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Consummate Preparatory Studies and Finished Works of Art —

In the last two years, the National-
museum has acquired a number of
remarkable French master drawings from
the 18th century, a selection of which are
presented in this article. Most of these
works were either shown at the Paris Salon
or are by artists who regularly exhibited
their drawings there. The draughtsmen
concerned are Edme Bouchardon (1698—
1762), Francois Boucher (1703-1770),
Nicolas Bernard Lépicié (1735-1784) and
Nicolas André Monsiau (1754-1837). The
article also considers a portrait drawing
that could possibly be attributed to Joseph
Ducreux (1735-1802). Works by these and
other contemporary artists show how,
during this period, the art of drawing came
to be accorded an increasingly elevated
and independent status. That is to say, a
status independent of its traditional role as
atool in the working processes of painting,
sculpture and printmaking.

Edme Bouchardon’s Portrait of

Geneviéve-Thérése Mariette

This drawing by Edme Bouchardon (Fig. 1)
depicts Geneviéve-Thérese Mariette, the
daughter of his close friend, the famous
and influential engraver, art collector and
writer Pierre-Jean Mariette (1694-1774).
Mariette had among other things compiled
adetailed catalogue of the banker Pierre
Crozat's (1665-1740) collection of master
drawings.! The collection was sold at an
auction in Paris in 1741 at which Carl-
Gustaf Tessin (1695-1770) acquired a
substantial number of works, now in the
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Fig. 1 Edme Bouchardon (1698-1762), Portrait of Genevieve-Thérése Mariette (born 1732),
1736(?). Red chalk on paper, 438 x 325 mm. Purchase: the Wiros Fund. Nationalmuseum,

NMH 64/2017.
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Fig. 2 Francois Boucher (1703-1770), Study of a Triton, 1740. Red, black,
and white chalk on paper, edges of black chalk, 294 x 230 mm. Purchase:

the Hedda and N. D. Qvist Fund. Nationalmuseum, NMH 60/2017.

Nationalmuseum. The drawing described
here is mounted on the back of one of
Mariette’s engravings, as is frequently the
case with drawings he collected. Behind it,
Mariette has attached a further sheet, on
which he himself has written that this isa
portrait of his daughter, drawn by Edme
Bouchardon in 1736.2

The following year, Bouchardon exhi-
bited six drawings at the Salon in Paris, two
of them portraits of Mariette’s children.
In the catalogue for the Salon, these works
are described as follows: “Deux autres
Tétes aussi plus grandes que nature, des
Enfants de M. Mariette; 'une d'un Enfant
qui rit & l'autre d’'une petite fille en bag-

nolette. A la Sanguine”.® The description
“une petite fille en bagnolette” (“a little
girl in abonnet”) refers to the National-
museum drawing. In aformat that is
unusually and strikingly large-scale for
aportrait drawing, the girl is shown in
profile, gazing out, a little shyly perhaps,
from beneath her bonnet. Using sharp
outlines and graduated shading in red
chalk, Bouchardon has built up volumes,
which together create an almost three-
dimensional e ect. The portraitisan
outstanding example of Bouchardon’s
draftmanship and the technique of which
he was a master, where the drawing itself
was the end result. The work can be
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Fig. 3 Francois Boucher (1703-1770), Head of a Child, 1740. Red and white chalk,
128 x 109 mm. Nationalmuseum, NMH 2924/1863.

described as a “dessin arrété” or “dessin
fini” —a “completed” drawing, a finished
work of artin its own right.*

Thisdrawing is of art-historical
importance on several accounts. When
Bouchardon showed his portraits of
Mariette’s children in 1737, it was the first
time he exhibited at the Salon and the first
time since 1725 that it was held. There is
reason to believe that these works were
some of the earliest finished drawings
to be exhibited there.>* What prompted
Bouchardon to show examples of his
drawings in this context was presumably
the fact that, alongside his sculpture, they
had come to represent the most important
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strand of his work as an artist. Earlier the
same year, for example, he had been taken
on as adraughtsman at the Académie des
Inscriptions et Belles Lettres.® As a result
of the practice of Bouchardon and others,
worked-up drawings, not characterised
by the transitory nature of the working
process, now became increasingly pro-
minent. Views of the purpose of drawing
and what could be achieved by it conse-
quently changed in the years immediately
following the long spell without annual
Salons.” Mariette himself was of course a
direct influence behind this change in the
status of drawing: through his collecting
and his empirical approach to art and

