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Preface

Watteau, 1684-1721 is the first international loan exhibition
ever devoted to the art of the great French eighteenth-
century artist Antoine Watteau.

From the very beginning, we were aware that a large-
scale Watteau show would pose special loan problems, but
on this, the three-hundredth anniversary of his birth, our
hopes have been far exceeded by the amazingly generous
and understanding responses of our lenders. A large number
of paintings could not be borrowed because of problems of
condition and individual loan policies; loans of drawings
were often severely restricted because of conservation con-
siderations. Thanks to the lenders, however, the exhibition
represents the full range of Watteau’s art: the course of his
development as both a painter and draftsman, the variety
and ingenuity of his themes, the musical rhythms of his com-
positions, the special grace and elegance of his figures, the
brilliance of his color, the purity of his draftsmanship, and
the special poetry that places him among the world’s great
artists. We are confident that this unprecedented assembly
of Watteau’s works will contribute not only to a reawakened
awareness of this artist’s important place in French and
European art, but also to new and innovative scholarship.

Much of the credit for assembling such a comprehen-
sive exhibition goes to co-curators Margaret Morgan Gras-
selli of the National Gallery and Pierre Rosenberg of the
Louvre. Their diligence, patience, and persistence have been

rewarded by the overwhelmingly positive response of all
those who have agreed to participate. For assisting them and
coping with the difficult logistical problems posed by this
complex exhibition, we would like to thank the numerous
staff members from all three organizing institutions who
have contributed to its success. Loan officers, editors, instal-
lation designers, curators, registrars, and many others have
all given unstintingly of their time and energy. This marks the
first time a loan exhibition has been shared among Paris,
Berlin, and Washington, and our dedicated colleagues in all
three cities who have worked so diligently toward the reali-
zation of this complex undertaking deserves our heartfelt
thanks.

Finally, we would like to express our sincere gratitude
to all those who have helped make this exibition financially
possible, including the Federal Council on the Arts and
Humanities, who granted an indemnity for the U.S. showing.
Such support has allowed us to realize our vision of a show
that would do justice to the full brilliance of Watteau’s art.

J. Carter Brown Hubert Landais Helmut Borsch-Supan

Director Directeur Museums direktor
National Gallery des Musées Schloss
of Art de France Charlottenburg
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Foreword and Acknowledgments

To Inna Nemilova (1927-1982)
and Harold Joachim (1909-1983)
who would have liked so much to see this exhibition

We offer here the first true Watteau exhibition that brings
together his principal paintings, his most beautiful draw-
ings, and his rare prints. Commemorating the tercentenary
of the artist’s birth (he was born and died exactly two hun-
dred and one years after Raphael), it is the first such exhibi-
tion for the very simple reason that it was difficult (some
thought it would be impossible) to produce. Watteau painted
little and his paintings are often in poor condition. Both his
paintings and his drawings are fragile, and some of them
belong to museums that are prevented by their regulations
from lending.

A popular and well-loved artist, Watteau, like all great
inventors, is no less a “difficult” painter. For that reason, we
have attempted to study his oeuvre from several different
perspectives. Watteau'’s brief life, his illness, and his friends
are described, and his drawings, prints, and paintings are
the subject of detailed catalogue entries. We have also tried
to familiarize the reader with Watteau’s Parisian milieu and
the world of the theater, opera, and music. Watteau lived in
troubled times—what did he know of it; what did he retain?
The reader will find here not only a thorough study that
places Watteau in his time, but also discussions of theater
costumes and musical instruments. There is also an essay on
Watteau and Frederick the Great, as well as two reports on
the spectacular and exemplary restorations of the Pilgrimage
to the Island of Cythera at the Louvre and the [talian Comedi-
ans at the National Gallery, Washington, written by the
respective conservators. Our catalogue is not, then, a mono-
graph. Rather, it attempts to place Watteau’s oeuvre in a con-
text that will give the reader a better understanding of the
artist’s intentions and a better appreciation of his works.

The exhibition is a collective effort of three great institu-
tions, the National Gallery of Art, Washington, the Réunion
des Musées Nationaux de France, and the Staatliche Schlos-
ser und Garten Berlin, while the catalogue is a collaboration
of nine authors from all three countries.

We wish to thank the museums and collectors who have
generously agreed to lend their works by Watteau. We would
also like to express our gratitude to the many people who
have contributed to the successful conclusion of this project.

[. Aaser, A. Abramovitch, H. Adhémar, C. Alégret,

P. Abondance, K. Agius, R. Amt, G. Anson, H. Baderou,
J. Baticle, T. and V. Bajou, . Barnes, F. Barthet,

G. Bartoschek, H. Bauer, B. de Bayser, J. Bean,

D. Beasom, A. Bigley, 1. Bizot, Y. Boerlin-Brodbeck,

B. de Boissaison, M. Bourel, J. Boyer, J. Bran-Ricci, D. Breme,

J. Brealey, G. Bresc, J. Cailleux, Y. Cantarel-Besson,

V. Carlson, C. de Couessin, C. Chagneau, M. Chiarini,

K. Christiansen, U. Collinet, F. Coman, I. Compin,

P. Conisbee, S. Cook, O. Cottet, E. Croog, Y. Davreu,

D. DeGrazia, C. Denison, R. Démoris, Y. Deslandres,

J. Dugot, P. Duwez, J. Edwards, G. Ehrmann,

M. Eidelberg, P. Ettesvold, S. Ferrand, C. Filhos-Petit,

R. Fine, B. Fink, B. Foucart, J. Foucart,

E. Foucart-Walter, B. Fredericksen, S. Freedberg,

J. R. Gaborit, C. Gallagher, D. Gazier, A. R. Gordon,

M. Grassi, R. Green, C. Greer, N. Guibert, F. Haskell,

P. Hecht, H. Henkel, J. and P. Herring,

J. G. von Hohenzollern, R. Hohl, P. Hourcade,

N. lacomini, J. Ingamells, C. Innes, B. S. Jacoby,

A. Janson, B. Jestaz, A. Joyaux, J. Kotalik, M. Kraan,

I. Kouznietsova, E. Kwiatkowski, E. de La Haye Jousselin,
A. Laing, J. de La Gorece, J. Lauts, T. Lefrancois,

M. Leithauser, Sir M. Levey, L. Libin, A. Lossignol,

B. Lossky, J. J. Luna, V. Lyle, Maitre-Alain, M. Malinski,
M. Marliére, G. Macchia, H. Marx, S. F. McCullagh,

G. McKenna, B. Meij, A. P. de Mirimonde, M. Modestini,
A. Mongan, J. Montagu, M. Ness, C. Nordenfalk,

R. Nungesser, K. Oberhuber, D. Ojalvo, G. Ortiz, Sir

K. T. Parker, A. Pastan, C. Perron, Dr. Pettenati,

A. Perez-Sanchez, C. Perez, B. Pfiffli, A. Pingeot,

H. Phibbs, B. Phillpotts, D. Posner, O. Potterton, H. and
M. Prouté, S. de Pury, C. and C. Quenson, R. Raines,

G. Ravenel, J. Repusseau, H. Reyne, L. Richards, M. Rebois,
M. Robin, A. Robison, M. Roland-Michel, C. Rosenberg,
J. Roslin, J. Roullet, D. Rousseau, D. Russell, F. Russell,
C. de Saint Hypolyte, M. C. Sahut, A. Salz, P. Sandstrom,
B. Sani, A. Schnapper, C. Schneider, F. Sironi, C. Soalhat,
P. Smiley, F. Smyth, M. R. Smyth, J. Spinx, F. Stampfle,
M. Stewart, J. Stock, M. Stuffmann, M. Suzor, P. Tang,
D. Thompson, V. Tuttle, J. H. van Borssum-Buisman,

M. Vangheluwe, C. and M. Vasselin, E. Viginet, C. Vogel,
J. Weaver, P. Whitesides, S. Whittingham, E. Williams,
R. Woodman-Savage, M. Yakush, Y. Zolotov.



Fourteen Questions Around a Name

Antoine Watteau, of all
French painters including
Cézanne, is the one who has
inspired the most critical
attention. For over a century
critics and historians,
novelists and art historians,
poets and essayists,
psychologists and
musicologists have written
studies and articles,
interpretations and
hypotheses, analyses and
catalogues raisonnés. His
work has fascinated writers
primarily, but also musicians,
like Ravel, and film directors,
like Jean Renoir, designers
and socialites, and artists
too, even those, from. Ingres
to Rodin, whose aesthetics
seem furthest from
Watteau’s.

