seated on a chair, his left arm resting 
on the back. 
Pen and India ink . 105 x 200 mm (4Ys x 7% in.) 

Collections: Madame Vila, nee Claire Pierret. 
Bibliography: R. Escholier. Delacroix (1927), repr. p. 
210 (a), p. 208 (b), p. 211 (c), pp. 212 and 282 (d). 
David-Weill Collection, T. III. Dessins, Notices de 
Gabriel Henriot (1928), Paris, pp . 77, 79 repr. 
Exhibitions: Delacroix. Paris, Louvre (1930), no. 541A. 
Delacroix et ses amis. Paris, Atelier Delacroix (1932), 
no. 174. 
Chefs-d'Oeuvre des collections privees retrouvees en Alle
magne . Paris, Orangerie (1946), no. 140. 

"Pierret," writes Leon Riesener, "a college chum, a 
distin guished man, kind, naive, sincere, a devoted 
brother to Delacroix for many years, was an employee 
of the Ministry of the Interior, of the most assiduous 
and conscientious kind ... For a third of his life 
Delacroix spent all his evenings in the Pierret house
hold; he found there his cup of tea, the simplicity of 
his own home, children, young girls whom he had 
seen come into the world ." (quoted by R. Escholier, 
p. 208). Madame Pierret, whose "nervous and pro-
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found face" is found in many drawings, was the in
spiration for Delacroix' Hamlet. 

Mme D. David-Weill, Paris 

119 ARAB, RECLINING (Pl. 27) 
Watercolor over sketch in black crayon. 190 x 275 
mm (7r2 x 10% in.). At bottom right, mark ed in red: 
ED. On the back, a study in black crayon for the head 
of the same person. 

Collections: Delacroix Sale, (February 22-2 7, 1864), 
no. 586. Collections of Philippe Burty and Cheramy. 
Cheramy Sale, Paris (May 5, 1908), no. 302. Collec
tion of Raymond Koechlin, bequeathed to the Louvre 
in 1930. Inventory RF 23.323. 
Bibliography: A. Robaut. L'Oeuvre complet d'Eugene 
Delacroix (1885), no. 417, p. 113 repr. R. Escholier . 
Delacroix, T. II (1927), repr . p. 52. A. Joubin. Le 
Voyage au Maroc (1930), pl. XXVI. J. Alazard. L'Orient 
et la peinture franr,;aise au XIX• siecle (1930), repr. p. 
49. Claude Roger-Marx. Dessins de Delacroix (1933), 
pl. 10. 
Exhibitions : Delacroix. Paris, Ecole des Beaux-Arts 
(1885), no. 245. Aquarelles et dessins de Delacroix. 
Paris, Galerie Dru (1925), no. 23. Delacroix. Paris, 
Louvre (1930), no. 304. French Art. London (1932), 
no. 897. (Commem. cat. no. 834). Voyage de Delacroix 
au Maroc. Paris, Oran gerie (1933), no. 62. Dessins 
franr,;ais au Louvre. Bru ssels (1936-37), no. 81. Chefs 
d'oeuvre de l'artfranr,;ais. Paris (1937), no. 640. Dessins 
franr,;ais du Louvre. Berne (1948), no. 83. Le Dessin 
franr,;ais de Fouquet a Cezanne. Brussels, Rotterdam, 
Paris (1949-50), no. 144. 

This drawing probably dates from the artist's second 
trip to Tangiers, between April 21, 1832 and the first 
days of May, of that same year. 

Musee du Louvre, Paris 

120 SEATED ARAB 
Seen from the front, hi s head slightly turned towards 
the left, his right leg resting on his left knee. 
Water color over a sketc h in black crayon. 423 x 254 
mm (16% x 10 in .). Bottom right, stamped in red, ED. 

Collections: Abel Gartley Collection. 
Exhibitions: Voyag e de Delacroix au Maroc. Paris, 
Orangerie (1933), no. 146. 

Done in 1832. Compare with a water color of the same 
subject catalogued by Robaut as no. 414, included in 
the Carvalho collection. 

Mme D. David-Weill, Paris 

121-122 TWO STUDIES OF A JEWISH WOMAN 
IN HOLIDAY DRESS 

(a) She is seated three quarters to the left, her hand s 
folded over her knees, a kerchief covering her head 
and knotted around her neck. 



Water color over sketch in black crayon. 270 x 210 
mm (10% x 8)4 in.). Bottom right, stamped in red, ED. 

Collectwns: Delacroix Sale, Paris (February 22-27, 
1864), no. 551. Acquired by Georges d'Albenas, later 
Curator of the Montpellier Museum; bequeathed to 
that Museum in 1915. 
Bibliography: A. Robaut. L'Oeuvre complet d'Eugene 
Delacroix (1885), no. 1620, p. 418. J. Alazard. L'Orient 
et la peinture franr;aise au XIX• siecle (1930), repr. p. 
47. J. Claparede . Le Musee Fabre. Medecine de France 
(1955), no. 60, repr. p. 29. 
Exhibitions: MeisterwerkeausFrankreichsMuseen. Vienna 
(1950), no. 175. 

Musee Fabre, Montpellier 

(b) She is seated three quarters to the left, her hands 
clasped on her knees, wearing long earrings, her hair 
piled high. 
Water color over a sketch in black crayon. 280 x 200 
mm (11 x 7Ys in.). Bottom right, stamped in red, ED. 

Collectwns: Delacroix Sale, Paris (February 22-27, 
1864), no. 550 (?). Acquired by the Musee d'Alger . 
Bibliography: A. Robaut, op. cit. (1885), p. 418, (may 
be no.1619). R. Huyghe, P.Ja ccottet. LeDessinfranr;ais 
au XIX• siecle (1948), pl. XXXV. 
Exhibitions: Aquarelles et dessins de !'Ecole franr;aise. 
Algiers (1954), no. 38, repr. 

Musee Natwnal des Beaux-Arts, Algiers 

Doubtlessly done from a model, during the 1832 trip. 
The first of these water colors was used for the seated 
woman on the extreme left in La Noce Juive, at the 
Louvre, painted in 1839 and exhibited at the Salon of 
1841. 

123 HEAD OF A LION (Pl. 26) 
India ink wash, water color with highlights of white 
gouache over pencil lines. 180 x 192 mm (77& x 7~ 
in.). Bottom left, stamped in red, ED. 

Collections: Delacroix Sale, Paris (February 22-27, 
1864), no. 409. Acquired at that sale by the Louvre· 
Inventory MI 893. 
Bibliography: A. Robaut. L'Oeuvre complet d'Eugene 
Delacroix (1885), no. 774, p. 207 repr. Tauzia. Notice 
supplementaire des dessins (1888), no. 1723. Guiffrey, 
Marcel. T. IV (1909), no. 3462 repr. J. Janneau. Le 
Dessin de Delacroix (1921), pl. VIII. R. Escholier. 
Delacroix (1927), T. II, repr. p. 278. Dessins de Maitres 
Franr;ais VII: Delacroix (1928), pl. XI. Claude Roger
Marx. Les Dessins de Delacroix (1933), pl. 39. P. 
Lavallee. Quatorze dessins de Delacroix au Louvre 
(1938), pl. XIV. 
Exhibitions: Delacroix. Paris, Louvre (1930), no. 621. 
French Art. London (1932), no. 879. (Commem. cat. 
no. 838, pl. CLXXXIX). L'Aquarelle de 1500 a 1900. 
Paris, Orangerie (1936), no. 47. Meisterwerke aus 

Frankreichs Museen. Vienna (1950), no. 180. French 
Drawings from Fouquet to Gauguin. London (1952), 
no. 54, pl. XIII. 

Musee du Louvre 

124 FIGHT BETWEEN A LION AND AN ARAB 
Towards the left, a nude man, stretched prone on the 
earth, is struggling between the paws of the beast, 
which is biting his arm. 
Black crayon. 225 x 280 mm (8Ys x 11 in.). Bottom 
left, stamped in red, ED. 

Collections: G. Aubry collection. 
Bibliography: R. Escholier. Delacroix (1927), T. II, 
repr. p. 281. 
Exhibitions: Delacroix. Paris, Louvre (1930), no. 617. 
Delacroix. Paris, Maurice Gobin (1937), no. 20. 

Maurice Gobin, Paris 

125 STUDY FOR TRAJAN'S JUSTICE 
A first lay-out for the whole composition. To the right, 
a more detailed study of Trajan and his horse. On the 
bottom, a horse's hoof and jaw, and sketches for the 
mother tearing her garments at her breast . 
Black crayon on cream colored paper. 210 x 340 mm 
(8)4 x 13% in.). Bottom left, stamped in red, ED. 
Annotated presque de faee tiree par le soldat. 

Collections: Delacroix Sale, Paris (February 22-27, 
1864), lot 339. Collections of R. Foybet and Marcel 
Guerin. Gift of Marcel Guerin to the Rouen Museum 
in 1949. 
Bibliography: R. Escholier. Delacroix (1927), T. II, 
repr. p. 261. 
Exhibitions: Delacroix. Paris, Louvre (1930), no. 412. 

For the big painting in the Rouen Museum, exhibited 
at the Salon of 1840, the subject of which had been 
suggested to Delacroix by lines from Dante, translated 
by Antony Deschamps. 

Musee des Beaux-Arts, Rouen 

126 BOUQUET OF FLOWERS IN A VASE 
Water color over a sketch in black crayon. 210 x 270 
mm (8)4 x 10% in.). Bottom left, stamped in red, ED. 

Collectwns: Delacroix Sale, Paris (February 22-27, 
1864), no. 625. Constant Dutilleux collection. Paris 
sale (March 26, 1874) where it was acquired by T. 
Silvestre for Alfred Bruyas. Bruyas bequest to the 
Museum of Montpellier in 1876. 
Bibliography: Letters of T. Silvestre to A. Bruyas, Mss 
365, Bibliotheque Municipale de Montpellier. Alfred 
Bruyas. La Galerie Bruyas (1876), no. 62. P . Lafenestre, 
E. Michel. lnventaire General des Richesses d'Art de 
France: Province (1878), T. I, Musee de Montpellier, 
Dessins, no. 138, p. 282. A. Robaut. L'Oeuvre complet 
d'Eugene Delacroix (1885), no. 776, p. 207. 
Exhibitions: Delacroix. Paris (1864). Les Chefs d'oeuvre 
du Musee de Montpellier. Paris, Orangerie (1939), no. 
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141. Meisterwerke aus Frankreichs Museen. Vienna 
(1950), no. 179. 

Engraved on wood by Leeman, lithographed by Robaut. 
Dated 1843 by Robaut; undoubtedly done at Nohant, 
in George Sand's home, where Delacroix spent the 
month of July. 

T. Silvestre wrote to A. Bruyas on March 27, 1874: 
"The watercolor of the flowers cost 410 francs plus 
legal fees. It wasn't cheap but what delicacy and fresh
ness of color! It doesn 't have the brilliance of Diaz, 
but what superiority of feeling and distinctiveness in 
Delacroix' flowers, as little detailed as they are. Seen 
close rather than right in front, this bouquet is de
lightful .... A rare piece of work, deliberately imper
fect but amazingly poetic, spirited and simple. I was 
telling this to Corot yesterday, standing in front of the 
picture , and Corot replied: 'It's delightful, absolutely 
delightful ... That rose awkwardly opening in primi
tive spirals and unfolding petals, which only an Asiatic 
imagination like Delacroix' could have created, and 
which would have been scorned by Saint John. What 
naivete and love of wild and desert-like things in that 
still-closed marigold bud! And even more so in that 
flower that grows by the roadside, whose sharp petals 
seem to rise out of such a hard conical stem, between 
that marigold bud and the scabiosa! And what a heaven
ly curve to the stem of that poppy just beginning to 
bud! ... '" (Unpublished; furnished by M. Claparede, 
Curator of the Montpellier Museum). 