the work of the artist, and in particular
through the ideas he advanced about a
drawing being the work, or instrument,
through which one could get closest to an
artist’s style and the process of artistic
creation.® The fact that Mariette and
othersin hiscircle also collected drawings
by certain contemporary artists—as in
this case — probably helped ensure that

to those artists, too, drawing could seem
particularly desirable and, increasingly
often, an end in itself.®

A preliminary study by
Francois Boucher for
The Triumph of Venus

Francois Boucher was another of the
contemporary French artists, alongside
Bouchardon, represented in Mariette’s
drawings collection.® Boucher’s accomp-
lished drawings were also shown at the
Paris Salon and were to play apartin
giving greater prominence to the art of
drawing. The one we are concerned with
here (Fig. 2) is a study for one of the cen-
tral figures in The Triumph of Venus (Fig.
4), regarded by many as perhaps the artist’s
finest work. The painting was shown to
great acclaim at the 1740 Salon, along with
two other works of a similar size by the
same artist."* The drawing corresponds
directly to the Triton to the right, who

is lifting and supporting a Nereid, or sea

Fig. 4 Frangois Boucher (1703-1770), The Triumph of Venus, 1740. Oil on canvas, 130 x 162 cm.
Nationalmuseum, NM 770.

nymph. She in turn is holding out a shell
and o eringastring of pearls to Venus.
As well as compositional sketches,
Boucher often drew preliminary studies
for specific figures, as he has done here.*?
As the Triton lifts the Nereid, his body
twists, and Boucher has captured —se-
emingly freely and yet accurately — the
ripple of the muscles across his back,
shoulders and arms. The artist’s use of
red and black chalk lines is energetic and
assured. His characteristic sensuality, so
palpable in the painting, is perhaps even
more in evidence in this study. Boucher
has not yet covered the Nereid’s nudity,
and here the Triton’s lift isalso an ardent
embrace. This is one of only two known
figure studies for The Triumph of Venus.
The other, Head of a Child (Fig. 3), is also
in the Nationalmuseum’s collections.®
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A preparatory work by
Nicolas Bernard Lépicié for
The Old Beggar with Child

Nicolas Bernard Lépicié was the son of
the engravers Francgois-Bernard Lépicié
(1698-1755), who was known for his
engravings of works by Boucher, and
Renée-Elisabeth Marlié (1714-1773).

He himself was both a painter and an
engraver. He studied under Carle van Loo
(1705-1765), and in 1769 he was admitted,
as a history painter, to full membership
of the Académie Royale de Peinture et de
Sculpture.’* As time passed, he devoted
himself increasingly to genre painting.
Lépicié’s drawing (Fig. 5) is a study for
the man in the painting The Old Beg-

gar with Child, signed and dated 1777,
now in an American private collection.’s
The provenance of the drawing is fully
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documented, from its sale at auction in
Parisin 1779, together with a study for the
companion piece to the painting, La Bonne
Meére.’* The drawing is fully worked up in
amixed technique of black and red chalk,
heightened with white, and the sad gaze
of the beggar is as powerful here as in the
painting. The fact that boy in the painting
does not appear in the drawing allows our
attention to rest undivided on the dejec-
ted appearance of the old man. Although
thisis apreliminary study, it would seem
that, while working on it, Lépicié became
convinced of the drawing’s potential as a
finished work of art. Perhaps that is also
why he signed it.”

