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ACQUISITIONS/FOUR 18TH-CENTURY FRENCH DRAUGHTSMEN

Four 18th-Century French Draughtsmen

Magnus Olausson, Director of Collections

Martin Olin, Director of Research

Daniel Prytz, Curator, 18th-Century Painting, Drawings and Prints

Fig. 1 Jean-Baptiste Oudry (1686-1755), View of the Garden in Arcueil, Facing North with the Orangery Terrace and the Peak of the Forest Park or So-Called “Talus
Cone”, 1744-47. Black chalk, white heightening on blue paper, 303 x 518 mm. Purchase: Wiros Fund. Nationalmuseum, NMH 55/2019.

For along time, the Nationalmuseum’s
holding of 18th-century French drawings
bore the stamp of Carl Gustaf Tessin
(1695-1770). Tessin’s keen eye and close
connections with many of the artists of his
day were undoubtedly instrumental in

lending the collection its distinctive
character and strength.! This is amply
documented when it comes to the works
of Chardin, Boucher and Oudry. The last of
these was among those who were perhaps
closest to Tessin, and whom he personally
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held in the greatest esteem. He described
Oudry as the most kind-hearted and
honest of all men, one whose advice you
could always rely on because he said what
he thought.?

Art Bulletin of Nationalmuseum Volume 26:1, 2019
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Fig. 2 Jean-Baptiste Oudry (1686-1755), View of the Bosquet in the Garden of Arcueil with Promenade and Garden Shed, 1744-47. Black chalk, stumping, white
heightening on paper, 295 x 450 mm. Purchase: Hedda and N. D. Qvist Fund. Nationalmuseum, NMH 46/2018.

As a collector of works by Jean-Baptiste
Oudry (1686-1755), Tessin’s focus was
exclusively on animal subjects, but this
artist in fact had many more strings to his
bow. He started out as a portrait painter,
but soon came to specialise in what he
became most famous for, still lifes.? It is

as adrawer of landscapes, however, that
Oudry perhaps surprises us most. Until
very recently, the Nationalmuseum had no
examples of the artist’s studies from the
garden and park of Arcueil, to the south of
Paris. His drawings from the estate depict
a geometrically laid out garden, combined
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with elements of more untamed parkland
in a state of picturesque decay. In them,
the artist records both immediate visual
impressions and artistically more worked-
up scenes. He is even said to have used
acamera obscura for a time as a tool in
creating his views.

It was in 1740 that Oudry began ma-
king excursions to scenic Arcueil. The
estate was famous for its beautiful garden
and park, set against the backdrop of a
monumental aqueduct. Today, most of
this has disappeared or changed beyond
recognition. The garden, which attracted

28

artists such as Oudry, Francois Boucher
(1703-1770) and Charles-Joseph Natoire
(1700-1777), was laid out for the prince

de Guise between 1720 and 1730 by the
architect Jean-Michel Chevotet (1698-
1772). Among the latter’s fellow students
at the French Academy of Architecture,
incidentally, was the Swede Carl Harleman
(1700-1753), and like him, Chevotet spe-
cialised in garden design.* He transformed
Arcueil into an intimate formal garden in
aRococo spirit, with geometrical features
such as parterres, pools and trelliswork.
Differences in level on the site created
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movement and vistas.® They also made it
necessary to build numerous walls, ter-
races and flights of stairs, contributing to
the special and complex character of the
garden. In addition, there was an irregular
and more informal area with an element of
the picturesque.