Musee Fabre, Montpellier 

127 SLOPE OF A HILL 
Rising until it hides the sky, a verdant hill on which 
the light is playing over the foliage of the trees. 
Water color with highlights of gouache on brown 
paper. 240 x 318 mm (9% x 12Y2 inches). Bottom left, 
stamped in red, ED. 

Collections: Collection of Baron Vitta; given by him to 
the Societe des Amis de Delacroix. Gift of th e Society 
to the Louvre in 1954. 
Bibliography: P. Dorbec. Le paysage dans l'oeuvre de 
Delacroix, Gazette des Beaux-Arts, March 1925, pp. 
125-1 44. J. Bernheim . Delacroix peintre de paysages, 
Bulletin des Musees, 1931, pp. 209-212. 
Exhibitions: Delacroix, Paris , Louvre, 1930, no. 687 A. 
Le Dessin fran<;ais de Fouquet a Cezanne, Brussels, 
Rotterdam, Paris, 1949-50, no. 150, pl. 67. 

Musee du Louvre, Paris 

Constantin Guys 
Flessingue, 1802-Paris, 1892 

He was for his own time what Gabriel de Saint-Aubin 
was for his, the most intuitive chronicler, and for us 
the most precious. A latecomer to drawing, he devoted 
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him self to it with passion. In 1848, as correspondent 
for the Illustrated London News, he tr avelled throu gh 
Europe from London to Istanbul, witnessed the Cri
mean War (1853-55), and hi s series of sketches con
stitute a real reportage in the modern sense of th e 
word. Around the age of sixty, he settled in Pari s 
where he died in penury, three years before his first 
exhibition. In 1862 his work inspired Baudelaire to 
write a magnificent appreciation. 

128 LEAVING A RECEPTION 
Before a two-tiered staircase brilliantly lighted at the 
left, stands an elegant carriage; to the right, a coupe is 
coming out of the great gate of the courtyard. 
Pen and India ink over a pencil sketch, with touches 
of water color. 215 x 325 mm (8Y2 x 12% inches). 

Exhibitions: Cent cinquante ans de dessin, Paris, Galerie 
Bernheim, 1952-53, no. 140. 

Guys had an indefatigable curiosity, a sharp eye as 
attentive to the brilliance of festivals and parades and 
the details of a dress as to the ugly and odd things hid
den in the twistings and windings of a city. "A genius 
for whom no aspect of life was dull," said Baudelaire. 

Private collection, Paris 

Honore Daumier 
Marseille, 1808-Valmondois, 1879 

A native of southern France who came to Paris at an 
early age, he began his career with caricatures in 
1830. More than 4000 lithographs, the fruit of unre
lenting work, are intimately bound up with forty years 
of French history . Daumier, the man, had a passion 
for truth and justice, a profound knowledge of the 
people of Paris whose life he shared and whose enthu
siasm and bitterne ss he was able to convey to us. Of 
Daumier the artist, his contemporaries knew only the 
caricaturist; it was not until the International Expo
sition of 1900 that the painter Daumier was revealed. 
"He draws like the great masters," wrote the discerning 
Baudelaire. In the sureness and synthesizing power of 
his line he is the equal of the greatest . But what is his 
alone, is that warmth and human sympathy which 
emanate from everything he did. 

129 THE PROCESSION OF SILENUS 
In the foreground, Silenus, weary and heavy, is sup
ported by a bacchante and a satyr, seen from the back. 
To the left, next to a donkey, are two bacchantes, one 
carrying on her head a tray of fruit, the other calling 
to a satyr who is pursuing a nymph at the extreme left. 
Black crayon, charcoal, highlights of pastel and whit e 
gouache on cardboard. 430 x 610 mm (17 x 24 inches). 
Signed bottom left: H . Daumier. 

Collections: Acquired by the Government in 1863 and 
transferred to the Calais Museum in 1868. 



Bibliography: Jules de Goncourt. Le Temps illustrateur 
universel, no. 3 (July 8, 1860), woodcut. Roger-Marx. 
Les Maitres du Dessin (1900), pl. 49. G. Coquiot. H. 
Daumier, Revue Universelle (1901), repr. p. 457. H. 
Marcel. Daumier (1907), repr. p. 29. E. Klossowski. 
H. Daumier (1923), no. 12, pl. 18. Dessins de Maitres 
Franr;ais, IV: Daumier (1924), pl.I. L. Rosenthal. 
Daumier, n.d., pp. 77-78, pl. XXL E. Fuchs. Der Maler 
Daumier (1927), p. 58, no. 266b repr. J. Adhemar. 
Bulletin de la Societe d' Histoire de l' A rt Franr;ais (1935), 
p. 154. J. Adhemar. Daumier: dessins, aquarelles, n.d., 
no. 6, p. 18 repr. J. Adhemar. Daumier (1954), pl. 58. 
Exhibitions: Centennial of French Art. Paris (1889), 
no. 845. Salon. Paris (1850-51), no. 728. Daumier. 
Paris, Ecole des Beaux-Arts (1901), no. 175. Daumier. 
Paris, Orangerie (1934), no. 52. Monticelli et le baroque 
provenr;al. Paris, Orangerie (1953), no. 34. 

Done about 1849. As J. Adhemar points out, Daumier, 
who took his inspiration for the central group from an 
engraving by Christophe Jeghers after Rubens, here 
repeats in reverse the composition of his painting The 
Miller, his son and the ass, exhibited in the Salon of 
1849. A wood engraving made in 1860 is based on this 
drawing (Bouvy, L'Oeuvre grave de Daumier (1933), 
nos. 919-20). A painting of the same subject has been 
catalogued by Klossowski (no. 13, pl. 24). 

Musee des Beaux-Arts, Calais 

130 COROT SKETCHING AT VILLE D'AVRAY 
Wash drawing on paper. 315 x 240 mm (12% x 9% 
in.). Signed at the lower left: h Daumier. 

Collections: Durand-Ruel, Paris. Mrs. H. 0. Havemeyer. 
Bibliography: H. Frantz and 0. Uzanne. Daumier and 
Gavarni, London (1904), repr. pl. D VIII. L. Rosen
thal. Daumier, Paris, n.d., pp. 111-112 repr. Klossow
ski. no. 397, pl. 148. A. Soffici, Daumier pittore, Dedalo 
II (1921), p. 412 repr. Sadleir. pl. 62. Fuchs. no. 175 
repr. Metropolitan Drawings, II, pl. 44. Shoolman and 
Slatkin, pl. 84. Adhemar. Daumier: dessins, aquarelles 
no. 12 repr (dates it about 1854). 
Exhibitions: Union League Club, New York (1890). 
Corot-Daumier. Museum of Modern Art, New York 
(1930), no.122 repr. Daumier. Orangerie, Paris (1934), 
no. 146. Daumier. Philadelphia Museum (1937), no. 21 
repr. 19th Century French Drawings. Palace of the 
Lagion of Honor, San Francisco (1937), no. 53. De 
David a Toulouse-Lautrec. Chefs-d'oeuvre des Collections 
Americaines. Orangerie, Paris (1955), no. 64, repr. 
pl. 31. 

The Metropolitan Museum of Art, New York 
The H. 0. Havemeyer Collection 

131 SHOWMEN (LA PARADE) (Pl. 35) 
Black crayon, sanguine and water color. 266 x 367 
mm (10% x 14% in.). Signed bottom left, in pen, HD. 

Collections: Collection of Alexandre Dumas Fils. Paris 

sale (February 11-16, 1882), no. 20. Henri Rouart Col
lection. Paris sale (December 16, 1912), no. 31, repr. 
Bought back at that sale by the children of Henri Rouart 
and given to the Louvre in 1913. Inventory RF 4164. 
Bibliography: A. Alexandre. Daumier (1888), p. 377, 
repr p. 169. P. Leprieur. Les Musees de France (1913), 
pl. IX. E. Klossowski. Daumier (1923), no. 186, pl. 91. 
R. Escholier. Daumier (1923), pl. XII. Les Dessins de 
Daumier. Cres (1924), pl. XLV. Dessins de Maitres 
Franr;ais, IV: Daumier (1924), no. 4 repr. Albums d'Art 
Druet, IV: Daumier (1927), pl. XX. E. Fuchs. Der 
Maler Daumier (1927), p. 58, pl. 259. J. Lassaigne. 
Daumier (1938), pl. 153. 
Exhibitions: Daumier. Paris, Galerie Durand-Ruel 
(1878), no. 196. Dessins de Maitres. Paris, Ecole des 
Beaux-Arts (1884), no. ll5. Centennale d'artfranr;ais. 
Paris (1889), no. 137. Corot, Daumier. New York 
(1930), no. 36. French Art. London (1932), no. 925, 
(Commem. cat. no. 810). Daumier. Paris, Orangerie 
(1934), no. 99 repr. L'Aquarelle de 1400 a 1900. Paris, 
Orangerie (1936), no. 34. Daumier. Vienna (1936), no. 
33. Chefs-d'oeuvre de l'Art franr;ais. Paris (1937), no. 
622. French Drawings from Fouquet to Gauguin. London 
(1952), no. 41, pl. XV. 

There exist a number of versions of this subject, of 
which Daumier, around 1868, seemed to have planned 
a large painting. Compare, for example, a water color 
from the Esnault-Pelterie collection (Klossowski no. 
185), a water color from the P. Bureau collection 
(Klossowski no. 189), a study in sanguine from the 
Viau collection (Klossowski no. 187). In the Claude 
Roger-Marx collection there is a tracing in which the 
figures of this composition appear. 

Musee du Louvre 

132 DON QUIXOTE 
Seen from the rear, he is slowly coming down the slope 
of a hill, moving towards the left. In the background, 
light indications of a tree shaken by the wind. 
Pen. 298 x 392 mm (ll%'. x 15% inches). 
On the back: the same composition, but with Sancho 
following his master, in pen; a man's head in profile 
at the left, in black crayon; two men seated at a table, 
in black crayon; Temptation scene, in pen. 

Collections: Roger-Marx collection. 
Bibliography: E. Fuchs. Der Maler Daumier. Supple
ment (1930), p. 61, repr. p. 65, fig. 96. 
Exhibitions: Corot, Daumier, New York, Museum of 
Modern Art, 1930, no. ll3. Daumier, Paris, Orangerie, 
1934, no. ll7. 

A study for the figure of Don Quixote in a composi
tion frequently repeated by Daumier: cf. the paintings 
in the Oskar Reinhart collection in Winterthur and 
the Metropolitan Museum of Art, New York (Fuchs, 
1927, pl.157 and 158). 

Claude Roger-Marx, Paris 
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Theodore Rousseau 
Paris, 1812-Barbizon, 1867 

After being turned down by the Salon of 1835 for his 
Descente des Vaches, he withdrew to the Forest of 
Fontainebleau, where he was soon joined by several 
other artists. Thus was formed the Barbizon School of 
which Rousseau was the leader. A friend of Daumier, 
Millet, and Dupre, to whom he was allied by his sin
cerity and objectivity, he devoted himself to land
scapes; a realist in his direct observation of nature, 
which he stripped of all mythological accessories and 
even of human figures, he was also a poet who, in his 
smallest sketch, was able to make us aware of the 
solemn grandeur of the forest or the melancholy bleak
ness of the plains. 

133 LANDSCAPE 
View of a city surrounded by ramparts. 
Water color. 260 x 210 mm (lO;i x BU inches). Signed 
bottom right: Th.R. 

Collections: H. Vasnier collection. 
Bibliography: Mme M. Sartor. Catalogue de la collection 
Henry Vasnier, Reims, 1913, no. 356. 