Can one suggest some
explanation for this
extraordinary popularity
other than the painter’s
mysterious life and
premature death ?

10

N ot to be underestimated
is the famous quote by Peére
Claude-Francgois Fraguier
in his Epitaph for Watteau
(1726): ““ Watteau, a Flemish
painter. ...” In 1684
Valenciennes had only just
become French. The city
and surrounding area
possessed a wealth of
Flemish masterpieces that
must have made a strong
impression on the young
Watteau.

In Paris, according to all his
biographers, Watteau never
ceased to admire Rubens’
work, especially those in the
Marie de’ Medici gallery in
the Luxembourg Palace.
Watteau returned to
Valenciennes in 1709 and
wanted to return there on
the eve of his death. Some
of his best friends, like the
painters Jean-Jacques
Spoede and Nicolas
Vleughels, were of Flemish
origin.

His technique betrays his
attachment to Flemish
practices, at a time when
the Northern masters had
many followers.

How is it then that since the
middle of the nineteenth
century Watteau has been
cited by art historians as
proof that an autonomous,
original French school exists
and that he has been
considered one of the
beacons, one of the symbols
of French genius?

That Watteau’s first years
in Paris were difficult is
affirmed by all his early
biographers. We know only
that in order to survive he
worked on a sort of
assembly line for a painter
on the Pont Notre-Dame,
copying an Old Woman
Reading by Gerrit Dou and
a Saint Nicholas. His
entrance into Gillot’s studio,
and later into Audran’s,
marked the beginning of a
new phase for the young
artist. The world of the
theater and the great
Parisian residences, which
he was helping to decorate,
opened up for him. By 1709,
Watteau was already
twenty-five, yet the
circumstances of his life as
a painter and his social and
intellectual contacts are
almost totally unknown to
us.

How did Watteau discover
the pleasures of reading, the
charms of music, the joys
of the theater and opera ?
How did he become
cultured ? How did he come
to meet professionals in the
arts and their patrons as
equals ?

Once again, Watteau
owed much to Flemish
models. But in Paris and
Versailles he could have seen
the paintings and sculpture
brought together by the king
as well as the great
collections such as that of
Crozat, who had brought a
rich harvest from Italy in
1715. Venice and painters
like La Fosse, himself a
master colorist, inspired him
more than Raphael or
Poussin (but Albani had a
greater influence on his
work than has yet been
measured). Yet Rome was
the city he wanted to
visit—in vain—and it was

to London that he made his
only real journey, though at
a time when he gave more
than he received. Noticed

in 1709, recognized in 1712,
admired by 1717, Watteau
died famous : within a dozen
years he had imposed a
style, a new type of painting,
a new genre, a new
aesthetic. From where did
his ideas spring ?



In 1744, Gersaint wrote
that Watteau would always
pass for “ one of the greatest
and best draftsmen that
France has ever produced.”
While his drawings are
indeed universally admired,
critical opinion regarding
Watteau’s paintings is
sometimes more reserved
(except, of course, for the
two versions of The
Pilgrimage, the Pierrot
[Gilles], the Shopsign, and

a few small jewels).
Obviously, their condition

is much at fault, as we shall
explain in the introduction
to the paintings section of
the catalogue. But one
senses that some critics have
reservations or doubts about
the rank to which the painter
is entitled : Diderot, for one,
who preferred “ rusticity ”
to “ migniardise, ” would
have given ““ ten Watteaus
for one Teniers” (Diderot,
1768, p. 749). It seems
difficult to dissociate the
painter from the draftsman,
and we may have been
wrong to study them
separately here. However,
the very fact that they have
been brought together in
the same exhibition should
enable us to become aware
of the unity and uniqueness
of Watteau’s ceuvre.

N ext, is it not

contradictory to insist on
Watteau’s separate and
special place in the history
of French painting while
admitting his influence,
which was and remains
considerable ? He had less
effect on the painters of his
time, if Lancret and Pater
(who were only clever
imitators) can be called
painters, than on the
decorative arts; less perhaps
on nineteenth-century
painters (except Turner and
Monet) or on our
contemporaries (those whom
we know personally, from
Balthus to Szafran, from

R. Mason to A. Arikha, from
Lucian Freud to Otto
Schauer, have told us how
much they revere his work)
than on poetry, cinema, and
fashion.

Watteau'’s influence is more
subtle and more profound.
It is not limited to painting
or to the liberal arts—hence
its originality. His ceuvre
depicts human relationships
as we dream of them ; it
presents an image of an
ideal of life. From this world
other creators would derive
inspiration; in their own
turn, in their own way, in
their own style, they would
evoke this world.

Even though Watteau was
a contemporary of Chardin
and Boucher, his work
seems to belong to another
century. Watteau totally
ignored still-life painting ;
Chardin was not interested
in nature, trees, or rivers.
Watteau’s women, with their
faraway looks, appear
inaccessible, in contrast to
those painted by Boucher.
Watteau'’s eroticism is
intellectual ; Boucher’s is
only skin-deep. Chardin was
as careful and miserly with
his pictures as Watteau and
Boucher were prodigal with
theirs ; he sought calm and
silence while Watteau’s work
is full of music and tension.
Boucher’s ease is
astounding ; Watteau strains
at times, at least in his
paintings. Chardin belongs
to a tradition that includes
Poussin and Le Nain, Corot,
Cézanne, and the cubists.
Boucher finds his place
between Fontainebleau and
Delacroix, between
Blanchard and Renoir.

Yet the three artists were
born within a span of less
than twenty years, and might
very well have met in the
streets of Paris. Chardin’s
first picture, like Watteau’s
last one, was a shopsign.
The young Boucher etched
many of Watteau’s works
and devoted himself to the
older artist’s ceuvre. But
then, how can we explain
why Boucher and Chardin
chose such different paths ?

11



We come now to one of

the major difficulties in the
study of Watteau : the
interpretation of his work.
Did Watteau want to give
his paintings subjects ? Or
should they be seen only as
simple pastoral
entertainments, strewn with
musical or erotic symbols ?
The experts are still divided
on this issue.

His contemporary
biographers do not take a
clear position on the matter.
Caylus expressed regret that
Watteau’s canvases had “ no
object,” but those he cited
as examples and which
might—exceptionally—have
had one were not especially
different from the other
works of Watteau. Would
not the titles of the
engravings in the Recueil
Jullienne, which are
generally attributed to
Jullienne himself, reflect
Watteau'’s intentions ? Party
of Four (cat. P. 14), The
Adventuress (cat. P. 18, 20)
The Dreamer (cat. P.26), The
Two Cousins (cat. P. 47), and
The Love Lesson (cat. P. 55)
allow our imagination to
wander, and by their very
imprecision lead to reverie.
Did not Watteau, like Titian,
about whom Taine wrote
these words in 1876 (I,

p. 352), possess ““ the talent
to imitate things closely
enough for illusion to seize
us, and to transform things
profoundly enough for
dreams to wake in us” ?

12

As he was seen by his

contemporaries, and as he
is still seen today, Watteau
is considered a painter of
modern life. He did not, it
is true, paint many pictures
of religious subjects, or
mythological scenes. History
occupies only a slight place
in his work. But it would be
absurd to pretend that
Watteau is a witness of his
time. On the contrary, with
the entirely relative
exception of his military
paintings, Watteau seemed
to turn his back on daily
reality and to paint only
rather stiff lords and richly
costumed actors. He was
the painter of feminine
beauty, of women, of
women’s necks and
napes—nothing that evokes
everyday life.

What is meant by “ modern
life ” 7 Caravaggio, Poussin,
and Rembrandt had depicted
love, death, violence,
trickery, or tenderness, but
they addressed our intellect
more than our sensibilities.
Watteau is no painter of
ideas. He speaks to our
senses : that is why he was,
and still is, thought of as a
modern painter. Love, which
he painted in all its varieties,
in all its forms, at all its
different stages, was his
preferred subject. He
portrayed it in a timeless
manner, with an intimacy
that touches all of us.

Though sad and nostalgic
to some, gay and cheerful
to others, Watteau’s works
are definitely musical. To be
sure, they often show
musicians, but more
important, the world of
sound is extraordinarily
present in them. “ Chamber
music” answering “ Rubens’
brass” (Malraux,
L’intemporel, 1977, p. 1),
Watteau’s works have long
been compared to those of
Mozart. The latter certainly
knew nothing about
Watteau, who was already
forgotten at the time of Cosfi
fan tutte or Don Giovanni.
This parallel, which is
historically less convincing
than the comparison
between Watteau and
Couperin (1668-1733), has
at least one merit: it is a
well-known fact that
interpretations of Mozart's
operas and of his intentions
have changed with each
generation, with the
conductors and producers.
Does not the same hold true
for Watteau, is not his work
rich enough to allow several
readings, each one just as
convincing as the next ?