Itis hardly surprising, therefore, that
Oudry was fascinated by Arcueil. He ren-
ted a house on the very edge of the estate,
which gave him many opportunities to
draw a variety of views. Most of them are
believed to date from the years 1744-47.°
Many have an immediacy about them, ma-
king clear that they were drawn outdoors,
on the spot. Others seem more carefully
elaborated. More than fifty are known, two
of which have now been acquired by the
Nationalmuseum. Of these, the view to the
north, showing the orangery terrace and
the forest park rising up beyond it, is one of
Oudry’s very finest drawings from Arcueil
(Fig.1).” The artist has worked on beige
paper (probably originally blue) with black
and white chalk, softened with a stump
(an artist’s tool of tightly rolled paper or
chamois leather). He then used a brush to
add highlights in white gouache, creating
fine contrasts between sunlit passages and
other areas of the drawing that are in sha-
dow. The figures are considered to be by
another hand, perhaps Victoire Chenu or
Jacques-Philippe Le Bas (1707-1783), who
later (in 1776) engraved and published this
view with the title Ancienne et premiere vue
d’Arcueil ®

While the view from the orangery ter-
race clearly has the character of a finis-
hed drawing, or what Carl Gustaf Tessin
called la maniére trés finie, Oudry’s other
drawing seems to convey his immediate
visual impressions. Executed in chalk with
faint highlights in white on greyish-blue
paper, it shows a more informal part of
the garden, a bosquet area with a walk. In
the background a garden shed can be seen,
with a somewhat dilapidated fence (Fig.
2).° Here, Oudry has depicted a pasto-
ral scene that seems quite far removed

from the more elegant setting of the first
drawing and thus appears to anticipate the
parks of the late 18th century.

As already suggested, French drawings
from the first half of the 18th century were
well represented in Carl Gustaf Tessin’s
collection. When Per Bjurstrém embarked
on a project to supplement the holding of
drawings from France, the aim was for the
later part of the century also to be strongly
represented at the Nationalmuseum.!?
From around 1970, therefore, the Museum
acquired a series of works by draughtsmen
born in the 1720s and 1730s, including
Gabriel de Saint-Aubin (1724-1780),
Jean-Honoré Fragonard (1732-1806),
Hubert Robert (1733-1808) and Louis-
Jean-Jacques Durameau (1733-1796). In
the early 1980s, it was the turn of Jean-
Baptiste Le Prince (1734-1781). Le Prince
came from Metz, was for a time a student
of Francois Boucher, and travelled in 1757
to Russia. Following his return to France
in 1763, he became famous in particular for
his Russian and oriental subjects. In 1981
the Nationalmuseum bought the painting
The Cabak, a Tavern outside Moscow, and
in 1983 and 1985 two study drawings for
that work were acquired.” The studies are
genre scenes with several figures, one sho-
wing a fight and the other a group of itine-
rant musicians. Both are drawn with point
of brush and ink over sketched chalk lines,
and subsequently washed. Their execu-
tion recalls that of the drawing of a Young
Woman in Oriental Costume, added to the
collections in 2019, the difference being
that here Le Prince has used watercolours
- yellow, red and blue — with highlights
and flesh passages in white (Fig. 3).! The
standing model has her left hand on her
hip. Her extended right arm is unfinished;
behind it, another figure can be made out,
thinly sketched in black chalk. It appears
to be a young man, sitting or kneeling with
his face looking up towards the female
model, a part of the composition which
the artist seems to have abandoned early
on.
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Lines of black chalk visible through the
right sleeve of the coat suggest that Le
Prince began by sketching his model und-
ressed. He then drew the outlines and pat-
terns of the costume with point of brush,
often with the short, accentuated strokes
characteristic of his style. The folds of the
underskirt were subsequently executed
with broader brushstrokes in a yellowish
brown, highlighted in white. The face and
neck have a ground of opaque white, with
a delicate pale red tone on the cheek. The
light countenance contrasts effectively
with the background, which has been
given an atmospheric grey wash, perhaps
to achieve precisely that effect. The oval
shape of the face, with features marked

by short strokes of brown ink, like the
arrangement of the hair, reflects a Western
ideal of beauty around 1770, and there can
be no doubt that the drawing was done

in France, where there was considerable
interest in exotic subjects at this time.
From Russia, Le Prince had brought study
drawings, costumes and ethnographic
material of various kinds that would

assist him in his work. While still a student
of Boucher, he had understood the im-
portance of prints as a means of reaching
awider market.” Le Prince sometimes
used professional printmakers, but he also
made his own etchings. He developed a
special aquatint technique with a fine-
grained ground as a medium for reprodu-
cing washed drawings and paintings
(amethod he mainly used for landscapes).
In 1764, Le Prince enjoyed success with