Musee des Beaux-Arts, Reims 

Auguste Ravier 
Lyon, 1814---Morestel, 1895 

Son of a Lyon merchant, he came to Paris to study 
law, but was soon attracted by painting. After a short 
period of study at the Ecole des Beaux-Arts, he went to 
Italy where he worked in the Roman countryside and 
met Corot, Frarn;ois, and Daubigny. Back in the Lyon 
region, he settled first in Cremieu, then in Morestel, 
leading a quiet life, his modesty preventing him from 
taking part in the regional Salons. He painted from 
life in Dauphine and Savoie, often in the company of 
Corot, who admired his gifts. Havier was one of those 
independents whose provincial existence, by keeping 
them apart from contemporary movements, allows 
them to develop authentic qualities of spontaneity and 
sincerity. Chenavard writes: "Much paper and canvas 
have been daubed with red, yellow, and violet in an 
attempt to imitate Ra vier; what has never been imitated 
is the impression of immensity which he was able to 
create by painting on small surfaces, and a colorful 
and bold harmony which I have never seen elsewhere 
except in the work of Delacroix." 

134 ROMAN LANDSCAPE 
Beyond a great, bare expanse in the foreground rises a 
villa among cypresses and pines; to the right, above 
the surrounding wall, a bell tower can be glimpsed . 
Water color over a pencil sketch. 218 x 295 mm (8% x 
11% inches). Signed bottom right, in pen: Ate. Ravier. 
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Collections: Paul Jamot collection; bequeathed to the 
Louvre in 1941; Inventory RF 29.300. 
Bibliography: Paul Jamot. Ravier en Italie, Revue de 
l'Art Ancien et Moderne (1923), T.II, repr. p. 323. 
Luc Benoit. La Collection Paul Jamot, Amour de l'Art 
(1928), p. 172. 
Exhibitions: French Art, London, 1932, no. 908, com
memorative catalogue no . 904. Les Artistes fran,;ais en 
Italie, Paris, Arts Decoratifs, 1934, no. 650. Chefs
d'oeuvrede l'artfran,;ais, Paris, 1937, no. 715. Donation 
Paul Jamot, Paris, Orangerie, 1941, no. 135. 

Havier arrived in Rome in September 1840; he was to 
stay there four years and meet Corot during the lat
ter's trip in 1843. 

Musee du Louvre, Paris 

Jean-Franrois Millet 
Gruchy, 1814-Barbizon, 1875 

For a long time he was thought of only as a painter 
of such famous works as The Gleaners of 1857 and 
The Angelus of 1859; only later were other aspects of 
his artistic personality discovered-the fine portraitist, 
and especia lly, the great and moving draftsman. Son of 
peasants from Cotentin, after a difficult start he with
drew to Barbizon in 1849, where he lived simply, 
sharing the life of the country people whom he liked 
to paint at work. In his drawings in black chalk, which 
influenced Pissarro and Van Gogh and foreshadowed 
Seurat, as also in his pastels and water colors, Millet 
was able to reduce a gesture to its essential, almost 
eternal lines, and there was no humble landscape which 
was not for him a source of grandeur. 

135 FIELD WITH BACKGROUND OF TREES 
(Pl. 33) 

Black crayon. 183 x 283 mm (7;i x llU inches). 

Collections: Leon Bonnat collection; bequeathed to the 
Louvre in 1922. Inventory RF 5858. 
Bibliography: Guiffrey, Marcel, Rouches. T.X, 1927, 
no. 10.534, p. 136 repr. R. Huyghe, P. Jaccottet. Le 
Dessin Fran,;ais au XIX• siecle (1948), pl. 66. 
Exhibitions: Paysagistes fran,;ais du XIX• siecle, Paris, 
Orangerie, 1933, no. 198. Dessins fran,;ais du Louvre, 
Berne, 1948, no. 93. Landscape in French Art, London, 
1949, no. 568. 

Musee du Louvre 

136 THE HOUSE WITH THE WELL AT GRUCHY 
Black crayon, with highlights of pastel and white. 
370 x 460 mm (14~ x 18Ys inches). Signed bottom 
right: J.F. Millet . 

Collections: Theodore Rousseau collection; Paris sale 
1868, no. 556. Acquired by T. Silvestre and given by 
him in 1870 to Alfred Bruyas. Bruyas bequest to th e 
Montpellier Museum in 1876. 



Bibliography: Alfred Bruyas. La Galerie Bruyas (1876), 
completed by E. Michel, no. 158. P. Lafenestre, E. 
Michel. Inventaire General des Richesses d' Art de France; 
Province; T. I, Musee de Montpellier, Dessins no. 333, 
p. 297. J. Cain, P. Leprieur. Millet, s.d., p. 17, pl. 1. 
E. Moreau-Nelaton. Millet raconte par lui-meme, 1921, 
T.I., p. 10, fig. 2. P. Gsell . Millet, 1928, pl. 42. A. 
Joubin. Le Musee de Montpellier; Memorandum; Dessins 
(1929) , p. 12, repr. p. 58. R. Huyghe, P. Jaccottet. Le 
Dessin Frant;ais au XIX• siecle, 1948 . R. Moutard
Uldry. A la recherche du temps de Millet, Arts, 1950, 
no. 273, p. 3 repr . 
Exhibiti ons: French Art, London, 1932, no . 894, com
memo rativ e catalogue no. 881. Chefs-d'oeuvre de l'art 
frani;ais, Paris, 1937, no. 689 . Chefs-d'oeuvre du Musee 
de Montpellier, Paris, Orangerie, 1939, no. 150. From 
David to the Present, Buenos Aires, New York, 1939- 46. 

On December 15, 1872, T. Silvestre wrote to Alfred 
Bruya s : "The drawing of Millet is exactly like the 
hou se where he was born in th e village of Gruchy . ... 
I have been on th e spot, I went into th e house, now 
occupied by some customs officials, with Millet him
self, who began to weep on seeing it again." Actually 
this drawing repr esen ts the out-buildings, the stable 
and barn, of th e house in which the artist was born 
and where he lived till he was eighteen. Millet went 
back to Gruchy several tim es, once in 1854, from June 
to September, at which dat e Joubin wishes to place 
thi s picture. From th e same period we have a retouch ed 
drawin g of the same subject (Bosto n Museum), and a 
paintin g depictin g the old well (Victoria and Albert 
Museum , London). The hou se afterward s became th e 
pro pert y of the American painter Scott, who set up his 
studio in the part shown here; it was parti ally destroyed 
in June 1944 . 

Musee Fabre, Montpellier 

137 MID-DAY REST 
In a field cut by a line of tr ees we see, on the left, a 
pea sant seated on hi s wheelbarrow, and on the right 
a peasant woman sitting on th e ground, both re sting 
in th e shad e. In the middle ground, behind a hed ge, is 
the farm. 
Drawing touched with pastel. 352 x 455 mm (13Ys x 
17Ys inche s). Signed bottom right: J. F. Millet. 

Collections: Collections of Gavet, Tabourier, and H. 
Vasni er. 
Bibliography: Mme. M. Sart or . Catalogue de la Collec
tion H enry Vasnier, (1913) , Reims, no. 338, r epr. p. 32. 
E. Moreau-Nelaton. Millet raconte par lui-meme, 
(1921), T. III, p. 7 and fig. 223 
Exhibitions: Millet, Paris, Ecole des Beaux-Arts, 1887, 
no. 105 

Also called Le Briquet, this composition was done in 
1866 for Gavet. Several study sheets exist on this 
theme (cf. Moreau-Nelaton, op. cit., fig. 341-342). 

At the Millet exhibit of 1887 another pastel of th is sub
ject was shown, larger in size (no. 96). 

Musee des Beaux-Arts, Reims 

Theodore Chasseriau 
Santo Domingo, 1819-Paris, 1856 

In 1831, while almost still a child, he entered In gres ' 
studio, where he became th e favorite pupil. The mas
ter's influence is evident in th e Venus Marine of 1838. 
After a trip to It aly, Chas seriau's style developed to th e 
full in hi s Esther of 1841 and the Portrait des deux 
soeurs of 1843. Chasseriau tri ed to combine the purit y 
and delicate intricacy of In gres ' line with Delacroix' 
intensity of color; but what belonged to him alone was 
a grace full oflanguor and poetry which is found in hi s 
orient al paintin gs and hi s monumental decorations of 
St-Roch and the Cour des Comptes. The refinement 
of his work fore shadows G. Moreau and Puvi s de 
Chavann es . 

138 PORTRAIT OF PRINCESS BELGIOJOSO 
(Pl. 28) 

Pencil. 310 x 230 mm (12U x 9 inche s). Signed and 
dated lower right , in pencil: Theodore Chasseriau, 1847. 

Collections: Collection of Baron Arthu r Chasseriau; 
given by him to the P alais des Beaux-Arts of the city of 
Paris in 1907. Inventory D. 463 
Bibliography : Chevillard. Un peintre romantique: Th . 
Chasseriau (1893), catalogu e no. 283. H. Marcel, J. 
Laran. Chasseriau (1911), p. 56, pl. XX . J. L. Vau 
doyer. Les portraits de Th. Chasseriau, Feuillets d 'Art 
(1919), p. 41 and repr. p. 40. L. Ange. Une Muse ro
mantique , Le Monde Nouveau, April 15, 1926, p. 105. 
W. George. Le dessin frani;ais de David a Cezanne 
(1929) pl. XXII. L. Benedite. Th. Chasseriau (1931) 
T. II, p. 371 and repr. p. 64 
Exhib itions: Centennale d'artfrani;ais, Paris, 1900, n o. 
199. Chasseriau, Paris, Orang erie, 1933, no. 161. Por
traits par Ingres et ses eleves, Pari s, Galeri e Seligmann, 
1934, no. 61. From David to the Present, Bueno s 
Aires, New York, 1939- 1946, no. 211. Centenaire 
de 1848, Paris, Bibliotheque Nationale, 1948, no. 610. 
Le Dessin fran,;ais de Fouquet a Cezanne, Bru ssels, Rot
terdam, Pari s, 1949-5 0, no. 153 . Meisterwerke aus 
Frankreichs Museen, Vienna, 1950. Mattresfran,;ais du 
Petit Palais, Rotterdam, 1952- 53, no. 18 

The daughter of Marquis Trivul zio, Chri stin a Trivulzio 
(1808-1871) marri ed Prince Belgiojoso in 1824. An 
ardent patriot, exiled from Italy in 1831, she settled in 
Paris where she maintained a very lively salon, and 
founded La Gazzetta Italiana. This famous portrait of 
her was done several months before th e Milan uprisin g, 
in which Christina Belgiojo so was to take a very acti ve 
part. 

Palais des Beaux-Arts de la Ville de Paris 
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Gustave Courbet 
Ornans, 1819-La Tour de Peilz, 1877 

By birth and temperament a native of Franche-Comte, 
he came to Paris at an early age and trained himself by 
studying the masters at the Louvre. Les Casseurs de 
Pierre, followed by The Burial at Ornans, in 1850 
brought a breath of fresh air to French painting, and 
revealed a great new painter. These works, as well as 
his portrait s and landscapes, are impressive for their 
direct and uncompromising vision and the pictorial 
beauty of the subject matter. Courbet took the lead in 
the realistic movement, and in 1855 painted The Studio 
of the Artist, which summed up the aspirations of a 
group led by Proudhon and Champfleury. Courbet cast 
his lot with the Commune in 1870, and, in trouble as a 
result, had to exile himself to Switzerland, where he 
died. Courbet was above all a painter, but we find in 
his charcoal drawings the robust and healthy qualities 
of his canvases and that powerful earthy accent which 
was his signature. 