Those who have reflected
on Watteau have almost
always been tempted to
adopt a literary
interpretation of his work.
These multifarious readings,
sometimes ingenious, often
extremely complex, always
too precise because they
attempt to enclose the artist
within a single system, have
made people forget that
Watteau was also a painter
easy to love and to
understand, as evidenced
by his popularity with a
broad public that is not
given to questioning the
reasons for its fascination.
A more serious consequence
is the too often forgotten
fact that Watteau’s pictures
are wonderful pieces of
painting, a “ feast for the
eyes.” Unlike the
connoisseurs of his
drawings, the students of
his paintings have lost sight
of the artist’s masterly ease,
of his virtuosity, of the
beauty and freedom of his
touch, of his brilliance as a
colorist, of the beauty of his
light and sun. ... Not one
of his contemporaries, not
even G. M. Crespi in
Bologna, gives much
pleasure through his craft.



Even if his contemporaries
had some difficulty in
defining it clearly, they
sensed the novelty of
Watteau’s art, as did
nineteenth-century art
lovers, though they knew
only the Pilgrimage to the
Isle of Cythera (cat. P.61),
the only Watteau picture
shown in the Louvre prior
to the arrival of the La Caze
collection in 1869. Is it
conceivable that Watteau’s
pictures could be only pure
painting and that the artist
had no greater requirement ?
Watteau, like all great
creators, was also a difficult
painter, an ambitious artist.
But more than others, he
tempted and defied words;
he invited discussion and
explanation, but he then
shied away.

Ambiguity therefore
seems to be the primary
characteristic of Watteau’s
work, a quality that was
deliberately chosen and
knowingly nurtured by the
artist. There is the ambiguity
of a secret life, of an ceuvre
that developed along totally
illogical lines, there is the
““social” ambiguity of his
models, and above all the
ambiguity of Watteau’s
intentions, of his pictures,
which are at once anxious
and serene. Watteau was
the painter of indecision,
the kind of indecision shown
by the art lovers who
entered Gersaint’s shop. But
ambiguity does not mean
impenetrability. To us,
Watteau appears essentially
an introverted and feminine
painter, thus radically
opposed to Rubens, who is
extroverted and virile.

Ultimately, one question
remains : what is left to be
learned about Watteau and
his work ? The man has
hidden himself, as we have
said, and the archival
documents that may yet be
discovered will probably not
add major revelations about
his life.

New drawings will be
identified ; his paintings will
be dated more precisely ;
some that have been lost
since the eighteenth century
will resurface; the
publication and reproduction
of the Figures de différents
caracteéres, the collection of
etchings after Watteau’s
principal drawings, will
result in more precise
knowledge of Watteau’s
drawings. More attention
should be focused on the
eighteenth-century
collectors.

Our personal wish was that
this catalogue would bring
together the essentials of
what is known today about
the life and work of a great
artist who died on the
threshold of maturity. If it
serves as a point of
departure for new research
on Watteau, if it can lead to
a better understanding and
therefore a better
appreciation of him, then
our aim will have been
accomplished.

(Translated by Michele R. Morris)

13



F. Boucher, Portrait of Watteau. Musée Condé, Chantilly.

s 3 o
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Chronology

Rarely has the life of a painter remained as enigmatic and as
obscure as that of Antoine Watteau. Born in Valenciennes,
where he lived until the age of eighteen, he is believed to have
been the student of the city’s best-known painter. His name
does not appear in any of the numerous recorded documents
mentioning Watteau during that time, except the record of
his baptism. Watteau never married. In Paris, he lived with
various friends: Pierre Sirois, Edme Frangois Gersaint,
Pierre Crozat, Nicholas Vleughels. He is not known to have
had any fixed domicile or personal residence. He was solitary
and misanthropic (the word is Caylus’).

The biographies published during his lifetime (in Pere
Orlandi’s Abecedario pittorico), just after his death, and
throughout the eighteenth century are sometimes contra-
dictory.and confuse much more than they clarify. There are
seven principal “bibles” on Watteau, written for the most
part by friendly hands: the very short obituary by La Roque
(1721), the one by Leclerc (who is identified as the author for
the first time in Appendix A, “Watteau in His Time”), in the
Moreri Dictionnaire (1725 edition), the ones by Jullienne
(1726), Gersaint (1744), Mariette (c. 1745), Dezallier d’Argen-
ville (1745), and finally the one by Caylus (see Rubin 1968-
1969) read at the Academy in 1748 but perhaps written ear-
lier, for the definitive version was found by the Goncourts in
1856 (for more details, see the Chronology under the dates
cited). Other contemporary texts, often partially published
(such as the one written by the countess Ulla Tessin in 1762)
contribute no new information. All of these sources have
helped to throw a cloak of mystery over the artist, which
research has not always been able to lift.

One must rely on the rare but dependable contempo-
rary sources of the Archives Valenciennes (AV), which
thanks to archivist Michel Vangheluwe (whom we wish to
thank for his painstaking work) have shed light on the Wat-
teau family and Valenciennes at the end of the seventeenth
century; the minutes (proces-verbaux) of the Royal Academy
(PV) that we have recopied from the original manuscripts in
the Ecole de Beaux-Arts, Paris; and finally, the precious testi-
mony of the artist’s friends published in the journal and cor-
respondence of the Venetian artist Rosalba Carriera (1675-
1757) in the Laurentian Library of Florence, the Ashburnham
codex (Ashb. 1781), and the journal of the Swedish collector
and diplomat Carl Gustaf Tessin (1695-1770) in the Moselius

collection, Stockholm. Material from archival sources is in
italics, and is translated from the original French unless
otherwise noted.

To this short list can be added the few lines from Wat-
teau’s hand that appear on the versos of some of his draw-
ings (cat. D. 51; PM 284, 493, 497) but these are rough drafts of
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letters, undated, often bits of disconnected sentences ren-
dered illegible by cuts. The back of PM 462 (formerly Groult
collection, location unknown) gives us nevertheless an
address, perhaps one for a room rented by Caylus for Wat-
teau: | pray M. to send me the easel and box of paints tomor-
row morning on the Quai Neuf at a perfumer at the orange
(word crossed out) at the Orangerie Royal. The letter on the
verso of (cat. D. 51, fig. 1), a more finished draft of the letter
found on the versos of PM 497 (British Museum) and of PM
493 (Uffizi) remains enigmatic: all three of the drawings are
of Savoyards. The fragmentary prescription written in an
unknown hand in pen on the back of PM 929 (fig. 2) ... of
peeled licorice and then the whole thing strained and cook it
with a pound of clarified sugar, seems to confirm that the art-
ist suffered from tuberculosis. The Mercure of November
1729 praises this remedy as a cure for that terrible illness.
Four signed letters, published in the Archives de I’'Art
Francais (1852, pp. 208-213) from transcriptions supplied by

1677

17 March: During the war (1672-1677), Valenciennes, a city of
French Flanders under Spanish domination, taken by sur-
prise assault in half an hour by the French army commanded
by Louis XIV and Vauban.

1678

17 September: Treaty of Nijmegen: Spain cedes Valenci-
ennes to France. Magalotti becomes governor.

Birth of Antonio Vivaldi (d. 1741).

1680
5 August: King Louis XIV and Queen Marie-Thérése make
their entry into Valenciennes.

1681
Birth of Georg Phillip Telemann (d. 1767).

1682
Birth of Giovanni-Battista Piazzetta (d. 1754).
Death of Claude Lorrain (b. 1600).

1683
Birth of Jean-Philippe Rameau (d. 1764).
Deaths of Colbert and Queen Marie-Thérése.

1684
Death of Pierre Corneille (b. 1606).

1685

Births of Peter Angelis, painter and imitator of Wattcau
(d. 1734), Johann Sebastian Bach (d. 1750), Georg-Friedrich
Handel (d. 1754), Jean-Marc Nattier (d. 1766), Antoine Pesne
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the Baron de Véze, are very perplexing. Once attributed to
Watteau, they have since been challenged. They are hardly
eighteenth-century in style, and the facts they cite cannot be
verified (or sometimes contradict what we know). The capi-
tal letters, A. WATTEAU, of the signatures are completely dif-
ferent from the simple and unchallengeable Vateau placed at
the bottom of the Academy minutes (see Biography 1717).
Finally, the secrecy of the owners of these missives, lost since
1852, has precluded any analysis of the handwriting and
hence their authentication. A fifth letter about Watteau from
Sirois to a bookseller (23 November 1711) seems even more
suspicious, if only because of its provenance, Benjamin Fil-
lon. We nevertheless have included these letters at the end of
this chronology.