a series of six etchings of costumes from
Russia, titled Suite de divers habillements
des peuples du Nord (Fig. 4). The models
are shown outdoors, in a natural setting,
sometimes accompanied by children;
below the images there is a descriptive title
or a short explanation of the dress shown.
Several similar series of subjects from
Russia, central Asia and north-eastern
Europe would follow. In 1767, Diderot
attacked Le Prince for his interest in
costume and called on him to resign from
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the Academy of Painting (to which he had
been admitted in 1765) and become an
assistant in a fancy-goods shop or a tailor
at the opera.' This did not prevent the
artist’s images having an impact, including
as models for porcelain figures.

In the drawing acquired by the National-
museum, Jean-Baptiste Le Prince has
left the Russian sphere and depicts the
costume of an Ottoman woman, as the in-
scription “femme Turque” on the reverse
makes clear. Interest in Turkish dress
and settings was a constantly recurring
phenomenon in 18th-century France. The
fashion for having one’s portrait painted
ala turque was widespread, giving rise to
many variants, from theatrical portraits
in more or less “Turkish” costume to
more realistic representations in interi-
ors, like Jean-Etienne Liotard’s painting
of Marie Adélaide of France in Turkish
dress, reading on a divan (1753, Galleria
degli Uffizi, Florence). Was Le Prince, in
the Nationalmuseum drawing, perhaps
exploring the possibility of expanding
his repertoire to include costume studies
from the Ottoman Empire, with a view to
turning them into prints for commercial
distribution? One possible indication of
such an intention is his clear recording of
the different layers of the outfit: first, the
striped trousers, over them an underskirt
(?) and the yellow wrap-around dress held
in place by the blue sash, and on top, the
long, short-sleeved coat.

Like Jean-Baptiste Le Prince, Nicolas-
Bernard Lépicié (1735-1784) used to be
meagrely represented in the National-
museum’s collection. One characteristic of
Lépicié’s drawings is their very meticulous
and detailed execution, which is closely
matched by his painting technique. This
congruence of technique between different
media may perhaps also explain to some
extent the high degree of finish often seen
in his drawings. It is as if, time and again,
he could not help himself making com-

Fig. 3 Jean—Baptiste Le Prince (1734-1781), Young Woman in Oriental Costume, 1760s. Pencil, watercolour,

white heightening on paper, 310 x 196 mm. Purchase: Hedda and N. D. Qvist Fund. Nationalmuseum, . .,
NMH 54/2019 pleted works, dessins finis, of what were

perhaps originally only meant to be prepa-
ratory drawings.”” Because of this, finished
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ACQUISITIONS/FOUR 18TH-CENTURY FRENCH DRAUGHTSMEN

drawings by Lépicié have on occasion,
even when they directly relate to specific
paintings, been described as “reused” in
the paintings, rather than as studies in
preparation for them.'

Although the drawing recently acquired
by the Nationalmuseum does not seem to
bear a direct relationship to any specific
painting and is not signed, it nevertheless
exhibits the same type of high finish (Fig.
5).7 This is evident, for example, in the
extensive use of coloured chalks, dessin a
trois couleurs, to create volume and depth.
The young woman is certainly of a recur-
ring type in Lépicié’s oeuvre, primarily
found in genre drawings of a warm and
quite intimate character, for instance de-
picting maids and peasant women at work
and at rest.’®

However, it is posited here that this
drawing could, rather, be placed in a
similar but distinct group, featuring
young mothers tending their infants. The
young woman'’s face is for example quite
reminiscent of that of the mother in The
Peaceable Marriage, exhibited at the Salon
in 1777.° One could even go so far as to
claim that the model for the woman in
both works could be the same, although
the colour of her hair seems light brown,
rather than brown, in the drawing. She, or
avery similar young woman, also appears
in several other works by Lépicié on the
subject, such as Mother Feeding Her Child
(1774, Frick Art Museum, Pittsburgh).?®
Although the bosom of the woman in the
drawing is not nearly as visible as that of
the breastfeeding mother in The Peaceable
Marriage, her right nipple is nevertheless
clearly exposed, rendered by the artist
with chalk of a pinkish red hue.