139 SEATED MAN 
His hat on his head, he is sitting heavily on a chair, 
turned three quarters to the left, his ri ght hand rest
ing on a cane, the other on his knee. 
Charcoal and estompe, with strokes of sanguine and 
highlights in white chalk on buff paper. 335 x 245 mm 
(13)4 x 9% inches). Signed lower right: G. Courbet. 

Powerful in its sobriety, this study appears to date from 
the same period as those for The Burial at Ornans. Cf 
the two charcoal drawings: self-portrait in a cotton cap 
and the portrait of Zelie Courbet with a guitar. (G. 
Riat, Gustave Courbet, Peintre, 1906, repr. pp. 44-46) 

Jacques Dupont, Paris 

Eugene Boudin 
Honfleur, 1824-Deauville , 1898 

He was guided in the beginning by Isabey, but the in
fluence of Corot was decisive in his development. An 
outdoor painter, an attentive obse rver of the play of 
light and a sensitive recorder of the pearly atmosphere 
of the Channel coast, Boudin, along with fongkind and 
Lepine, belonged to that group around Saint-Simeon 
whose experiments were the direct forerunners of Im
pre ssionism. In his small canvases and water colors, 
which are much in demand today, he established the 
link between his master Corot, and Monet, who was 
lat er to expre ss his indebtedness to him. 

140 ON THE BEACH AT TROUVILLE 
Facing the sea, seen from the rear, seven women are 
strolling along in light-colo red dresses, gray, white, 
pink, and ocher, shielding themselves from the sun 
with parasols, in the middle are two seated women . 
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Water color over a pencil sketch. 130 x 205 mm 
(5Ys x 8 inches). Dated in black crayon bottom left : 
Trouville 68. Indications of colors writte~ in pencil. 
Bottom right, stamp E. B. 

Collections: Atelier Boudin sale, Paris, Hotel Drouot, 
March 20-21, 1899, no. 172. Sale in Paris, Hotel 
Drouot, May 22, 1909, part of no. 80. Acquired at 
that sale by Carle Dreyfus. Gift of Carle Dreyfus to 
the Louvre in 1953. 
Exhibitions: Collection Carle Dreyfus, Pari s, Louvre, 
1953,no.60 
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Jean-Baptiste Carpeaux 
Valenciennes, 1827-Paris, 1875 

A pupil of Rude, winner of the Prix de Rome in 1854, 
Carpeaux became the great sculptor of the Second 
Empire . The creator of such famous groups as La 
Danse at the Paris Opera House, and the Fountain of 
the Conservatory, he was also the portraitist of mem
bers of the Imperial Family. Little understood by the 
public, and often unjustly criticized, he was always 
backed up by Napoleon III, to whom he remained faith 
ful even in exile. In his drawings he reveals, along 
with the kind of sensitivity found in the 18th century, 
a vivacity and freshness of feeling which link him to 
the Impressioni sts . 

141 THE CARD GAME 
Pen, India ink wash with white highlights on blue pa
per. 115 x 155 mm (4~ x 6Ys inches) 

Exhibitions: Carpeaux, Paris, Jeu de Paume, 1912, no. 
295. Centenaire de Carpeaux, Musee de Valenciennes, 
1927, no. 804. 

Palais des Beaux-Arts de la Ville de Paris 

Camille Pissarro 
St. Thomas (Antilles), 1830-Paris, 1903 

Born in the Antilles of French parents, and brou ght 
up in Paris, he sett led permanently in France after a 
short stay (1847-1853) in his native country. No 
exoticism marks the work of this artis t, whose only aim 
was to depict the countryside and rustic life. Guided 
by Corot, he was one of the first to paint regularly out 
of doors; he exhibited his work from 1859 on, and was 
one of the participants in the Salon des Refuses in 1863. 
He met Manet in 1866 and joined the group of artists 
that met at the Cafe Guerbois. After a trip to London 
during the war of 1870, he worked at Pontoise and 
later at Eragny. His studies brought him in contact 
with the Impre ssionists, to whom he was opposed. 
Attracted for a time (between 1886 and 1888) by 



pointillism, he soon went back to his warmer, more 
direct style. After 1896, while suffering from an eye 
affiiction, he did scenes of urban life in Rouen and 
Paris. The moving quality of his sensitivity reminds 
one of Millet. In a period largely preoccupied with 
light, he is notable for his classical feeling for volume, 
and his direct influence was to be a decisive factor in 
the development of Cezanne and Gauguin. 

142 PORTRAIT OF GAUGUIN BY PISSARRO, 
PORTRAIT OF PISSARO BY GAUGUIN 

(Pl. 34) 
On the left, the head of Gauguin, turned three quar
ters to the right. 
Black crayon. 
On the right, Pissarro, in right profile, smoking a pipe. 
Colored crayon. 
Both on blue paper. 358 x 495 mm (14 x 19% in.) 

Collections: Paul-Emile Pissarro. Acquired by the 
Louvre in 1947. Inventory RF 29.538. 
Bibliography: J. Rewald. The History of Impressionism 
(1946), New York, repr. p. 374. C. Pissarro . Letters to 
his son Lucien, edited with the assistance of Lucien Pis
sarro by John Rewald (1945), New York, repr. pl. 5. 
Exhibitions: Donations et acquisitions du Cabinet des 
Dessins. Paris, Louvre (1955), no. 34. 

These two studies, done no doubt in 1883, constitute a 
document of the greatest interest, both because of the 
people depicted and because of what is revealed in re
gard to the development of Gauguin's style . Through 
his godfather Arosa, Gauguin met Pissarro while he 
was still very young, and in his first artistic attempts 
came under the influence of this master who was 
eighteen years older than he. Huysmans called the 
landscapes exhibited by Gauguin in 1881 "a dilution of 
Pissarro". In January 1883, Gauguin quit his job on 
the Stock Exchange, and during the year that followed 
went to work with Pissarro at Osny, near Pontoise, and 
in Rouen. He was still painting under the influence of 
Pissarro, as shown by the two landscapes, Entree du 
village d'Osny, done by the two artists from the same 
subject (cf. C. Pissarro, op. cit., pl. VI and Vil). But 
the divergences in their natures were to show up: 
on November 20, 1883, Pissarro wrote to his son: 
"I'm beginning to realize that my poor friend Gauguin 
doesn't always see properly. He's always on the side of 
the clever, satirical ones ." Later on, Gauguin was to 
recognize his debt to Pi ssarro: "He was one of my 
masters; I don't deny it" (Racontars d'un Rapin). 
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143 THE BURIAL OF CARDINAL DE BONNE-
CHOSE IN RODEN 

A crowd is gathered at the street corner leading to the 
docks. In the distance, the river and the red roofs of 
the warehouses. The funeral procession is advancing 

slowly from the right, in the rain; the robes of the 
cardinals make bright splashes of color. 
Water color over black crayon sketch. 228 x 295 mm 
(9 x 11% inches). Signed bottom right: C. Pissarro. 
Annotated in pen: Rauen. Enterrement du Cardinal de 
Bonnechose, place de la Republique. 

Collections: Pissarro Sale, Paris, December 1928, no. 6. 
Acquired at that sale by the Louvre. Inventory RF 
11997. 
Exhibitions: Centenaire de Pissarro, Paris, Orangerie, 
1930, no. 46. Nouvelles Acquisitions, Paris, Orangerie, 
1933, no. 210. L'Aquarelle de 1400 a 1900, Paris, 
Orangerie, 1936, no. 149. Le Dessin fran,;ais de Fou
quet a Cezanne, Paris, Orangerie, 1950, no. 204. Het 
Franse Landschap, Amsterdam, 1951, no. 201. 

Done in 1883. 
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Edouard Manet Paris, 1832-1883 

Born into the Parisian upper middle class which gave 
him his distinguished mind and appearance, he worked 
in the studio of Couture, but for the most part trained 
himself by making long visits to the Louvre, where he 
was attracted to the great Spanish and Venetian mas
ters. Endowed with an infallible eye, much taken by 
modern trends, he began his career with boldly realistic 
works which are outstanding for their sincerity and 
intensity of color. Lola de Valence in 1862, Le De
jeuner sur l' Herbe at the Sawn des Refuses of 1863, and 
especially L'Olympia in 1865 created a scandal; here, 
with much ado, was the final break between official art 
and living art. But from his first battle, Manet had 
his faithful followers: the great Baudelaire, Zola who 
hailed in him the initiator of naturalism, and soon 
Mallarme, who was to call him the creator of the "new 
French masterpiece". All the independent young 
artists flocked around him. From 1870 on, under the 
impetus of his Impressionist friends, he painted out of 
doors and lightened his palette. Towards the end of 
his life he was doing pastels of flowers and portraits of 
women which were remarkable. Though Manet was 
above all a colorist, the smallest of his sketches and 
wash studies bear the mark of his instinctive genius 
and rationality. 

144 COPY FROM ANDREA DEL SARTO 
A group of three monks in the lower right part of 
the fresco by Andrea de! Sarto, Miracle of St. Philip 
Benizzi, in the Church of the Santissima Annunziata, 
Florence. 
Black crayon. 289 x 211 mm (11% x SU inches). 
Bottom right, in two places, a red stamp, E. M. 

Collections: Collection of Auguste Pellerin. Paris Sale, 
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Galerie Charpentier, June 10, 1954, Lot no. 2, repr . 
Was part of an album put together by Auguste Pel
lerin, and acquired by the Louvre at that time. 
Exh ibitions: Donations et acquisitions du Cabinet des 
Dessins, Paris, Louvre, 1955, no. 37. 

On February 14, 1899, Antonin Proust wrote to 
Madame Edouard Manet about the drawin gs making 
up the five albums which the Louvre was to acquire 
in 1954: "Not one of th ese sketches, whether they be 
copies from the masters or direct studies of various 
aspects of nature, has an unnecessary line or an inac
curate detail. Every stroke is placed with a sureness 
which reveals, besides thorough knowledg e, a passion 
for the real which is the dominant note of his gen ius. 
Thi s collection will constitute one of the most precious 
docum ents for the hi story of French art in the nine
teenth cent ury". The copies from the masters in these 
albums show us that Manet, during his trip to Italy in 
1853, was especially responsive to the Florentine 
artists of the first half of the sixteenth century, in 
particular Fra Bartolommeo and Andrea de! Sarto. 

Musee du Louvre 

145 LOLA DE VALEN CE (Pl. 36) 
Pencil with highlights of water color and India ink 
wash on ivory paper. 256 x 175 mm (10 x 6Ys inches) 
Signed bottom right , with a brush: Manet. 

Collections: Collection of Count Isaac de Camon do ; be
queath ed to the Louvre in 1911. Inventory RF 4102. 
Bibliography: Catalogue of Camondo Collection, no. 
279. E. Moreau-Nelaton. Manet raconte par lui-meme 
(1926) , T. II, fig. 335. A. Tabarant. Manet (1931), 
no. 15, p. 515. P. Jamot and G. Wildenstein. Manet 
(1932) T. I, p. 120 . A. Tabaran t. Manet et ses oeuvres 
(1947), p. 53 and no. 559 repr . 
Exhibitions: French Drawings from Fouquet to Gauguin, 
Lond on, 1952, no. 105. 

A study for the painting of 1862 (in the Louvre) for 
which the principal dancer of a Spanish troupe which 
perform ed at the Hippodrome in 1861 and 1862 was 
the model. Another water color of the same subject, 
given by Manet to Zachari e Astruc, became the prop
erty of Harvard University in 1943 as part of the 
Grenville L. Winthrop collection. 
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146 A CAB 
Standing still, seen from th e front, the coachman on 
his box holding a whip. 
Black crayon 167 x 170 mm (67'2 x 6% inches). Bot· 
tom right, a red stamp, E M. 