We have excluded a receipt of 14 August 1719, for pay-
ment by the Duc d’Orléans, which has been confirmed as a
forgery by Mirimonde.
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fig. 3. Notice of the baptism of Jean-Antoine Watteau.
Archives Valenciennes.

1684-1701: Birth and Childhood of
Watteau in Valenciennes

1684

10 October: Baptism of Jean-Antoine Watteau at Valenci-
ennes, parish of SaintJacques: On 10 October 1684 was bap-
tized Jean Antoine, legitimate son of Jean Philippe Wateau and
of Michele Lardenois, his wife. Godfather Jean Antoine
Bouche, godmother Anne Maillart (or Malliot) (AV, baptismal
register, parish of Saint-Jacques) (fig. 3.)



(d. 1757), and Domenico Scarlatti (d. 1757).
20 October: Revocation of'the Edict of Nantes (1598): Protes-
tants driven out of France.

1686

Birth of Jean de Jullienne (d. 1766; ennobled only in 1736).
Formation of the Augsburg League against France.

Birth of Jean-Baptiste Oudry (d. 1755).

1687
Death of Jean-Baptiste Lully (b. 1632).

1688
Births of Marivaux (d. 1763), Charles Parrocel (d. 1752), and
Henri-Simon Thomassin the Younger (d. 1741).

1689
Birth of Montesquieu (d. 1755).

1689-1697
War of the Augsburg League.

1690

Birth of Nicolas Lancret (d. 1745).

Deaths of Charles Le Brun (b. 1619) and Adam Frans Van der
Meulen (b. 1632).

Jean-Philippe Watteau, Antoine’s father, the eldest of a
family of ten children, baptized 4 April 1660: On 4 April 1660
was baptized the child of Bartholomé Vuateau and of Cather-
ine Reuse . .. A child named Philippe (AV, baptismal register,
parish of SaintJacques.)

Bartholomé Watteau, grandfather of Jean-Antoine,
was a roof tiler.

At least three of his children followed the same trade:
Jean-Philippe, the father of Antoine, presented his master-
piece as roofer, about which he took legal action against the
constables and master roofers of the city on 26 February 1680
(AV,FF 103). He is again cited as a dealer in escailles (slates) in
1688-1689, in wood in 1689-1690 (AV, H 2/165), and, more
strangely, in fish in 1695 (AV, FF 107); Thimothée, the sixth
child of Bartholomé¢, baptized 18 April 1670, also was
involved in a lawsuit about his masterpiece as roofer in
November 1688 (AV, FF 105) and Antoine Roch, seventh
child, baptized 5 May 1672, apprenticed as a roofer in
escailles under Thimothée his brother in 1695-1696 (AV,
H2/165).

Michele Lardenois, Antoine’s mother, seven years
older than her husband, was baptized 12 September 1653: the
12th was baptized the Child [of] Jean Lardenois (deceased
shortly before the birth of Jean-Antoine, 3 June 1684) and of
francgois hotteau ... a child named Michelle (AV, baptismal
register and register of deaths of the parish of Saint-Jacques).

Engaged 8 December 1680, married 7 January 1681
(AV, register of marriages, parish of Saint-Jacques). Philippe
Watteau and Michele Lardenois had four sons: Jean-
Francois, baptized 4 June 1682; Jean-Antoine, our painter;
Antoine-Roch, baptized 13 February 1687, died 31 August
1689; and finally Noé€l, whose date of birth is unknown, mas-
terrooferin slates in 1706-1707 after having been apprenticed
to Timoté Watteau, roofer in slates (his uncle) in 1700-1701
(AV, H 2/165). He had a son and grandson, painters, known
under the name of “Watteau de Lille” (1731-1798 and 1758-
1823).

Jean-Antoine Bouche, the godfather, who married
Jeanne Lesage in 1645, was on several occasions between
1685 and 1696 charged with the general maintenance of the
masonry of this city (AV, CC 2620).

This same year, Jean-Philippe Watteau, the artist’s
father, is employed in covering with slates places of the afore-
said [citadel] including the stables. Bartholomé, the grand-
father, is responsible for the maintenance of the roof tiling of
the gunners’ barracks and the farm ofthe black sheep (AV, CC
2619). They were still paid for this work in 1685 and 1686 (AV,
CC 2620).

1690

Jean-Philippe Watteau is accused of having broken the leg of
Abraham Lesne, burgher of Valenciennes, and must pay
damages and interest (AV, FF 106, 19 October). [This incident
is cited as an example of the numerous charges of this type
brought against Watteau’s violent father; other examples
have been omitted.]
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1691
Birth of Panini (d. 1765).
Death of Louvois.

1692
Birth of the Comte de Caylus (d. 1765).

1694
Births of Charles-Antoine Coypel (d. 1752), Pierre-Jean
Mariette (d. 1774), and Voltaire (d. 1778).

1695
Deaths of La Fontaine (b. 1621), Pierre Mignard (b. 1612), and
Henry Purcell (b. 1658).
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1691

The two generations of the Watteau family, roofers of Valen-
ciennes, seem to have been industrious. Bartholomé, the
grandfather, was employed since at least the beginning of
1688 on work at the place d’Esgardt (AV, FF 106, 26 February
1691) and on the repair of the black-sheep barn.

Jean-Philippe, the father; is still working on the main-
tenance of the roofing slate of the barracks, of the Citadel,
houses and canteens, for old and new buildings ofthis city, the
church school and its outbuildings (he received money in 1693
for these jobs). He is also paid for having roofed with slate
several hiacinthes in the secret parts of the Capucin barracks,
of the marché au fillé and other places and for several repairs
made to the house of Jean Berne, near the watering place on
the Scheldt, to house senior officers, and for the repair of sev-
eral holes in the tile roofs of the archers barracks (AV, CC 761
accounts for 1691).

The three generations of Watteaus probably lived
under the same roof. A lawsuit against Jean-Philippe informs
us that he has his domicile on the said river (the Scheldt) (AV,
FF 106, 23 July and FE 1692), and this house seems to be the
one that Bartholomé bought on rue Cohue, 11 July 1684 (AV,
series I1).

1692
The Watteaus move to rue du Fossart.

23 July: Jean-Philippe Watteau and Michele Lardenois
purchase that house and property newly rebuilt by the said
Watteau . . . located on the rue du Fossart at the back gate of
the convent (AV, series II).

5 September: Jean-Philippe Watteau is fined for
“remenage” on the street in front of his property on the Fos-
sart (AV, FF 235).

12 October: He is mentioned as living on rue Saint-
Jery.

1693

7 April: Jean-Philippe Watteau and Michele Lardenois sell
their new house on the rue du Fossart (AV, series II). In addi-
tion to continuing the work mentioned above, Jean-Philippe
is paid for the construction of extensions to the housing for
pumps used to put out fires (AV, CC 762).

1694-1695

Watteau, who was only ten to eleven years old at the time (Jul-
lienne), is apprenticed to a Valenciennes painter (Leclerc,
Gersaint, Jullienne, Dezallier d’Argenville, Caylus), who
according to Hécart (1826) would be Jacques-Albert Gérin (c.
1640-1702). We have found no trace of such an early artistic
education, thus it must remain hypothetical.

1695

29 December: Birth at Valenciennes, of Jean-Baptiste Pater,
the only certified pupil of Watteau,: M. L. Vandeville, vicar. . .
did baptize the son born on the said day of a legitimate mar-
riage between Anthoine Pater, master sculptor, and Jenne
Elisabeth defontaine . . . (AV, baptismal register of the parish
of Saint-Jacques).



1696
Births of Bibiena (d. 1770), Giambattista Tiepolo (d. 1770),
and Louis Tocqué (d. 1772).

1697

Births of Canaletto (d. 1768) and Hogarth (d. 1764).

Treaty of Ryswick, marking the triumph of William II of
Orange and of England.

1698
The Italian comedians banished from Paris by royal order.

1699

Census of Valenciennes by governor Magalotti.