During the second half of the 18th cen-
tury, the depiction of smiling women with
their bosom semi-exposed or exposed had
become something of an ideal in French
art, underlining the importance and joy
of motherhood, and perhaps especially
its nurturing aspects, and how the very
essence of femininity was defined by it.?! In
portrait busts where the actual infant was

not present, the exposed bosom together
with the pronounced smile could retain
both maternal and sensual implications,
as Ronit Milano has suggested.?” It was
not uncommon therefore for women to be
depicted in this manner, even though they
were not actually engaged in an activity
specifically related to motherhood.
Although quite revealing depictions of
women, with an exposed shoulder or
shoulders and décolletage with at least the
suggestion of a nipple, recur in Lépicié’s
works with other genre subjects, such as
Woman Reading (1769, Cleveland Museum
of Art) and Le Lever de Fanchon (1773,
Musée de I’hotel Sandelin, Saint-Omer),
there is a placidness to the woman in the
present drawing which perhaps could be
more closely linked to his works on the
subject of young nurturing mothers.* The
maternal ideal was also wholly in line with
both Lépicié’s own humanistic interests
and the overall concerns of the Enlighten-
ment, with its emphasis on the child and
the importance of a loving and well-nurtu-
red childhood.**

Whether the drawing should be viewed
as a study for a painting of a young mother,
or simply as a detailed depiction of a young
woman representing both a sensual and
amaternal ideal, the warm intimacy that
she radiates is very pronounced. Her coun-
tenance has a pervasive contented air, and
in her eyes there is both a contemplative
look and the glint of a smile. The drawing
is an excellent example of how, seemingly
effortlessly, Lépicié could capture the
female ideal of his time.

Another recent acquisition of the
Nationalmuseum that exhibits a similar
intimacy is Fran¢ois-André Vincent’s
(1746-1816) Study of a Seated Woman in
Profile, Probably Marie-Gabrielle Capet
(Fig. 6). Just like Lépicié’s drawing,
Vincent’s study is characterised by a high
degree of finish. In a technique similar to
Lépicié’s, Vincent builds strongly defined
volume through the use of coloured chalks,
expertly capturing the nuances of his
model’s flesh, the gleam of her earring and
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[73])
Femmes du Louple: .

Fig. 4 Jean-Baptiste Le Prince (1734-1781),
Femmes du Peuple. Sheet Six from "Suite de divers
habillements des peuples du Nord”. Etching on
paper, 224 x 176 mm. Nationalmuseum,

NMG 38/1954

the folds of her clothing. The drawing is
a prime example of why Vincent, in 1768,
had won the Prix de I’Etude des Tétes et de
I’Expression, and later became curator of
drawings to Louis XVI and professor of
drawing at the Ecole Polytechnique.®
Marie-Gabrielle Capet (1761-1818)
was the student of Vincent’s wife, the
successful portrait painter Adélaide
Labille-Guiard (1749-1803). She also lived
together with Vincent and Labille- Guiard,
evidence of her close relationship to both
these artists. In fact, after Labille- Guiard
died in 1803, Capet stayed on and cared for
Vincent. Capet referred to Vincent as “my
father” and was the sole beneficiary
of his will after he died in 1816.2° Some of
the foremost works by Labille-Guiard
and Capet, as well as by Vincent, also
document the relationship between the
three artists: for example, two intimate
portraits by Labille- Guiard of Vincent
and Capet at work; Labille- Guiard’s