Collections: Collection of Auguste Pell erin . Paris 
Sale, Galerie Charpentier, June 10, 1954, lot no. 4, 
repr. Part of an album made up by Augu ste Pellerin, 
acquired by the Louvre at the Pellerin sale. 
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Exhibitions: Donations et acquisitions du Cabinet des 
Dessins, Paris, Louvr e, 1955, no. 38. 

A study for La Rue Mosnier et le Fiacre (cf. Tabarant, 
Manet, 1931, no. 278), a painted sketc h of 1878, don e 
at the same time as La Rue Mosnier aux paveurs in th e 
Samuel Courtauld collection, Lond on (cf. Tabarant, 
op. cit., no. 277). Manet was living at that time at 4, 
rue de St-Petersbour g, where his studio overlooked 
the rue Mosnier, also called rue de Berne. 

Musee du Louvre 

147 THE WAITER 
He is standing, seen from the front, his arms full, a 
smile on hi s lips. On the right, a chair; on the left 
two tabl es. 
India ink wash and several lines in pencil. 390 x 250 mm 
(15% x 9Ys inches). 

Exhibitions: De Watteau a Cezanne, Geneva, 1951, 
no. 167. French Drawings from Fouquet to Gauguin, 
Lond on , 1952, no. 176. 

The scene was prob ably the famous re staurant Au 
Pere Lath uille at 7, Avenue de Clichy, Paris, which 
Manet depicted in his 1879 painting Chez le Per e 
Lathuille, now in the Tournai Museum (cf Tabarant, 
Manet, no. 302). 

Maurice Gobin, Paris 

Edgar Degas Paris, 1834-1917 

More mature and with a finer cultural background 
than the Impre ssionis ts, he was one of their group 
only by the modernity of his subject matter and hi s 
stu bborn independence whic h led him to defend th e 
cause of free art. At the studio of Lamothe, he was 
tr ained in the disciplin e of Ingres, and began his career 
with historical themes, mulled over at leng th and pre
pared for by studies whose linear purity was matche d 
by a very rare sensitivity. After thi s h e turned away 
from the past, painting portraits which remind one of 
In gres but show a more penetrating psychological in
sight , and intere stin g him self in completely new sub
jects : racing scenes, beginning in 1863, scenes of cafes· 
concerts after 1868, ballerinas and women at their 
toilette from 1874 on. Degas was the great draftsman 
of the second half of the nineteenth century. "Abo ve 
all I was born to draw", he said. With an implacabl e 
eye he scan ned faces and attitudes; then, in a synthesis 
born of unremitting application, he translated in one 
masterful stroke the briefest gestur e and the very 
essence of a human being . 

148 PORTRAIT OF MADEMOISELLE BELLELLI 
(Pl. 38) 

Charco al, estompe with highlights in white on ivor y 
pap er. 230 x 197 mm (9 x 7U. inche s). Bottom right, 
stamp of the Atelier Degas. 



Collections: Acquired in 1927 by the Louvre . In
ventory RF 11.689. 
Bibliography: J. Leymarie. Les Degas du Louvre (194 7), 
pl. 7. 
Exhibitions: Degas, Portraitiste et Sculpteur, Paris, 
Oran gerie, 1931, no. 89. Les Artistes franr;ais en Italie, 
Paris, Arts Decoratifs, 1934, no. 409. Portraits de 
femmes, Paris, Orangerie, 1935, no . 41. 

A study done in 1859, with one of the daughters of 
Baron and Baroness Bellelli, the artist's uncle and 
aunt, as model. This study was used for the oil paint
ing of the little girl alone, which belongs to the Robert 
Woods Bliss collection, Washington, D.C., and which 
is now part of the Dumbart on Oaks Foundation (cf 
P. A. Lemoisne, Degas et son oeuvre, 1946, T. II, no. 
69). It was also used in the final, composite portrait 
of the Bellelli family, now in the Louvre (cf P. A. 
Lemoisne, op. cit. no. 79). 
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149 STUDY OF A YOUNG WOMAN SEEN FROM 
THE BACK 

Black crayon, 334 x 299 mm (13Ys x 11%) inches. 
Bottom left, a red stamp: DEGAS. Bottom right, a red 
stamp: Atelier Degas. 

Collections: First Degas Sale, Paris, May 6-8, 1918, lot 
no. 7. Semiramis founding a town, and its collection of 
preparatory drawings were acquired at th at sale by the 
Musee du Luxembourg; transferred to the Louvre in 
1930. Inventory RF 15.491. 
Exhibitions: Le Dessin franr;ais de Fouquet a Cezanne, 
Brussels, Rotterdam, Paris, 1949- 1950, no.194, pl. 84. 

A study for th e woman holding the hor se's bridle on 
the right in Semiramis founding a town. (Louvre), ex
hibited at the Salon of 1861. The Louvre owns several 
studies for the same figure, treated with the same 
Ingres-like purity. The same nude (Inventory RF 
15.528 and 15.530) and a bust-length study in water 
color highlighted in gouache (Inventory RF 15.538). 
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150 STUDY OF A NUDE YOUNG WOMAN 
RECLINING 

Black crayo n . 232 x 356 mm (9Ys x 14 in.) Bottom 
right, a red stamp Degas. On the back, a stamp Atelier 
Degas. 

Collections: First Degas Sale, Paris (May 6---8, 1918), no. 
13. Les Malheurs de la Ville d'Orleans and 35 prepara
tory drawings were acquired at that sale by the Luxem
bourg Museum; transferred to the Louvre in 1930. 
Invent ory RF 12.833. 
Exhibitions: Le Dessin franr;ais de Fouquet a Cezanne. 
Brus sels, Rotterd am, Paris (1949-5 0), no. 195. 

Study for the reclining woman in the left foreground 
of Les Malheurs de la ville d'Orleans (in the Louvre), 

exhibited at the Salon of 1865. There are other studies 
at th e Louvre for this figure . Cf. the same nude (In
ventory RF 12.268 and 15.518) as well as one wearing 
a skirt (Inventory RF 12.834). 

Musee du Louvre 

151 A YOUNG WOMAN IN STREET COSTUME 
OF THE TIME 

Bru sh drawing in oil heighten ed with white. 325 x 250 
mm (12% x 9Ys in .) Inscribed at lower right: Degas 
(in blue). 

Collections: Durand-Ruel to Paul J. Sachs in 1927. 
Bibliography: Vingt Dessins de Degas (1861-1896), 
edited and published by Boussod, Manzi-Joyant, Paris, 
n.d., pl. 11. Mongan and Sachs. Drawings in the Fogg 
Art Museum, Cambridge, Mass. (1940), no. 669, fig. 345. 
Lemoisne. Degas et son oeuvre, II, no. 296 repr . R. 
Huy ghe and H. Jaccottet. Le Dessin franr;ais au XIX• 
Siecle, Lausanne (1948), pl. 95. R. Shoolman and C. E. 
Slatkin. Six Centuries of French Master Drawings in 
America, New York (1950), pl. 101. K. Berger. Fran
ziisische Meisterzeichnungen des XIX. Jahrhunderts, 
Basie (1949), no. 41 repr. 
Exhibitions: French Painting of the Nineteenth and Twen
tieth Centuries. Cambridge, Fogg Art Museum (1929), 
p. 25, no. 33. St. Louis, City Art Museum (1932). 
Edgar Degas. Northampton, Museum of Art (Smith 
College) (1933), no. 126. Independent Painters of the 
Nineteenth Century. Boston, Boston Museum of Fine 
Arts (1935), no. 122. Degas. Philadelphia, Pennsyl
vania Museum of Art (1936), no. 70 repr. Brooklyn, 
Brooklyn Museum (1939). Washington, Phillips Gal
lery (1940). Detroit, Detroit Institute of Arts (May 
1941). France Forever. Boston, Institu te of Mod
ern Art (Novemb er 1943). Wellesley College, Farns
worth Museum (1946). Degas. Cleveland, Cleveland 
Museum (January 1947), no. 66 repr. New York, 
Century Club (1947). Williams College, Lawrence 
Museum (Novemb er 1948). Degas. New York, Wilden
stein (1949), Virginia Museum of Art, Richmond, 
Virginia (March and April 1952). The Pleasures of Col
lecting. Boston, Institute of Contemporary Art (Janu
ary and February 1955). De David a Toulouse-Lautrec, 
Chefs-d'oeuvres des Collections Americaines. Paris, 
Oran gerie (Spring 1955), no. 70, pl. 60. 

Fogg Art Museum, Harvard University 
Meta and Paul J. Sachs Collection 

152 STUDY OF A YOUNG WOMAN 
She is dressed in a long white gown; the left shoulder 
is exposed. 
Oil sketch on tr eate d paper. 300 x 210 mm (11% x 
BU in.) 

Collections: The 4th Degas Sale, repr. no. 5. Marcel 
Guerin Collection. 
Bibliography: Henri Riviere. Dessins de Degas (1922), 
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I, repr. no. 24. P. A. Lemoisn _e. Degas et son oeuvre 
(1946), vol. II, no. 350, p. 184 repr. 

A study for the woman to the left in the composition 
of L'lnterieur, sometimes titled, Le Viol executed about 
1874, now in the Henry P. Mcllhenny Collection, 
Philadelphia (P. A. Lemoisne, op. cit., no. 348). 

John S. Thacher, Washington 

153 YOUNG WOMAN SINGING 
Pencil. 480 x 300 mm (18% x 11%: in.) Bottom left, 
a red stamp, Degas. 

Collections: Third Degas Sale, Paris (April 7-9, 1919), 
no 404 (2). Bing collection. Bequeathed to the 
Louvre. Inventory RF 5607. 
Bibliography: H. Riviere. Dessins de Degas (1922), 
T. I, no. 21. P. Jamot. Degas (1924), pl. 13. P. 
Lemoisne. Degas et son oeuvre (1946), T. I, repr. p. 82. 
Exhibitions: Degas. Paris, Galerie J. Petit (1924), n@. 
99. Degas, Portraitiste et sculpteur. Paris, Orangerie 
(1931), no. 112. Portraits de femmes. Paris, Orangerie 
(1935), no. 36. Degas. Paris, Orangerie (1937), no. 
75. 

The model is undoubtedly Marguerite de Gas, the 
younger sister of Degas, who became Mme Fevre. A 
study for the figure on the right in La Repetition de 
Chant, a painting done in 1873, is part of the Robert 
Woods Bliss collection, Washington, D.C., given to 
the Dumbarton Oaks Foundation (cf. P.A. Lemoisne, 
Degas et son oeuvre, 1946, T. II, no. 331, p. 170 repr.). 
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154 THREE NUDE DANCERS IN RIGHT PRO-
FILE 

One dancer, standing on the left, has her right hand 
resting on her hip, the other resting against the wall; 
the second is seated, her left foot on an angle, her 
hand outstretched; the third, seated on the right, is 
leaning over to touch her right foot. 
Charcoal on tracing paper. 930 x 880 mm (36% x 
34% in.). Signed bottom right: Degas. 

Collections: Collection of Henri Riviere. Bequeathed to 
the Louvre in 1952. Inventory RF. 29.941. 
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Paul Cezanne Aix-en-Provence, 1839-1906 

Son of a middle-class family of Aix and classmate of 
Emile Zola, he came to Paris in 1861. His first works 
the result of self-teaching, bear the mark of a violent 
romanticism, stemming from Gericault rather than 
Delacroix. These energetic qualities appear in The 
Black Clock of 1871, but in a simpler presentation, 
showing an evident need for form. The influence of 
Pissarro, with whom he worked from 1872 to 1874, 
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introduced him to the studies of the impressionists, 
the effects of which are obvious in the beautiful land
scapes of Auvers and Pontoise. His sensitivity to 
criticism accentuated his withdrawal into himself; 
living in a fierce solitude necessitated by unremitting 
work, he divided his time between the Ile-de-France 
and Provence where he settled in 1900. Between the 
Card Players (1890-1895) and the Bathers (1895-1905) 
his work increased in breadth. His supreme accom
plishment, water color , allowed him to express every
thing through color alone. His great example has 
dominated modern painting. 