Births of Chardin (d. 1779), Etienne Jeaurat (d. 1789), and
Pierre Subleyras (d. 1749).

Deaths of Jean-Baptiste Monnoyer (b. 1630) and Racine (b.
1639).

1700
Birth of Natoire (d. 1777).
Death of André Le Nétre (b. 1613).

1701-1713

War of the Spanish Succession. In 1700 Louis XIV accepts the
will of Charles II, King of Spain, naming the Duc d’Anjou
(grandson of Louis X1V) King of Spain under the name of Phi-
lippe V. England, Holland, Austria, most German princes,
Denmark, and Brandenburg unite against France, who was
allied to Spain, to the Electors of Bavaria and Cologne, to
Hungary, to Sweden, to the Duke of Savoy, and to Portugal.

1702
Births of Jean-Etienne Liotard (d. 1789) and Pietro Longhi (d.
1785).

1703
Birth of Francgois Boucher (d. 1770).
Death of Gérard Audran II (b. 1640).

1704
Birth of Maurice Quentin de La Tour (d. 1778).
Death of Bossuet (b. 1627).

1697
The Watteau family moves again, to the rue des Chartreaux
(AV, register of capitations).

1699

Jean-Philippe Watteau resides at 48 place Saint-Jean; Bar-
tholomé, 5 rue Cohue; Jacques-Albert Gérin, 6 rue Monsieur
le Gouverneur; Antoine Pater, 22 rue de Tournai (AV, AMV
T1/11).

1702-1709: Watteau’s First Years
in Paris

1702
Jean-Philippe Watteau lives at place Saint-Jean (AV, register
of captitations, 1702).

7 June: Death of Jacques-Albert Gérin, Valenciennes
painter, cited by Hécart (1826) as the first teacher of Watteau:
In the year one thousand seven hundred two, the seventh of
June there died in this parish bf S Jacques, Jacques Albert
Gérin, married to Gabriel Hayez; married 3 February 1664 in
the same parish (AV, register of deaths and register of mar-
riages, parish of Saint-Jacques).

Antoine Watteau arrives in Paris (Leclerc, Jullienne,
and Dezallier d’Argenville), either on his own initiative, for
selfimprovement (Gersaint), to cultivate there a Muse that he
cherished (Caylus), or perhaps (but highly unlikely in our
view) brought there by a decorator from Valenciennes who
had been summoned by the Paris Opéra (Jullienne, Dezallier
d’Argenville).

1703-1708

Antoine Watteau is in Paris. He is first employed by a seller of
religious images who had a shop on the Pont Notre-Dame
(Leclerc, Jullienne, Gersaint, Dezallier d’Argenville, Caylus).
Throughout the day he copied portraits of Saint Nicholas and
northern paintings including one of an old woman reading
and wearing spectacles after Gerard Dou (Caylus). This
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12 September: Opening of the Salon exhibition in the
Louvre’s Grand Gallery, the only salon Watteau could have
known (the preceding one had taken place in 1699, the next
would take place in 1725).

1705
Birth of Carle Vanloo (d. 1765).

1708
Death of Jules Hardouin-Mansart (b. 1646).

1709

Death of Meindert Hobbema (b. 1638).

11 September: Murderous battle of Malplaquet (near Valen-
ciennes). French army, commanded by Villars, is beaten, but
the enemy decimated. La Roque (1672-1744), the future friend
of Watteau, loses his leg there.

October: Jansenist nuns are driven out of Port-Royal des
Champs; their convent would be destroyed the next year.
Great famine in the winter.
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painting is perhaps the one later owned by Jullienne, now in
The Hermitage, Leningrad.

Tired of this work, he enters the studio of Claude Gillot
(1673-1722) (La Roque, Leclerc, Jullienne, Gersaint, Mariette,
Dezallier d’Argenville, Caylus).

He leaves Gillot to work with Claude Audran III
(1658-1734) who lives at the Luxembourg Palace where he is
the concierge, that is, the curator. He works on decorative
pieces for various Parisian residences (Leclerc, Jullienne,
Gersaint, Mariette, Dezallier d’Argenville, Caylus), and stud-
ies at his leisure the famous series of paintings on the life of
Marie de’ Medici painted by Rubens for the palace gallery.

1709
First appearances at the Academy.

6 April: Watteau is approved by the Academy for par-
ticipation in the prize competition. The officers on duty
brought out the sketches that had been done by the students
on a subject that they executed on the spot in the Academy to
learn which ones were able to compete for the grand prizes.
After having examined them the company chose those
named: Hutin, Vernansal I'esne, Grison, Parrossel, Vateau,
painters and Boule and Du Mont, sculptors to work in the
loges . .. The Director will give them a subject taken from the
Bible following the last subject which was executed (PV, 4th
register).

31 August: The works are judged. Antoine wins scc-
ond prize. His painting has since been lost. The Academy
being assembled in general meeting for the judgment of the
grand prizes on the students” works which have as subject the
return of David after the defeat of Goliath and the subject of
Abigail who brings food to David and at the opening of the
boxes which was done in the usual way, Antoine Grison P who
made the painting marked “C” earned the first prize in paint-
ing ... Antoine Watteau, painter who made the painting
marked “D,” the second prize in painting (PV, 4th register).

Wattecau meets the dealer Pierre Sirois (1665-1726)
who buys a painting from him (Gersaint in Champion 1921,
pp. 58-59).

1709-1711: Watteau’s Stay In
Valenciennes and Return to Paris

1709
After his partial success at the Academy, Watteau leaves
Paris for Valenciennes {(Julienne, Dezallier d’Argenville).
After such an honor . . ., he became disgusted with Paris and
decided to go back to his native city (Jullienne).
Jean-Philippe Watteau had been living at rue du vieux
Bourdeaux, parish of Saint-Jacques, since 1705 (AV, capita-
tions of 1705, 1713, 1714, 1717).
To be a painter in Valenciennes, one had to be a mem-
ber of the brotherhood of Saint Luke (on this subject see the
lawsuit between Pierre Moiron and the masters of the art of



1710
Birth of Pergolese (d. 1736).
Death of René-Antoine Houasse (b. 1644).

1711

Deaths of Jean Berain (b. 1639) of Boileau (b. 1636) and of the
Grand Dauphin, Louis de France. His son, the Duc de Bour-
gogne, becomes the Grand Dauphin.

8 October: Preliminary discussions of peace between
France and England.

1712

Births of Francesco Guardi (d. 1793), Michel-Barthélémy Olli-
vier, painter of fétes galantes (d. 1784), Jean-Jacques Rous-
seau (d. 1778), and Frederick of Prussia (d. 1786).

Series of bereavements in the royal family: deaths of the Duc
de Bourgogne, Second Dauphin (12 February), his wife, the
Princesse de Savoie (19 February), and their son, the Duc de
Bretagne (8 March).

1713

11 April: Treaty of Utrecht marks the end of the War of Span-
ish Succession (1701). Philip V renounces his right to the
crown of France, but keeps Spain. France, exhausted, must
demolish Dunkirk and cedes Acadia, Newfoundland, and the
shores of Hudson’s Bay to England and Tournai, Ypres, and
Menin to Austria, but gains the Barcelonnette valley (Alps).
Birth of Diderot (d. 1784).

Louis X1V requires the Parlement to register the Bull Unigeni-
tas, which condemns the 101 propositions of Jansenist P
Quesnel.

1714

Births of Christoph Willibald von Gluck (d. 1784) and Joseph
Vernet (d. 1789).

Deaths of Sébastien Leclerc (b. 1637) and the Duc de Berry,
second grandson of Louis XIV.

Imperial treaty of Rastadt: the emperor joins in the peace
treaty of Ryswick.

7 February: The ambassador of Persia, Mehemet Riza Bey,
makes his entry into Paris. He is received in a formal audi-

painting of 16 May 1709, AV, FF 120), which Watteau was not.
He might have moved to a town without restrictions in the
vicinity, such as Le Quesnoye, a military town where some
“Watteaus” lived (according to Vangheluwe). He remained
only a short time at Valenciennes (Leclerc, Jullienne, Ger-
saint, Dezallier d’Argenville, Caylus). He thus left his native
land, he did not stay there long and returned to Paris (Caylus).

1710
22 February: Death in Valenciennes of Bartholomé Watteau,
paternal grandfather of Jean-Antoine: In the year one thou-
sand seven hundred ten, on twenty-two February, there died
in this parish Bartholomée Wateau, member of Saint druon
(AV, register of deaths in the parish of Saint-Jacques).