Art Bulletin of Nationalmuseum Volume 26:1, 2019
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famous Self-Portrait with Two Pupils (1785,
Metropolitan Museum of Art, New York),
where Capet is one of the students; and
perhaps Capet’s most famous painting, the
posthumous tribute to her teacher’s work,
The Atelier of Madame Vincent (1808,
Neue Pinakothek, Munich). In the last of
these works, Labille- Guiard is surrounded
by her husband and Capet in a similar
arrangement to that in which she had
earlier portrayed herself together with
her pupils Capet and Marie-Marguerite
Carreaux de Rosemond (1765-1788).>”
The Nationalmuseum drawing further
underlines the special bond that existed
between the three artists. In the collec-
tions of the Metropolitan Museum of Art,
New York, there is a drawing of a woman
signed by Labille- Guiard which, both in
style and conception and in terms of the
resemblance of the sitter, is extraordina-
rily close to the present work (Fig. 87).
Both Joseph Baillio and Perrin Stein have
suggested that the drawing in New York
does indeed depict Capet, a view that is
now universally accepted. In fact, that
drawing is so close to the present work
that they must have been made at the
same time. Both drawings are executed
from approximately the same perspective,
showing the seated woman from behind
and in profile, wearing the same clothing
and the same earring. The woman in the
two drawings also closely resembles other
drawn portraits by Vincent which we know
for certain are of Capet.? It seems very
unlikely, therefore, that Vincent’s drawing
should depict any other model than Capet.
Labille- Guiard’s biographer, Anne-Marie
Passez, has also suggested that she and her
husband would draw portraits together
of the same sitter.?° That they would give
each other professional help and advice
is also shown in Capet’s aforementioned
studio portrait of Labille-Guiard, where
the latter is actually working on the prepa-
ratory drawing for her portrait of Joseph-
Marie Vien (1716-1809) and Vincent is
shown pointing at and commenting on it.
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Before the existence of the present work
was known, Perrin Stein commented that,
given the sparsity of known drawings by
Labille-Guiard and the closeness in execu-
tion of her drawing of Capet to Vincent’s
style and technique, one could be tempted
to attribute that work to the latter artist,
had it not been for her signature.®
However, as she also points out, Labille-
Guiard’s craftsmanship was well on a par
with her husband’s, and the fact that a
drawing so typical of Vincent’s style could
have been authored by Labille- Guiard
and bear her signature may simply bear
witness to the extent to which these artists
could influence each other.?? Furthermore,
in the Metropolitan Museum of Art there
is a study by Labille- Guiard of her pupils
Capet and Carreaux de Rosemond for her
self-portrait, which in both technique and
likeness of the sitter also bears a close
resemblance to the two drawings of Capet
in profile.*

In the Nationalmuseum drawing, as in
the corresponding drawing in the Met-
ropolitan Museum of Art, Capet’s warm
smile and exposed shoulder capture the
prevailing feminine ideal of the time and,
as she was depicted in the same techni-
que and the same informal manner by
both Labille-Guiard and Vincent, it also
bears witness to the shared and confi-
ding intimacy of this exceptional artists’
household, which was so central to French
18th-century painting. The five drawings
that have recently been acquired all show
that it is both possible and important to
fill the gaps in a historical collection. Both
Oudry and Vincent had Swedish contacts
and were therefore already represented
in the Museum’s collection, but the choice
of works represented the taste of Carl
Gustaf Tessin and Johan Tobias Sergel
(1740-1814) , respectively. The new acqui-
sitions reflect other sides of these artists’
oeuvre. The virtuoso examples of work by
Le Prince and Lépicié do further justice to
the vibrant art of drawing in 18th-century
France.
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Fig. 5 Nicolas Bernard Lépicié (1735-1784), Young Woman with Bonnet, 1770s. Pencil, red chalk, white heightening and stump on
beige paper, 397 x 299 mm. Purchase: Hedda and N. D. Qvist Fund. Nationalmuseum, NMH 53/2019.
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Fig. 6 Francois-André Vincent (1746-1816), Study of a Seated Woman in Profile, Probably Marie-Gabrielle Capet, c.1789. Black and red
chalk with white heightening, 515 x 400 mm. Purchase: Hedda and N. D. Qvist Fund. Nationalmuseum, NMH 4,/2020.
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