155 LANDSCAPE IN PROVENCE 
The rocky ledges of a ravine sloping towards a plain, 
closed at the horizon by a range of mountains; here 
and there a few trees; in the middle ground, towards 
the right, a house. 
Water color over black crayon sketch. 375 x 495 mm 
(14%: X 19)1 in.). 

Collections: Collection of Dr. Hans Schuler. Be
queathed in 1920 to the Kunsthaus in Zurich. 
Bibliography: K. Pfister. Cezanne (1927), Potsdam, 
pl. 68. Kunsthaus Zurich, Bilder (1936), Zurich, pl. 
134. L. Venturi. Cezanne (1936), T. I., no. 839, p. 
242 and T. II., pl. 273. 
Exhibitions: Cezanne. Paris, Orangerie (1936), no.126. 
Centenaire de Paul Cezanne. Lyon (1939), pl. XV. 

This landscape dates from around 1875-1878, the 
period in which Cezanne's synthesizing vision was 
firmly established. 

Kunsthaus, Zurich 

156 PORTRAIT OF MADAME CEZANNE (Pl. 40) 
Black crayon and pencil. 480 x 320 mm (18% x 12% 
in.). 

Collections: Collection of F. Koenigs (F. 11-220). 
Bibliography: L. Venturi. Cezanne (1936), T. I., no. 
1467, p. 323, and T. II., pl. 376. 
Exhibitions: Teekeningen van Ingres tot Seurat. Rotter
dam, Boymans Museum (1933-1934), no. 6. Fransche 
Meesters uit de XIX• . Amsterdam, P. Cassirer (1938), 
no. 21. Teekeningen van Fransche Meesters, Amster
dam, Stedelijk Museum (1946), no. 14. Le Dessin 
fran~is de Fouquet a Cezanne, Brussels, Rotterdam, 
Paris (1949-1950), no. 206, pl. 91. Dessins du Musee 
Boymans. Paris, Bibi. Nat. (1952), no. 141. 

Comparable with several paintings of the years, 1883-
1886 (Venturi, op. cit. nos. 520, 521, 524, 525). 

Boymans Museum, Rotterdam 

157 MONT SAINTE-VICTOIRE 
Under a luminous sky the bold mass of Sainte Victoire 
dominates the plain of Aix-en-Provence. 
Water color. 310 x 470 mm (12~ x 18% in.). 



Bibliography: B. Dorival. Cezanne (1948), pl. 146 and 
p. 170. 
Exhibitions: La Peinture fran<;aise modeme. Berlin, 
Imperial Palace (1946), no. 66. Art fran<;ais. Vienna 
(1947), no. 29. French Landscape. London, (1950), 
no. 550. Het Franse Landschap. Amsterdam (1951), 
no. 153. French Drawings. United States (1952-
1953), no. 165. 

Done about 1900 on one of Cezanne's main themes 
after 1895. "The water colors are as clean as his oil 
paintings and as light as the latter are massive; quickly 
drawn landscapes outlined in pencil, with here and 
there, underlining or in some manner defining them, a 
touch of color, a series of daubs wonderfully laid on 
with such sureness of touch that they seem to create 
a melody" (Rainer Maria Rilke, Letters on Cezanne, 
quoted by Dorival, op. cit., p. 170). 

Private Collection, Paris 

Claude Monet Paris, 1840-Givemy, 1926 

In Le Havre, where he spent his youth, he became 
friends with Boudin, who introduced him to painting 
out of doors. When he went to Paris in 1857 he 
worked at the Academie Suisse, where he met Pissarro, 
and then later at Gleyre's studio with his friends 
Bazille, Renoir and Sisley. Monet's personal bent 
showed up in Women in the Garden of 1867, where, 
with the influence of Manet, we see an absorption in 
new problems which were to lead to impressionism. 
In 1870 he went to England, where he was impressed 
by Turner, and then to Holland. His painting Impres
sion, exhibited in 1874, gave its name to the move
ment whose guiding spirit he was, and to which he 
was to remain faithful up to the end. From 1872 to 
1878 he lived in Argenteuil, and then till 1883, Vetheuil, 
where he worked on his famous series, among them 
The Haystacks, The Poplars, The Cathedral of Rouen. 
The Waterlilies which he did at his home in Giverny, 
represents the final expression of his art and the cul
mination of the studies of a whole artistic lifetime, 
setting down on canvas what had never before been 
shown with such subtlety-the vibrations of light and 
the play of reflections from sky, air, and water. 

158 TWO MEN FISHING 
Black crayon on white scratchboard. 256 x 344 mm 
(10 x 137li in.). Signed at the lower left: Claude Monet. 

Collections: Wildenstein to Paul J. Sachs in 1947. 
Bibliography: Mongan (editor). One Hundred Master 
Drawings. Cambridge, Mass. (1949), p. 182, repr. 
Exhibitions: 19th Century French Drawings. San Fran
cisco, Palace of the Legion of Honor (1947), no. 69. 
Five Centuries of French Drawings. Montreal, Museum 
of Fine Arts (1953), no. 215 repr. 

This drawing is related to the painting, Fishermen on 
the Seine at Poissy, dated 1882, in the Belvedere Museum, 
Vienna. 

Fogg Art Museum, Harvard University 
Meta and Paul J. Sachs Collection 

Odilon Redon Bordeaux, 1840-Paris, 1916 

Parallel with impressioni sm, whose aim was to set 
down the most fleeting aspects of the outer world, 
there developed a form of art that was suggestive and 
symbolic, born of inner meditation; this art found its 
highest expression in the work of Redon. Carrying on 
the Romantic tradition, which he deepened with a qual
ity of anxiety which is typically modern, he was influ
enced in the beginning by Bresdin. After 1870, how
ever, Redon found a means of expression all his own 
as may be seen in his charcoal drawings and litho
graphs. A master of black and white, this lone vision
ary gave to his unusual creations a plastic beauty 
which stripped them of all literary approach. After 
1890 his inspiration slackened, and his art blossomed 
out into works which were luxurious in their color 
harmonies. 

159 THE SPIDER 
A spider, whose body is a human face smiling sarcas
tically, is clinging with its long, spindly legs to a wall 
on the right and to a tiled floor on the left. 
Charcoal on buff paper. 495 x 390 mm (197li x 15% in.) 
Signed bottom left: Odilon Redon. 

Collections: Andre Mellerio, acquired by the Louvre 
in 1952. Inventory RF 29.932. 
Bibliography: Denys Sutton. French Drawings, Bur
lington Magazine (March 1952), fig. 28. 
Exhibitions: Odilon Redon. Paris, Petit Palais (1934), 
no. 125. French Drawings from Fouquet to Gauguin. 
London (1952), no. 132. French Drawings. U. S. A. 
(1952-53), no. 170, pl. 47. Donations et acquisitions du 
Cabinet des Dessins. Paris, Louvre (1954), no. 49. 

Described by J. K. Huysmans in A Rebours in 1884 
(p. 85: "a horrible spider with a human face set in the 
middle of its body ... "). A lithograph of this subject 
was made by Redon in 1887 (cf. A. Mellerio, Odilon 
Redon, 1913, no. 72 repr.). The spider theme was used 
again by Redon in another charcoal drawing The Weep
ing Spider (exhibited at the Durand-Ruel Gallery, 1894, 
no. 13; reproduced in Claude Roger-Marx, Redon, 1925, 
pl. XXIII). Redon gave this admirable definition of 
his works in black and white "They are the repercus
sion of a human expression placed through allowable 
fantasy in an arabesque pattern" (0. Redon, A soi
meme, 1922, p. 28). 

Musee du Louvre 

160 FANTASTIC HEAD 
Charcoal and conte crayon. 507 x 368 mm (19Ys x 14%; 
in.) Signed in the lower right: Odilon Redon. 
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Bibliography: Redon, drawings and lithographs. New 
York, Museum of Modern Art (February 14-April 20, 
1952), no. 14, repr. p. 11. 
Exhibitions: Masterpieces of drawing. Philad elphia 
Museum of Art (November 4, 1950-Febru ary 11, 
1951), no. 106. 

The Metropolitan Museum of Art, New York 
The Dick Fund 

Pierre-Auguste Renoir 
Limoges, 1841-C agne, 1919 

A painter with an admirable tempe rament and a great 
creator of forms, Renoir has left us a body of work 
radiating vitality and joy . After a difficult beginn ing, 
as an artisan, he met Bazille, Sisley and Monet in the 
Gleyr e ate lier . For its density of volumes, which allied 
him to Courbet, and th e pleasurable quality of its 
subject matter, Lise, hi s entry for the 1868 Salon al
read y gave evidence of hi s gifts. Working out of doors 
and Manet's influence led him to lighten his palette. 
His impr essio nistic period produced the mas terpiece s 
La Loge (1874) and the Moulin de la Galette (1877). A 
study of the works of Ingres and the discovery of 
Raphael in It aly (1881) led him to abandon impression
ism anu to accentuate hi s outlines; thi s Ingres-like 
period (1881 -1885) had its epitome in The Large 
Bathers. His art then expanded into an ever grea ter 
freedom. Using a thick and colorful application of 
paint he did flowers, land scapes of Provence (where he 
settled in 1906), portraits, and beautiful nudes in 
which sensitive drawin g defines ample and supple 
forms. 

161 THE JUDGMENT OF PARIS 
Red crayon and chalk hi ghligh ts on beige paper. 750 x 
1030 mm (29Y2 x 40Y2 in.) Signed bott om right in 
crayon: Renoir. 

Collections: Acquired by the Louvre in 1949. 
Exhibitions: French Drawings from Fouquet to Cezanne, 
London (1952), no. 134, pl. XXII. 

This subject was a favorite one during Renoir' s old age; 
he u sed it in a paintin g dated 1908, belonging to 
Charl es Laughton, Hollywood (cf. W. P ach , Renoir, 
1950, repr. opposite p. 118) and there are severa l later 
variations. Another study of the same subject with 
slight changes in the central group and smaller in 
dimension, is owned by th e Phillips Gallery, Washing
ton, D. C. (cf. J . Rewald, Renoir Drawings 1946, no. 71 
repr.) The scene was don e in bas-relief aro und 1915-
1916. Renoir also prepared this subject as a transfer 
lithograph for a color prin t which was never com
pleted (L. Delteil, no. 51). 

Musee du Louvre 
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Berthe Morisot Bourges, 1841-Paris, 1895 

Th e elegant dignit y of her life and her refined tastes 
were an embodiment of that happy equilibrium which 
the Paris upper middl e-class achieved at the end of the 
nineteenth century. Daughter of a lawyer at the Gour 
des Comptes, a pupil of Guichard, Corot was her men
tor, and it was he who taught her to retain her spon
taneity. In 1863 she became friends with Manet, who 
did fine portraits of her in The Balcony (1868) and 
Rest (1874). She was to become hi s sister-in-law in 
1874 through her marriage to Eugene Manet. She 
t ook part in the exhibitions of her impressionist 
friends. Degas, Renoir and Mallarme were frequent 
visitors at her hom e in the Rue de Ville ju st near th e 
Bois de Boulogne. In 1894 , on th e initiative of Mal
larme, who admir ed "all those light, iridescent, preci se, 
impulsive paintings", the Musee du Luxembourg ac
quir ed the painting Woman at a Ball done in 1880. 
The two nieces she reared were the painter Paul e 
Gobillard and Jeanni e Gobillard, who became Mme 
Paul Valery. 