26 July: Claude Gillot presents himself to the Academy.

1711

8 April: Nicolas Lancret, former student of Gillot and friend
of Watteau, is chosen among the students capable of compet-
ing for the prizes (PV, 4th register).

1712-1717: Watteau and the Academy

1712
Watteau presents himself and brings some of his works to
the Academy, hoping to receive a pension and go to Rome to
complete his studies. The Academy accepts him on the spot
and orders him to paint his reception piece (La Roque,
Leclerc, Jullienne, Gersaint, Mariette, Dezallier d’Argenville).
Mariette, in his Notes manuscrites, cites Jealousy (DV 127, CR
80) among the paintings represented (1X, fol. 193 [51]).
30July: The Academy, meeting in regular session, sieur
Antoine Watau, painter at Valenciennes, presented himself to
be received as an Academician and showed some of his paint-
ings. After voting par les féves the Company accepted his pre-
sentation. He will receive from Monsieur Van Cléve Director a
subject for a reception piece for which he will present a sketch.
This last sentence was crossed out and replaced by: The sub-
Jject of his reception piece was left to his pleasure, Monsieur
Jouvenet and Mr. Magnier were named to watch sr. Gillot at
work and Mons. Coypel and Mons. Barrois to watch the said
sr. Watteau at work (PV, 4th register).

1714
5 January: Watteau and Gillot are called to order by the
Academy: The Company, having received the names of the
candidates and the time of their presentation, resolved to
advise sieurs Le Moyne sc. [sculptor] Gillot, painter Vuateau
also painter and Tardieu engraver to account for their delay to
the Academy (PV, 4th register).

27 January: Gillot explains his delay and requests six
extra months.
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ence by Louis XIV (19 February). It seems that Watteau drew
several members of the ambassador’s party (cats. D. 45-49).

1715

Birth of Jean-Baptiste Perronneau (d. 1783).

13 August: After his audience of departure, Mehemet Riza
Bey leaves France.

1September: The King dies at Versailles. Louis XV, his great-
grandson, is only five years old.

Parlement breaks the will of Louis XIV and gives the regency
to Philippe d’Orléans, son of Monsieur, to the detriment of
the illegitimate princes, sons of the king and of Mme. de
Maintenon: the Duc de Maine and the Comte de Toulouse.

1715-1722

Regency of Philippe d’Orléans. Installation of eight councils
of ten members each: the polysynodie system. Less than five
years later, there would be a return to absolutism.

1716
Birth of Joseph-Marie Vien (d. 1809).
Death of Claude Simpol (b. 1666).
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November: Pierre Crozat (1665-1740) has been in
Rome for a short time to negotiate the purchase of some
painting from the prince Dom Livio Odescalchi for the
Regent: M. Crozat has been in Rome for six days and is begin-
ning to see the beauties of this city (letter from Charles Poer-
son, director of the French Academy in Rome, to the Duc
d’Antin, superintendent of buildings, 6 November 1714 (AN,
0'1954, publ. Montaiglon, IV, p. 342).

18 December: Crozat in Naples (Montaiglon, 1V, p.
350).

25 December: Crozat returns to Rome (Montaiglon, IV,
p. 352).

1715
5 January: The Academy, for a second time, claims its recep-
tion piece from Watteau: The Academy, having heard the
names of the candidates who have not furnished their recep-
tion piece, has warned sieurs Vatteau, Le Moyne, Gilot and
Tardieu to account for their delay to the Academy (PV, 4th reg-
ister).

2 April: Pierre Crozat leaves Rome: M. Crozat has left
without coming to terms with the Odescalchis (Montaiglon,
IV, p. 385).

27 April: Gillot is received into the Academy with A
Christ at the time he is to be attached to the cross (now in the
church of Noailles, Correze).

13 June: Watteau is living at the quai Conti and
receives a visit from the young Swedish collector Carl Gustaf
Tessin (1695-1770) who on that date writes in his diary:
Watho, a pupil of Gillot, Flemish by birth, succeeds very well
in grotesques, landscapes, fashions, lives on the quai de Conti
at the Suisse at the descent from the Pont Neuf (from the
Swedish). This short text is the oldest written document
referring to Watteau. Watteau owns drawings by the archi-
tect Gilles-Marie Oppenordt (1672-1742), which he shows to
Tessin. At Watteau’s I saw a quantity of architectural plans, as
well as a book of fountains, the first in wash, the others in red
chalk made and drawn by Oppenordt (Tessin’s diary, 23 June
1715 relating his visit to Oppenordt).

Tessin and Watteau remain in touch, at least during the
time of the Swede’s stay in Paris. Tessin in fact wrote the fol-
lowing inscription in French on the mount of two Van Dyck
drawings he bought in Paris in 1715: on the first one, a study
of a woman’s head: I bought this fine head in 1715 in Paris,
from the inventory of a collector named Lober. Watteau was
charmed by it and he borrowed it from me to copy it several
times. [Thus] there are several of his paintings in which cne
can see that he had a strong impression of it. On the other one,
a study of the infant Jesus and his Mother (private collection,
Stockholm): I bought this drawing at the Inventory of a collec-
tor named Lober in Paris in 1715. Watteau never saw these 4
strokes of the pen without falling into ecstasy (Nordenfalk
1953, pp. 64-65).

1716
25 January: The Academy grants Watteau a new postpone-
ment for his reception piece: Since several candidates have



John Law, Scottish financier (1671-1729), offers his services to
the regent to revitalize France’s economy.

2 May: He is authorized to create a “General Bank” that
issues banknotes, which it exchanges for coins. With the
money collected the State can pay its debts and make loans to
industrial and commercial enterprises.

18 May: A new troupe of Italian actors chosen by Principe
Antonio Farnese at the request of the Duc d’Orléans gives a
first performance, LInganno Fortunato [The Lucky Dupe]
(Courville 1945, pp. 41-43).

1717

Deaths of Bon de Boullongne (b. 1649) and Jean Jouvenet (b.
1644).

August: John Law creates the company of the Occident, also
called the Mississippi Company, founded for the develop-
ment of Louisiana and Canada and financed by the “General
Bank.” Peter the Great, tsar of Russia, visits Paris.

A “Triple Alliance” between France, England, and Holland is
signed.

not at all satisfied the academy for their reception, it has
extended the time to sieurs Vatteau, Thierry and Tardieu (PV,
4th register).

13 December: Charles de la Fosse, born in 1636, dies in
the house of Pierre Crozat, rue de Richelieu.

Before 22 December: Pierre Crozat introduces Wat-
teau to the Venetian painter Sebastiano Ricci (1659-1734).
Crozat writes to Rosalba Carriera and praises Watteau. Of
all our painters I only know M. Vateau capable of making some
work that can be presented to you. He is a young man to whom
I took the sig" Sebastian Rizzi, if he has any fault, it is that he is
very long in everything he does (letter from Crozat to
Rosalba, 22 December 1716, Ashb. 1782%). Thus, Watteau is
not living at Crozat’s.

1717

9 January: The Academy grants Watteau six extra months to
deliver his reception piece: The Academy, having informed
the candidates [that they should] come and explain their delay,
has given s. Thierry six months sieur Vuattau six months . . .
(PV, 4th register).

4 May: Watteau receives 200 livres from the Duc
d’Arenberg for two paintings. I received from Mr. Bureau de
St André the sum of Two hundred livres for two paintings
which I made for his Highness Mgr. le Duc D’Arenberg in Paris
this 4 May 1717 bond for 200 L. Vateau. Only the last three
words and the signature are by Watteau. The receipt, found
14 May 1914 by La Loire in the d’Arenberg archives, Brussels,
was published for the first time in the Revue Belge de philolo-
gie et d’histoire (January 1922, pp. 116-118) (repr. DV, 1929, I,
p. 77).

28 August: Watteau is finally received into the Acad-
emy: Sieur Antoine Watteau painter from Valenciennes,
approved the thirtieth of July one thousand seven hundred
twelve has brought the said painting that had been ordered
from him representing le pelérinage a Lisle de Citere [the title
is crossed out and replaced by a feste galante]. The Academy,
after having taken the vote in the customary way, received the
said sieur Watteau as an academician.

4 September and 31 December: Watteau attends the
sessions of the Academy (PV, 5th register).

End of the year: Watteau is living at Crozat’s: Vateau, P
Faubourg de Richelieu at M. Crozat’s. (Almanach Royal, 1718,
p. 252). The Almanach was put together at the end of the year
preceding its publication (fig. 4).

fig. 4. Watteau’s signature.
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1718

August: The Emperor joins the triple alliance, which become
the “Quadruple Alliance.”