Neoclassical detail —
The Triumph of Aemilius
Paulus by Nicolas André

Monsiau

By chance, and undeservedly, the im-
portant work of Nicolas André Monsiau
has ended up somewhat in obscurity.
Monsiau was a pupil of Jean-Frangois-
Pierre Peyron (1744-1814). Through the
patronage of the Marquis Pierre Philibert
Bourrée de Corberon (1746-1794), he was
able to study at the French Academy in
Rome from 1776 to 1780. Following his
return to Paris, he exhibited at the Salon
de la Correspondance in 1780 and 1781.1
Monsiau became an associate member
(agréé) of the Académie Royale de Pe-
inture et de Sculpture in 1787, and a full
member in 1789. At the Paris Salon of 1787

Fig. 5 Nicolas Bernard Lépicié (1735-1784), An Old Beggar, 1777. Black chalk, heightened with white, he exhibited the present drawing of a scene
traces of red chalk, on paper, 358 x 278 mm. Purchase: the Hedda and N. D. Qvist Fund. Nationalmuseum, from the triumph of Aemilius Paulus (Fig.
NMH 61/2017. 6), framed together with three others, also

representing that event.!® The work is an
excellent example of a type of Neoclassical
drawing from the late 18th century that is
characterised by highly detailed rende-
rings of events from ancient history and
mythology, often scrupulously based on
literary sources.

Aemilius Paulus (also spelt Paullus,
229-160 BC) was a Roman consul and
general who defeated the Macedonian
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Fig. 6 Nicolas-André Monsiau (1754-1837), The Triumph of Aemilius Paulus, 1787. Pen and black ink, brown wash, 150 x 660 mm. Purchase: the Wiros Fund.
Nationalmuseum, NMH 47/2018.

king Perseus (212-166 BC) in a campaign
in 168 BC. The Battle of Pydna, on the east
coast of present-day Greece, represented
the final victory for Aemilius Paulus. It
was particularly significant in that the last
remnants of the empire of Alexander the
Great had now been conquered, enabling
Rome to concentrate on its enemies to
the west, in particular Carthage.?® The
triumph of Aemilus Paulus has also been
considered importantin purely art-
historical terms, in view of the appreciable
quantities of Greek art he brought back
with him as spoils of war. The fact that
Plutarch gives a detailed account of the
triumphal procession can be said to con-
firm this,and perhaps also helps to explain
the subject’s popularity in Neo-classical
art. 2 Apart from Monsiau, others who
tackled it include Peyron and Lépicié’s
pupil Carle Vernet (1758-1835), the latter
in his reception piece for the Académie
Royale de Peinture et de Sculpture in 1789,
now in the Metropolitan Museum of Art,
New York.??

Monsiau’s drawing shows Aemilius
Paulus’ triumphal procession through
the streets of Rome, specifically illustra-
ting paragraph 33 of Plutarch’s life of the
general: “On the third day, at earliest dawn,
marched the trumpeters, not playing the
music of a march, but sounding the notes
which animate the Romans for a charge.
After them were led along a hundred and
twenty fat oxen with gilded horns, adorned

with crowns and wreaths. They were led by
youths clad in finely-fringed waistcloths
in which to do the sacrifice, while boys
carried the wine for the libations in gold
and silver vessels...”? The artist skilfully
captures the high-spirited festival mood
of the thronging masses. Mounted soldiers
push back the crowd to allow the proces-
sion to advance, while a couple of terrified
women hold onto their children to keep
them out of harm’s way. The trumpeters,
dressed in Herculean lion skins, are clearly
sounding their instruments so loudly that
awoman nearby has to cover her ears.
Alongside the oxen, countless standards
are borne aloft. The celebrations went on
for several days, and Monsiau presumably
depicted di erent points in and aspects of
the triumph in the four drawings that were
exhibited at the Salon.?* There is also an
engraving of the present drawing, executed
by Raymond-Augustin Vieilh de Varennes
and printed by Jacques Prudhomme.?®

As noted, relatively little attention has
been paid to Monsiau’s art. However, in
the catalogue of the collection of master
drawings at the Smith College Museum
of Arts, Ann H. Sievers does describe his
drawing of Aspasia, from around 1806. She
notes that Monsiau was one of the artists
who regularly exhibited detailed drawings
at the Salon, drawings whose indepen-
dent character or possible compositional
relationship to paintings and engravings
of the same subjectscan be di cultto de-

termine.® In several cases where both the
drawing and the painting are known, there
are often quite clear di erences between
them, although that is not that uncom-
mon with compositional drawings.?” In the
present case, however, no painting of the
subject by Monsiau is known. This and the
other three drawings of scenes featuring
Aemilus Paulus, moreover, were, of course
the artist’s maiden works at the Salon, that
is, the ones shown as independent works
when he was made an agréé by the
Academy. This fact, combined with their
very detailed execution, underscores

the artist’s propensity to create finished
artworks in the form of drawings. Mariette
took the view that it was in compositional
drawings, rather than, say, figure studies,
that one had by far the best chance of
discovering the genius of an artist.?®