162 A LADY IN A PARK 
Water color. 190 x 206 mm (7Y2 x 8Ys in.) Signed at 
the lower left: Berthe Morisot. 

Collections: Mme Ernest Rouart (daughte r of th e 
artist). 

The Metropolitan Museum of A rt, New York 
The Dick Fund 

Frederic Bazille 
Montpellier, 1841-Beaune-la-Rolande, 1870 

He began work in the Gleyre atelier with Monet, Sisley 
and Renoir and was more directly influenced by Man et 
th an were his friend s. In his big compo sitions such as 
The Family Reunion and in such portraits as The Pink 
Dress he was able to combine his feeling for volume, 
inherited from Courbet, with the newly discovered re
sources of outdoor painting. He captured in hi s 
Lan guedoc land scapes th e pure light of the southern 
skies which, rather than blurring outlines, sharpened 
th em. This admirably gifted paint er was killed at the 
age of twenty-nin e in the Battle of Beaune -la-Roland e. 

163 FAMILY GROUP ON THE TERRACE OF THE 
CHATEAU DE MERIC 

Pencil and black crayon. 301 x 300 mm (lBi x 11:li 
inch es). 

Collections: Collection of Andre Joubin; given to the 
Louvre in 1921. Inventor y RF 5 257. 
Bibliography: G. Poulain. Bazille (1932), p. 222. W. 
Georges. Le Dessin Franr;ais de David a Cezanne 
(1929), fig. LXII, pl. LXXV. F. Daulte. Bazille 
(1952), catalogue No. 20, p. 196, repr . 



Exhibitions: Dessins fran,;ais du Louvre, Berne, 1948, 
No. 120. 

A study for the painting in the Louvre done in 1867 at 
the country home in Languedoc where the Bazille fam
ily was spending the summer. The people under th e 
ches tnut tree at Meric can be recognized; from left to 
right: Bazille next to his un cle des Hours; on the bench, 
th e artist's father and mother; in the center, next to 
the table, Mme des Hour s and her daughter Therese 
(the latter, who was the model for The Pink Dress, was 
shown seated in the completed painting); behind them, 
Pauline des Hours and her husband; on the right, 
Marc Bazille, the painter's brother, and hi s wife. Ab
sent is the third cousin, Camille, who was to appear on 
th e right in the painting. 

Musee du Louvre 

Paul Gauguin 
Paris, 1848-La Dominique, 1903 

His early life did not promise the career of an artist . 
After a childhood marked by a trip to Peru, and several 
voyages as a pilot's apprentic e in hi s youth, he settled 
in Paris, went to work in 1871 for a stockbroker and 
married in 1873. But an irrepres sible callin g was to 
run counter to thi s middl e-class securit y; he discov
ered paintin g, became friends with Pissarro , and ex
hibited hi s work alongside the impre ssionist s. In 1883 
he left hi s wife and job to devote him self entirely to hi s 
ar t. His studies during the period in Britt any caused 
him to br eak with impres sion ism in works full of vital
ity in which he juxtaposed pure colors enclosed in a 
dark outline. The exhibit of 1889 at the Cafe Volpini 
forcefully affirmed his symbolic syntheticism and ral
lied the young artists around him . Dissatisfied and 
searching for some absolute, he went to Martinique; 
worked at Aries with Van Gogh and finally sailed for 
Oceania in 1891. There hi s art blossome d throu gh con
tact with a nature which was secret and dark. After a 
brief and disappointing sojourn in Paris in 1893, he 
went back to hi s land of exile, where he died in pov
erty . 

164 STUDY SHEET 
At the top, a Martinique woman seated on th e ground, 
in left pro file, her left hand raised to her face. At the 
bottom, a study for ju st the head of the same per son, 
and two sketc he s of women, one ben t over, in right 
profile, th e other seen from the front raising her left 
h and. 
Black crayon. 345 x 225 mm (13Yz x 8% in.) 

Collections: Theophile Briant and Par ane. Part of an 
album of sketches acquired by the Louvre in 1954. 
Inventory RF 30.273 (folio 22). 
Exhibitions: Donations et acquisitions du Cabinet des 
Dessins. Paris, Louvre (1955) , no. 56. 

This study, which dates from 1887, was done from th e 
same model as the drawin g in th e Malingue book 
(Gauguin, 1944, repr. p. 7). This preciou s sketchbook 
contains stu dies for the The Schuffenecker Family of 
1889 (folio 2-3), a list of th e artist's clients (folio 5) 
including Van Gogh, Degas , Bracquemond, and Guillau
min, some important studie s of a woman bathing (folio 
6), and sket ches for pottery of the Breton period. Onl y 
one study dates from the Tahiti peri od, the head of a 
Maori seen from the front, very sculptural in quality. 

Musee du Louvre 

165 TAHITIAN WOMAN 
Pen cil, charc oal and pastel. 553 x 478 mm (21%'. x 18% 
in .) · 

Collections: Alphonse Kann, Paris. Josef Stransky . 
New York. Acquired by the Art In stitute of Chicago 
in 1944. 
Bibliography: R. Flint. The Private Collection of Josef 
Stransky , Art News (May 16, 1931), pp. 86 and 101, 
repr. J. Rewald. Gauguin, New York (1938), repr. p. 
157, text p. 167. C. 0 . Schniewind. Drawings Old & 
New, Chicago (1946), no. 20, pl. XXV. H. Tietze. 
European Master Drawings in the United States. Ne" 
York (1947), no. 154, repr. K. Berger. Franzosische 
Meisterzeichnungen des 19. Jahrhund erts, Basel (1949) , 
no. 53 repr. R. Shoolman and C. E. Slatkin. Six Cen
turies of French Master Drawings in Ameri ca, New York 
(1950), pl. 120. 
Exhibitions: De David a Toulouse-Lautrec. Chefs-d'Oeu
vre des Collections Am ericaines, Paris, Orangerie (Sprin g 
1955), no. 73, pl. 75 . 

Study for the painting, Nafea Foa lpoipo ( When are you 
to be married?), executed in 1892, during the artist's 
first sojourn in Tahiti. The painting is now in th e 
Offentliche Kunstsammlung, Basel. 

The Art Institute of Chicago 
Gift of Tiffany and Margaret Blak e 

166 TAHITIAN WOMAN 
Standing nud e, seen from the front, agains t a luminou s 
background, plucking a flower with her right hand. 
Wat er color with highli ghts of gouache. 400 x 320 mm 
(15%'. X l2 Yz in.) 

Collections: Agutte-Sembat collection; bequeath ed in 
1923 to th e Grenoble Museum . 
Bibliography: J. Rewald . Gauguin (1938), repr. p. ll5. 
M. Malingu e. Gauguin (1944), pl. 142. 
Exhibitions: Chefs-d'Oeuvre du Musee de Grenoble. 
Pari s, Petit Palais (1935) , no. 314. La Peinture fran
,;aise de David a nos jours , Buenos Aires, 1939, No . 235. 
French Paintings from David to Lautrec, New York, 
1950, No. 147. French Drawings from Fouquet to 
Gauguin, London, 1952, No. 74. 

Musee des Beaux-Arts, Grenoble 
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Jean-Louis Forain Reims,185::!-Paris,1931 
An heir of Daumier and Gavarni, influenced by Degas, 
he exercised his powers of observation, satirical and 
amused, on all domains of Parisian life. Contributor 
to all the lar ge newspapers, he left an important body 
of works in lithographs, etchings, and paintings. In 
1890, Arsene Alexandre expressed his admirat ion for 
"the suppleness of contour, the sharpness of line, and 
the keen expression of Forain's drawings". 

167 AT THE CAFE DE LA NOUVELLE-ATHENES 
The drawing shows the customers inside the cafe: in 
the center, a man reading a newspap er; on the right, 
a young woman seated before a glass of beer. In the 
middleground, throu gh the window, the street can be 
seen . 
Water color with highlights of gouac he. 362 x 390 
mm (14!4 x 15% inches). Signed upper right: L. 
Forain. 

Collections: Collection of Carle Dreyfus; gift to the 
Louvre in 1953. 
Exhibitions: Donation Carle Dreyfus, Paris, Louvre, 
1953, No. 123. 

This cafe on the Place Pigalle was a very lively meet• 
ing place between 1875 and 1880. Among its habitues 
were: Manet, Marcellin Desboutin, Raffaelli, Forain, 
and also Degas, who showed the terrace of the Nou
velle-Athenes in his Absinthe of 1876 and the interior 
of the cafe in a black crayon drawing of 1878 (cf. J. 
Rewald, The History of Impressionism, 1946, New 
York, repr. p. 305 and p. 328). 

Musee du Louvre 

Georges Seurat Paris, 1859-1891 

Although he studied with Lehmann at the Ecole des 
Beaux-Arts, he received his training mostly from visits 
to the Louvr e, where he was attract ed in turn by the 
drawings of Ing res and the knowing color harmonies 
of Delacroix. Convinced of the need for rigor and 
method, and influenced by the works of Chevreul, he 
elaborated a theory of color and the breaking up of 
ton es . In 1884 he submitted to the first Salon des 
Ind ependants La Baignade a Asnieres, and joined with 
Redon and Signac in founding the Societe des Inde
pendants. As theoretician of the neo-Impressionist 
group, he exhibited hi s Sunday Afternoon on Grande 
latte Island in 1886, a highly finished and long-throught
out composition. His last works, including The Models 
(1887) and The Circus (1891), bear witness to con
stant study which only his death at the age of thirty
three was to interrupt. 

168 PORTRAIT OF THE PAINTER, AMAN-JEAN 
Conte crayon. 620 x 470 mm (24% x 18% inches). 
Signed in upper left: Seurat 1883. 
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Collections: Aman-Jean. Jacques Seligmann. 
Bibliography: C. Roger-Marx. Le Salon in Le Progres 
artistique (June 15, 1883). G. Coquiot. Seurat, Paris 
(1924) p. 16, reprod. J. Rewald. G. Seurat. New 
York (1943) p. 4, text; p. 11, repro d. J. de Laprade . 
G. Seurat. Monaco (1945) p. 67, repro d. R. H. 
Wilenski, Modern French Painters. 2nd edition, Glas
gow (1945) no . 17a, reprod. G. Seligman, The Draw
ings of G. S. New York (1947) no. 42, pl. XXXI. 
H. Tietze. European Master Drawings in the U.S., New 
York (1947) no. 148, repro d. A. Mongan. One 
Hundred Master Drawings. Cambridge, Mass. (1949) 
p. 184, reprod. J. Rewald. G. Seurat. Paris (1948) 
p. 29. 
Exhibitions: Salon de 1883 (S.A.F., 1883, no. 3189, 
listed as Broderie in error). Modern Drawings. New 
York, Museum of Modern Art (1944) no . 28, reprod. 
Seurat, Paintings and Drawings. New York, Knoedler 
Galleries (1949) no. 34, reprod. De David a Toulouse
Lautrec, Chefs-d'oeuvre des Collections Americaines. 
Paris (1955) no. 89, pl. 92. 

Seurat met Edmond FranQois Aman-Jean at the Ecole 
des Beaux-Art s, and in 1879 the two painters shared 
a studio. This portrait was Seurat's first work to be 
exhibited (Salon of 1883). Roger-Marx in Le Progres 
Artistique called it "an excellent study in chiaroscuro, a 
drawing of merit, which could not have been the 
work of an unimportant artist." 

