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ACQUISITIONS/A SEATED AMOUR

primarily drawings. But as Caviglia-Brunel 
and Perrin Stein, in her review of the for -
mer’s catalogue, point out, there is a sense 
that Natoire more than most other draughts -
men parleys with the artists he copied, 
straddling “the various designations of 
collaboration, copy, and homage”.3 This is 
true of both style and content, and as with 
his drawings in general, he often seems to 

The dynamics of Charles-Joseph 
Natoire’s (1700–1777) drawings 
have been a focus of research on 
the artist in recent decades, 

primarily through the work of Susanna 
Caviglia-Brunel, culminating in her impor-
tant catalogue raisonné of his oeuvre 
(2012). As she argues, Natoire should be 
remembered as much for his extensive and 
varied contribution to this discipline as for 
his painting.1 A drawing of a seated Amour 
by Natoire, recently acquired by the 
National museum, can be said to underline 
the central role of the art of drawing in his 
work (Fig. 1).  
 What laid the groundwork for Natoire’s 
personal relationship to drawing, and what 
were his usual drawing practices? To under-
stand this, Rome, the city which came to 
represent the bookends of his career, is of 
central importance, both his early years of 
study in the city and the way he reconnect-
ed with this period when he became head 
of the École de France in 1751.2 As head of 
the school, it seems that official duties re-
quired him to forgo painting commis sions. 
However, this made room for a continuous 
refinement of his drawing, perhaps pri -
mar ily because the practice of this art was 
more unofficial, and thus more relaxed, in 
nature. Inadvertently, this also further 
revealed the form and range of his drawing 
ability and output. Both during his time as 
student and as a master in Rome, he made 
numer ous drawings copying the works of 
other masters, past as well as contempo-
rary: paintings and sculptures, but perhaps 
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be working towards a stage where they 
could be viewed as the endpoint in and of 
themselves.4 In this respect, it is not sur-
prising that during his years in Paris he 
copied works in Jean-Pierre Mariette’s 
(1694–1774) illustrious collection of mas-
ter drawings. Mariette, his collection, and 
his views on the superiority of drawing as a 
means to ascertain the hand of a master 

Fig. 1 Charles-Joseph Natoire (1700–1777), A Seated Amour, signed 1745. Red, black, blue and white chalk on 
blue paper, 27.4 × 32 cm. Purchase: Hedda and N. D. Qvist Fund 2020. Nationalmuseum, NMH 83/2020.
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degree of finish to the putto of the drawing, 
achieved not least through the expert use 
of trois crayons paired with wash and 
pastel on coloured paper. If this were only 
a study for the figure in the painting, one 
would perhaps expect the surrounding 
area of the sheet to be empty or at least to 
be filled with lines or colours correspon-
ding to the area closest to the figure in the 
larger work. Instead, we find the hint of a 
landscape with a tree and even some 
clouds in the background. Caviglia-Brunel 
posits that the drawing should perhaps be 
viewed as a ricordo, but, considering the 
artist’s drawing practice, it could just as 
likely have been a finished drawing that he 
had made earlier for his own satisfaction 
and to refine his skill, and then reused 
when he received the commission for the 
painting. However, Caviglia-Brunel is in all 
probability correct; the faraway commis-
sion of course meant that it was unlikely 
that Natoire would see the painting again, 
so a memento of a figure, perhaps one he 
particularly appreciated, seems likely.10 

 Painted ricordi of entire compositions 
are of course quite common, but the fact 
that Natoire made his drawing of this 
spe cific figure into a finished picture in 
itself should be viewed as an example of 
the pos sibilities and freedom that he 
found were afforded primarily by drawing, 
which in several respects, it seems, he 
preferred to painting.

were of course also instrumental in how the 
perception of drawings as finished works of 
art evolved in 18th-century France.5 
 In some cases, Natoire’s drawings were 
outright collaborations with other artists, 
where they could be responsible for the 
architecture or landscape and Natoire him-
self for the foreground details and figures.6 
In his own landscape drawings, it can be 
argued that he applied this type of collab-
orative working process, albeit with him-
self, as he adorned them with figures often 
culled from his other drawings.7 These were 
not necessarily direct studies of figures for 
these landscapes, but probably favourite 
figures that he saw fit and wanted to reuse 
or preserve in another context. The art of 
placing figures in or taking them out of pre-
existing compositions was possibly  possibly honed 
by Natoire early on and, over time, became 
a central part of his artistic achievement. 
It probably also played a part in the exe -
cution of the present drawing.
 In 1745, Natoire was commissioned by 
the superintendent of the Royal Palace in 
Stockholm, Carl Hårleman (1700–1753), 
to paint six overdoors. In May of that year 
he was paid 800 livres for the first two, and 
the following year 1,600 livres for the last 
four. The overdoors, with the subjects of 
Neptune and Amphitrite, Jupiter and Io 
(NM 858), Apollo and Clytie (Fig. 2), Pluto 
and Proserpina, The Faithful Shepherd and 
The Sleeping Shepherd, were placed in the 
royal apartments of the newly built palace. 
Two of these, Jupiter and Io and Apollo and 
Clytie, were transferred to the National-
museum in 1865 and then returned to the 
Royal Palace in 1948.8  

 The only known drawing relating to 
this commission is the one acquired by the 
Nationalmuseum.9 It directly relates to the 
painting Apollo and Clytie, but in what way? 
At first glance it may appear to be a study 
for the seated putto in the foreground of 
the painting, but this is in all probability 
erroneous. Considering Natoire’s working 
practice, and his varied use of drawing, 
one must conclude that the drawing had 
another purpose. There is a very high 

Fig. 2 Charles-Joseph Natoire (1700–1777), Apollo 
and Clytie, signed 1745. Oil on canvas, oval, 117 × 108 
cm. Nationalmuseum, NM 857.