That artists such as Monsiau should

from time to time take a compositional
drawing a step further and fashion itinto
an independent work of art, still within
the medium of drawing and yet worthy of
being shown at the Salon, seems entirely
logical.

A portrait attributed to

Joseph Ducreux

Finally, we will turn here to a portrait (Fig.
7) that is probably the work of one of the
foremost portraitists active at the court of
Louis XVI, Joseph Ducreux (1735-1802).%°
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Ayoung, vivacious woman is looking over
her left shoulder (from the viewer’s stand-
point she is looking to the right, hence the
title of the work). She is wearing an expen-
sive dress, possibly of silk and with a lace
collar. Her hair is extravagantly arranged
and adorned with a large bow and a
bonnet. With a seemingly light, free hand,
the artist has captured the bright, cheerful
disposition of the young woman. We see
this not only in the slight smile playing

on her lips, but also in the joy radiating
from her eyes. By contrasting sharp out-
lines in black chalk, shaded passages and
highlights in white, the artist has created
volume and texture.

This recent acquisition by the
Nationalmuseum is an exquisite example
of drawn portraiture. In a masterly way,
the artist infuses almost vibrant life into
the woman’s gaze. There is a particularly
marked element of naturalism here,
characterised especially by the artist’s
ability to capture a specific emotional
state, a charisma that becomes unmistak-
ably tangible to the viewer. This expression
was typical of the pastellist Ducreux, who
is also famous for his animated portraits
in 0il.* The present portrait of course has
the same lively character and, in purely
technical terms, can also be said to point to
an artist active as a pastellist. Ducreux was
probably a pupil of Maurice-Quentin de La
Tour (1704-1788) and, like him, produced
drawn portraitswithaclosea nity to his
pastels, and not uncommonly with the
same perfection.® The Nationalmuseum
portrait can be compared with a number
of known portrait drawings by Ducreux,
including one of Louis XV in the Musée
Carnavalet in Paris and, perhaps especi-
ally, another of a young man, possibly the
artist’s son, Alexandre Ducreux. Most of
Fig. 7 Joseph Ducreux (1735-1802), Portrait of a Woman Looking to the Right. Pencil, black chalk these drawings are also included in whatis
heig_htened with white on paper, 350 x 246 mm. Purchase: the Magda and Max Ettler Fund. still the only existing catalogue raisonné
Nationalmuseurn, NMH 8/2018. of Ducreux’s work, published in 1958.
Recurring features include the delicate
lines of black chalk which, along with the
highlights in white, lend volume to the
hair.®? The white highlights, which, done
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with a free hand, are also used to render
lace, are typical of Ducreux’s drawings and
directly reflect the way the artist depicts
such features in his pastel portraits.®

The immediacy to be found in portrait
drawings such as these has sometimes
been ascribed to the fact that they are
sketches and designs, that is to say,
transitory works and tools in a working
process.® In them, we see the artist’s first
impressions of the sitter, perhaps not yet
overly adapted to the wishes of a client,
or the requirements of a more worked-up
version in oil. Portraitists such as La Tour
and Ducreux seem to have wanted to take
advantage of precisely this immediacy as
part of the finished work, thereby making
it their trademark feature, whether the
end product was a drawing or a painting.
Both these artists also signed and dedica-
ted portrait drawings. Conveying as it does
asuperb, carefully balanced immediacy,
the present drawing can be seen both as
afinished work of art — like Bouchardon’s
portrait of a child and Monsiau’s classical
on-the-spot record —and as a consummate
preparatory work — like Boucher’s figure
study and the signed drawing by Lépicié.
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