Stephen C. Clark, New York 

169 STUDY OF A YOUNG GIRL 
Seated in a left profile view, wearing a white collar and 
a round hat. 
Conte crayon. 

Collections: Paul Signac, Dunoyer de Segonzac. 
This drawing is a study for the young girl seated in 
the center of the middle distan ce plane in Sunday 
Afternoon on Grande latte Island (1884-1886) at The 
Art In stitute of Chicago. 

Mme Therese Dorny, Paris 

170 SEATED WOMAN 
Conte crayon 480 x 315 mm (18Ys x 12% inches). 

Collections: Arthur B. Davies. Kraushaar Galleries, New 
York. Mrs. John D. Rockefeller, Jr. 
Bibliography: L. Cousturier. G. Seurat, 2nd edition. 
Paris (1926), pl. 36. Cahiers d' Art, Vol. III, no. 9, Paris 
(1928) reprod. p. 370. D. C. Rich. Seurat and the 
Evolution of"La Grande latte". Chicago (1935) pl. III. 
G. Seligman . The Drawings of Georges Seurat. New 
York (1947) no . 9, pl. VII. A. H. Barr. Masters of 
Modern Art. New York (1954) reprod. p. 24. 
Exhibit ions: Cezanne, Gauguin, Seurat, van Gogh. 
New York, Museum of Modern Art ( 1929) no. 67, 
reprod. French Drawings and Prints of the 19th Cen
tury, Cambridge, Mass., Fogg Art Museum (1934) no. 



66. Modern Drawings, New York, Museum of Modern 
Art (1944) p. 97. The Art Institute of Chicago (1949-
1953). De David a Toulouse-Lautrec, Chefs-d'oeuvre 
des Collections Americaines. Paris (1955) no. 91, pl. 88. 
Study for the painting Sunday Afternoon on Grande 
latte Island (1884--1886) in The Art Institute of 
Chicago. 

The Museum of Modern Art, New York 
Bequest of Mrs. John D. Rockefeller 

171 A STUDY OF MONKEYS (Pl. 43) 
Conte crayon. 301 x 235 mm (11:ri x 9U inches.) 

Collections: Collection of Camille Pissarro; given by 
him to the Musee du Luxembourg; transferred to the 
Louvre in 1951. Inventory RF 29.547. 
Bibliography: L. Cousturier. Seurat (1926), pl. 58. 
G. Kahn. Les Dessins de Seurat (1928), pl. 89. Claude 
Roger-Marx. Seurat (1931), No. 30. Daniel Catton 
Rich. Seurat and the Evolution of "La Grande latte" 
(1935), pl. XVI. J. Rewald. Seurat (1948), fig. 48. 
Exhibitions: Seurat, Paris, Galerie Bernheim, 1908-
1909. 

Studies for the monkey held on a leash by the woman 
on the right in Sunday Afternoon on Grande latte 
Island (1884--1886), Art Institute of Chicago. Another 
study is found in the collection of Miss A. M. de 
Groot, on loan to the Museum of Modern Art, New 
York (Rewald, op. cit. fig. 49). 
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Paul Signac Paris, 1863-1935 

A friend of Seurat, whose studies he shared, he ex
hibited side by side with the latter at the first Salon des 
lndependants in 1884, and became the apostle of the 
young neo-Impressionist group whose program he set 
forth in 1899 in his brilliant study entitled De Delacroix 
au Neo-Impressionnisme, published in La Revue Blanche. 
Drawing on the examples of the masters of Romanti
cism and on recent scientific works, he described the 
mixture of colors in pigment, as contrasted with the 
optical mixture used by the Impressionists. The water 
colors of this gifted artist, painted in luminous strokes 
during his many trips to France, Italy, Holland, and 
even Asia-Minor, reveal his refined sensitivity. 

172 THE BRIDGE AT GIEN 
In the foreground is the river; on the right the river 
bank planted with trees; in the middle-ground, the 
bridge with its rounded central arches, leading to a 
group of houses on the left. 
Black crayon, water color, and gouache. 265 x 730 
mm (10% x 28~ inches). Signed and dated on the 
left: P. Signac, Gien 28. 

Exhibitions: French Drawings, Buenos Aires, New York, 
1939-1945. Paul Signac, Paris, Musee National d'Art 

Moderne, 1951. French Drawings from Fouquet to 
Gauguin, London, 1952, no. 150. 

Mme Cachin-Signac, Paris 

Henri de Toulouse-Lautrec 
Albi, 1864--1901 

A descendant of the oldest family in Languedoc, he 
behaved with a courageous dignity and an aristocratic 
nonchalance throughout his short life, condemned by 
a deformity to solitude and peculiarity. Although he 
began with Princeteau .and worked in the studios of 
Bonnat and Cormon, he was particularly impre ssed by 
Degas and by Japanese prints. At ease in all surround
ings, free of all prejudice, he loved the circus, sports 
arenas, ca/es-concerts and the night life of Montmartre. 
He concentrated his sharp observation within these 
narrow limits, but with a consuming passion and a 
phenomenal display of draftsmanship. He died at the 
age of thirty-seven, leaving behind him an immense 
body of work in lithography and painting. 

173 PORTRAIT OF COUNTESS DE TOULOUSE-
LAUTREC 

She is seated in an armchair, in left profile, her hands 
clasped on her knees. 
Charcoal. 640 x 470 mm (25U x 18.Mi inches). Signed 
bottom right with a monogram. 

Collections: Collection of Countess de Toulouse-Lau
trec. Musee d'Albi, D. 131 
Bibliography: M. Joyant. Henri de Toulouse-Lautrec 
(1927), T. II, p. 186. Dessins de Maztres Fran~is, 
IX, Soixante-dix dessins de Toulouse-Lautrec (1930), pl. 
21. Julien. Toulouse-Lautrec (1942), pl. 31. 
Exhibitions: Toulouse-Lautrec, New York, 1937, no . 28; 
London, 1938, no. 32; Paris, 1938, no. 2. Toulouse
Lautrec, Basel, 1947, no. 10. Le Dessinfran~is de Fou
quet a Cezanne, Brussels, Rotterdam, Paris, 1949-1950, 
no. 211, pl. 93. Toulouse-Lautrec, Amsterdam, Brus
sels, 1947, no. 65. Cinquantieme anniversaire de la 
mortde Toulouse-Lautrec, Paris, Orangerie, 1951, no . 88. 

Lautrec always respected and loved his mother. This 
drawing, done around 1882-1885, shows her in the 
pose he later chose for her portrait in oils, painted in 
1887, in the salon of the Chateau de Malrome (Albi, no. 
38). 

Musee Henri de Toulouse-Lautrec, Albi 

174 TWO WOMEN IN A CAFE (Pl. 41) 
Black crayon and watercolor on tracing paper. Bottom 
left, the artist's initials. 
535 x 377 mm (21 x 14~ inches). 

Collections: Roger-Marx; Paris Sale May 12, 1914, no. 
78; acquired at that sale by Leon Roger Marx and 
donated by him to the Musee du Luxembourg in 1914. 
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Transferred to the Louvre in 1947. Inventory RF 
29.550. 
Bibliography: M. Joyant. Henri de Toulouse-Lautrec 
Peinture, (1926), p. 282 and repr. p. 144. M. Dela
roche-Vernet. Henri de Toulouse-Lautrec, Dessinateur 
(1948), pl. V. 
Exhibitions: Toulouse-Lautrec, Paris, Arts Decoratifs, 
1931, no. 116. Dessinsfrant;ais du Louvre, Berne, 1948, 
no. 126. Dons et acquisitions du Cabinet des Dessins, 
Paris, Louvre, 1955, no. 62. 

A study for the third color illustration of an article by 
Gustave Geffroy entitled Le Plaisir a Paris: les Bals et le 
Carnaval, published in the Figaro Illustre of February 
1894. 

Musee du Louvre 

175 STUDY OF A WOMAN WITH HANDS ON 
HIPS (Pl. 42) 

Black crayon 427 x 240 mm (16~ x 9% inches). 

Collections: Maurice Bunau-Varilla; Paris Sale, Hotel 

66 

Drouot, July 9-10, 1947, no. 9. Part of an assem
bled album acquired at that sale by the Louvre, with 
the help of the Societe des Amis du Louvre. Inventory 
RF 29.596. 
Bibliography: J. Bouchot-Saupique. Soixante-deux des
sins de Toulouse-Lautrec, Les Arts Plastiques, (194 7), 
no. 7, p. 19, fig. 14. 
Exhibitions: Cinquantenaire des amis du Louvre, Paris , 
Orangerie, 1947, no. 168. Dessins frant;ais du Louvre, 
Berne, 1948, no. 128, repr. Cinquantieme anniversaire 
de la mort de Toulouse-Lautrec, Paris, Orangerie, 1951, 
no. 101. 

A study for one of the figures in the Albi drawing 
(no. 125) entitled Alo rs, vous etes sage ( cf. M. Joyant, 
Henri de Toulouse-Lautrec, 1929, T. II, p. 226), pub
lished in Le Rire, no . 114, January 9, 1897. The same 
model seems to have been used for the woman on the 
right in the lithograph Femme au lit: Au petit lever 
(cf. L. Delteil, No .187) from the series Elles, published 
by Pellet in 1896. 

Musee du Louvre 
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Pl. 1 Bourdichon : Th e Four Stations of Humanity 
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Pl. 5 Baullery : The Tournament of Sandricourl 



PI. 6 Claude Lorrain : Ships in a Storm 



Pl. 7 Claude Lorrain The Banks of the Ania 
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Pl. 8 Poussin : Landscape 



Pl. 9 Rigaud: Portrait of Voyer d'Argenson 



PI. 10 Poussin : Lands cape 

PI. 11 Poussin : Bacchanalia 



Pl. 12 Wall eau: Shop Interior. 

Pl. 13 Walleau : Study of Three Young Women, sea led . 



Pl. 14 Walleau: Woman gathering h er Dr ess 



Pl. 15 Greuze : Portrait, believed to be the Duke of Orleans, Father of Philippe
Egalite. 



Pl. 16 Fragonard : The Coachman 



Pl. 1 7 Fragonard : Erato 



Pl. 18 Prud' lwn : Dancer with Triangle 
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Pl. 22 Gericaull: Study for "The Rafi of the Medusa" 

Pl. 23 Gericaull: Study for "The Rafi of the Medusa" 



Pl
. 

21
 

F
ra

go
na

rd
 

: 
T

h
e 

G
ar

d
en

s 
of

' 
th

e 
V

il
la

 
d'

 E
st

 e
, 

in
 

T
iv

ol
i 



Pl. 24 Gros : Turkish Gentleman on Horseback 

t 

PI. 25 Gericault : The Murder of Fualdes 



PI. 26 Delacroix : l-I ead of a Lion 

Pl. 27 Delacroi x : Arab , rec lining 



Pl. 28 Chasseriau : Portrait of Princess Belgiojoso 



PI. 29 Ingres : Portrait of Madame Ingres, 1814 



PI. 30 In gr es : Portrait o/' Madam e In gres, 1835 



Pl. 31 Corot : Young Girl with Beret 



PI. 32 Ingres : Portrait of Count ess d' Agoult and her Daughter 
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Pl. 35 Daumi er : Showmen 



Pl. 36 Manet : Lola de Valence 



Pl. 37 Degas : Study of a Young Woman 



PI. 38 Degas : Portrait of Mademoi se lle Bellelli 



Pl. 39 R enoir: Th e Judg ement of Paris 



PI. 40 Cezann e Portrait of Madam e Ceza nne 



Pl. 41 Toulouse-Lauirec: Two Women in a Cafe 
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Pl. 42 ···- . Study of Woman Lau/r ec . Toulou se-



Pl. 43 Seurat : Studies of Monkeys 
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