4 December: By edict, the Law bank becomes a State bank.
Opening of branches.

1719-1720

Franco-Spanish war. In early 1719, France and England
declare war on Spain.

November: Philippe V of Spain sues for peace and joins the
quadruple alliance.

Law cedes to himself licenses for all the commercial compa-
nies (East Indies, China, Senegal, Guinea, Santo Domingo),
and from their merger with the company of the Occident is
born the Company of the Indies.

George | has reigned in England since 1714. The Regent
hopes for peace and rapprochement with England.
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1718-1720

1718

15 January: Antoine Dieu (c. 1662-1727), painter and dealer,
sells his business on the Petit Pont at the sign Au Grand Mo-
narch to Marie Rigaud for Edme-Francoise Gersaint, her
nephew and heir (MC, XXIV, 334).

30 January: Marriage of Edme-Francois Gersaint to
Marie-Louise Sirois, one of the daughters of Pierre Sirois.

28 April: The shops of the Petit Pont, including Ger-
saint’s, burn.

28 October: Gersaint moves to Pont Notre-Dame
keeping Au Grand Monarch as his sign (DV, 1929, |, p. 106).
For this shop Watteau would later paint his famous sign (cat.
P 72; see 1720).

28 February: Nicolas Lancret presents himself to the
Academy; he brought to the Academy several paintings on a
particular talent (PV, 5th register).

End of the year: Watteau lives with his friend the
painter Nicolas Vleugheis (1668-1737) at the home of the
nephew of Lebrun, the painter. Vieughel, p., on the Fossez S.
Victor, at the home of M. Le Brun Vateau, p. on the Fossez, S.
Victor, at the home of M. Le Brun (Almanach Royal, 1719, p.
253, see also 1 September 1719). This house still stands: it is
now no. 49 rue du Cardinal-Lemoine.

1719
24 March: Nicolas Lancret is received as academician with a
feste galante (PV, 5th register).

First biography on Watteau: Pere Orlandi dedicates
his Abecedario pittorico to Pierre Crozat; in it appears a note
on Antonio Vateau (p. 83). According to Hérold and Vuaflart,
its author is Dubois de Saint-Gelais (DV, I, pp. 89-90).

Two dated engravings made after paintings by Wat-
teau, The Music Lesson (DV 96, CR 154) and Harlequin, Pier-
rot, and Scapin. (DV 97, CR 155), are published by Sirois at the
Quay Neuf aux Armes de France.

20 September: Watteau still living with Vleughels. He
indicates an interest in knowing Rosalba Carriera and in
exchanging works: There is an excellent man here named Mr.
Vateau whom you have perhaps heard of. He would like to
make your acquaintance, but since that is impossible he would
like to have a little piece from you. He would send you one
from his hand. I have no doubt that Mr. Crozat has spoken to
you of this skillful man. Not only will he send something of his
own, butifthat cannot be, money is easy to come by—thus you
have only to choose. He is my friend; we live togther. He asked
me to send you his very humble respects (letter from Nicolas
Vleughels to Rosalba, Ashb. 1781%). On the envelope Rosalba
drew two figures of Juno seated next to her peacock.

1719-1720: Watteau in England

End of the year: Wateau, P is in London (Almanach Royal,
1720, p. 241).



1720

15 January: John Law is named controller general and
superintendent of finances. To satisfy the Regent he issues
many more banknotes than there are deposits in the bank.
22 March: Collapse of the Law system and closing of the
bank at rue Quincampoix; many people, including Gillot, are
ruined.

July: Plague ravages the city of Marseille, which is declared
a “dead city” A wave of panic overtakes France.

The exact date he left for England is not known. (1718
according to Leclerc, Jullienne, and Dezallier d’Argenville,
which is impossible since they place this trip after he had
stayed with Vleughels, a stay known to have lasted from
1718-1719 (see above); 1720 according to Gersaint, but later
contradicts himself (see Alfassa 1910; 1719 for Caylus who
seems to be correct.)

1720

Watteau in England about one year (Leclerc, Jullienne, Ger-
saint, Dezallier d’Argenville, Caylus). Meets the famous doc-
tor Richard Mead (1673-1754) who treats his illness and for
whom he paints two pictures (Walpole 1798, pp. 426-427).
Returns to Paris sicker than ever (Leclerc, Jullienne, Mari-
ette, Dezallier d’Argenville, Caylus), So strongly attacked by
the sickness that they call in that country Consumption (Ger-
saint in Champion 1921, p. 183).

6 January: Death at Valenciennes of Jean-Philippe
Watteau, father of the painter: In the year one thousand seven
hundred twenty the sixth of January there died in his parish
Jean philippe Watiau, husband of Michelle Lardenois (AV,
register of deaths of the parish of Saint-Jacques).

End of March: Rosalba Carricra arrives in Paris
accompanied by the painter Pellegrini (1675-1741), his
brother-in-law, and his sister. She stays at Crozat’s.

9 May: Marriage of Jean de Jullienne and Marie-
Louise de Brecey (MC, XXIX, 349). Numerous members of
the Glucq family, Jullienne’s cousins, including Claude and
Jean Baptiste, both of them future owners of Watteau paint-
ings, attend the wedding.

1720-1721: Return to Paris
and Death of Watteau

20 August: Watteau is back in Paris and meets Rosalba: [ saw
M. Vato. An Englishman (diary of Rosalba [from the Italian]
Ashb. 1781°%).

30 September: Crozat gives a concert at his home
attended by Rosalba, Watteau (see cat. D.127), and Mariette: |
saw at the concert given at the home of Mr. Crozat the Regent,
Law and others (diary of Rosalba [from the Italian], Ashb.
1781).

26 October: Rosalba is received as an Academician
with a Nymph from the Suite of Apollo (Louvre).

End of the year: Watteau living with his friend, the
dealer Gersaint: Vateau, P on the pont Notre-Dame, at the
Grand Monarch (Almanach Royal, 1721, p. 252). Surely at this
time he painted the famous shopsign for Gersaint (cat. P. 73).

Rosalba still at Crozat’s: Melle Rosa-Alba Carriera, P,
at M. Crozat’s, Faub. de Richelieu (Almanach Royal, 1721, p.
252).

1721
9 February: Watteau is visited by Rosalba Carriera: Went to
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fig. 5. R. Carriera, Portrait of Watteau (?).

Stadelsches Kunstinstitut, Frankfurt.

fig. 6. R. Carriera, Portrait of Watteau.
Museo Civico, Treviso.

fig. 7. Watteau, Two Faces, chalk.
Private collection.
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see Mr. Vateau, Mr. Enen [Hénin] (diary of Rosalba [from the
Italian], Ashb. 1781°). (See Hénin under the Friends of
Watteau.)

11 February: Watteau poses for Rosalba at the request
of Crozat: Undertook for M. Crozat M. Watteau’s portrait,
pastel (Ashb. 1781%). Wilhelm (1953) thought it was a pastel in
the Stddelsches Kunstinstitut, Frankfurt (fig. 5). More
recently Cailleux (1968) identified it as a pastel in the Museo
Civico, Treviso (fig. 6).

February: Crozat commissions Watteau to make
drawings of the paintings in the collection of the king, of the
Regent, and of other collectors such as Crozat himself: M.
Crozat the younger is having engraved also by subscription
the Paintings of the King, of the Regent, and those of other
excellent masters that are in the famous Cabinets of Paris,
Messieurs Watot, Nattier and one other, are entrusted to draw
them (Le Nouveau Mercure, February 1721, p. 152).

An academic drawing representing two faces, on
which is written The drawing is by M. Watteau (private col-
lection), bears the date of 6 May 1721 (fig. 7).

Spring: Watteau at Nogent-sur-Marne. The Abbé
Haranger (canon at Saint-Germain I'’Auxerrois), a friend,
finds a refuge for him: the house of M. Le Febvre, administra-
tor of the menus plaisirs, at Nogent-sur-Marne, near Paris
(Gersaint, Caylus).

1 May: Death of Catherine Reuse, paternal grand-
mother of Antoine, at Valenciennes: in the year one thousand
seven hundred twenty-one the first day of May there died in
this parish Catherine Reuse, the widow of Bartholomé Wateau
... (AV, register of deaths of the parish of Saint-Jacques).

According to Gersaint, Watteau invites the painter
Pater, his former pupil with whom he had previously quar-
reled, to come and study with him. But he grows increasingly
more sick, and according to Gersaint and Caylus, he thought
he could recover from this illness by deciding to return to the
air of his birthplace (Gersaint).

18 July: Jean-Antoine Watteau dies at Nogent-sur-
Marne, not yet thirty-seven years old (Leclerc, Jullienne, Ger-
saint, Caylus, Dezallier d’Argenville).

Before dying (Gersaint and Caylus), Watteau entrusts
Gersaint with dividing his drawings among four of his
friends: Jullienne, Haranger, Hénin, and Gersaint himself. At
his death (Gersaint and Caylus) Watteau has 9000 livres, of
which 3000 was in goods and 6000 had been saved for him by
Jullienne when the Law system failed during his trip to
England, and which were returned to his family.



After the Death of Watteau

1721

26 July: The death of Watteau is announced at the Academy:
The death of Monsieur Antone Vattau, painter academician
was announced who died the eighteenth instant at Nogent-
sur-Marne aged thirty five years (PV, 5th register) (fig. 8).

11 August: Crozat announces Watteau’s death to
Rosalba: We have lost poor Vateau who died with brush in
hand. His friends are to give a public discourse on his life and
on his rare talents. It will not be forgotten to call attention to
the portrait that you made shortly before his death (letter from
Crozat to Rosalba, Ashb. 1781?).

August: An obituary on Watteau, not signed, but
surely composed by La Roque, appears in Le Mercure,
August 1721 (pp. 81-83).

3 November: Marriage of Noél Watteau, brother of
Antoine, to Marie-Charles de Noyelles (AV, register of mar-
riages of the parish of Saint-Jacques).

1725
Moreri’s Dictionnaire, in its new edition, includes a eulogy to
Watteau; the author has been identified as the Abbé Josse

fig. 8. F. Boucher, The Graces at the Tomb of Watteau. Etching.

Leclerc, son of the famous engraver, Sébastien Leclerc (see
Appendix A, “Watteau in His Time”).

1726

November: The first volume of prints, entitled Figures de dif-
férents caractéres, de Paysages, et d’Etudes dessinées d’apreés
Nature par Antoine Watteau, announced in Le Mercure, p.
2527). It is on sale for 48 livres, at the shop Audran et Che-
reau. Jullienne played the major role in this undertaking. The
prints are preceded by an Abrégé de la vie d’Antoine Watteau
followed by an epitaph in Latin and in French written by
Abbé Fraguier (fig. 9).

1727

August: The first prints on separate sheets newly engraved
after the paintings by the celebrated Watteau are announced
without further detail by the Mercure (pp. 1848-1849). Having
just obtained the rights for the exclusive reproduction of
Watteau’'s oeuvre (August 5, BN mss. fr. 21953, no. 678), Jul-
lienne would then have the principal paintings by Watteau

fig. 9. N.-H. Tardieu, engraving after Watteau (?), Seated Beside Thee.
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engraved. The prints, sold one by one, would later be bound
in two volumes, thereafter called the Recueil Julliennc.

17 September: Death of Michelle Lardenois, mother of
the artist, at Valenciennes, at the age of seventy-five years
(AV, register of deaths of the parish of Saint-Jacques).

Dubois de Saint-Gelais devotes a passage of his
Description des Tableaux du Palais-Royal to Watteau (pp.
75-77).

1727-1728

Jullienne sends Rosalba the first volume of the Figures de dif-
férents caracteres. The Venetian thanks him: the book of the
studies by the inimitable Mr. Vato which I have just received
through Mor. Zanetti fills me at the same time with joy and
confusion. Having always been among those who admired all
the productions of such a unique genius as that able man I
therefore sincerely admit that it was a charming surprise for
me to see this jewel in my hands . . . (Ashb. 17812, undated let-
ter from Rosalba to Jullienne).

1728

February: The second volume of the Figures de différents
caractéres is put on sale at Chereau (Le Mercure, p. 36) after
having been announced in Le Mercure of December 1727 (p.
2676). Jullienne plans to send it to Rosalba: I am asking Mr.
Mariette to find me the opportunity of forwarding to you the
second volume which is filled with beautiful things and is
much more extensive than the former ... (letter from Jul-
lienne to Rosalba, 6 December 1728, Ashb. 1781%). She
receives it and replies: You overwhelm me with kindnesses,
which puts my negligence to shame. . .. The more you show
me the fine productions of the unique genius of our dear friend
Mr. V, the more I lose hope of fulfilling my obligations toward
you . .. (undated letter from Rosalba to Jullienne, Ashb.
1781%).

1731

Birth at Valenciennes of Louis-Joseph Watteau, son of Noél
Watteau, the brother of Jean-Antoine. He would become a
painter, known as Watteau de Lille. In the year one thousand
seven hundred thirty one, the tenth of the month of April there
was baptized Louis Joseph Watteau, born the same day legiti-
mate son of Noél Joseph Wateau, master roofer. . . (AV, regis-
ter of baptisms of the parish of Notre-Dame de la Grange).

1734

November: Le Mercure reproduces a prospectus announc-
ing the publication of the Recueil Jullienne. In fact, it would
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not appear until the following year. Jullienne had made up an
initial copy in order to make a present of it to Rosalba. He tells
her about it as early as February: Since you like the works of
our late friend Watteau I shall at the first opportunity send all
the Prints that [ have had engraved after his paintings (letter of
17 February 1734, Ashb. 1781%), but only sent to her several
months later: Mademoisel, not having found the opportunity
to send you the engraved works after the paintings of our late
friend Watteau, I decided to send them to Mr. Fayolle, my
friend, at Lyon, with the request that he forward them to you
(letter of 16 September, Ashb. 1781%).

1735

Publication of the Recucil Jullienne, announced in 1734. Jul-
lienne will make a gift of the whole of the Ocuvre gravé after
Watteau (four volumes) to the Academy in December 1739, at
the time of his entry as Conseiller honoraire et Amateur (now
conserved at the Ecole des Beaux-Arts, Paris).

1744

In the catalogue of the Cabinet Quentin de Lorangére whose
sale took place on 2 March appears an Abrégé de la Vie d’An-
toine Watteau by Edme Francois Gersaint (pp. 170-188).

1745
“New Life of Antoine Watteau” by Dezallier d’Argenville in
his Abrégé de la vie des plus fameux peintres (pp. 420-424).

1748

27 January: The secretary of the Academy announces that at
the next meeting he would read the life of Antoine Wateau
done by M. le comte de Caylus (PV, 6th register).

3 February: The secretary opens the lectures by the
reading of the life of Antoine Watteau done by M. Le Comte de
Caylus (PV, 6th register). It would be read a second time on 20
August 1760, and a third time on 5 December 1767. Rubin
(1968-1969) believes that biography was written much ear-
lier, immediately after the death of the painter.

1758

19 August: Baptism of Francois-Louis-Joseph Watteau, son
of the painter Louis-Joseph, and grandnephew of Jean-
Antoine, who would also be a painter. He is the second “Wat-
teau de Lille” In the year onc thousand seven hundred fifty
eight the ninetcenth of August there was baptized by the
curate named Daguicr francois louis joseph . . . legitimate son
of'the sieur louis joseph Wateau master painter . . . (AV, regis-
ter of baptisms of the parish of La Chaussée).



The Five Disputed Letters

The first is a letter dated 23 November 1711 from Sirois the
dealer to a female friend who was a bookseller in Paris,
Madame Josset. In it Sirois discusses Watteau. It was pub-
lished in the catalogue of autographs in the Benjamin Fillon
collection (sale 15-17 July 1879, no. 1701).

This original, who makes an abundance of paintings as Mon-
sieur Le Sage makes plays and books, with the difference that
Monsieur Le Sage is sometimes satisfied with his books, his
plays, and that the poor Watteau is never satisfied with his
paintings. Which does not prevent him from being one of the
reigning kings of the brush. He promised to paint me A Festi-
val of the Lenten Fair, for which  have advanced one hundred
livres of the agreed three hundred. It will be his masterpiece,
provided he puts the final touches on it, but if he falls into his
black humor and his mind is possessed, then away he’ll go,
and goodbye masterpiece. Monsieur Le Sage procured for
him a commission for two pendants, taken from the Diable
Boiteux, at one hundred thirty livres each. He only hopes that
they will be done; because Watteau paints according to his
whim and does not like commissioned subjects. If he can get
to it, his first painting will be for monsieur Duchange, with-
out his knowing anything about it, for fear of disillusion-
ment. The doctor put him back on the quinine regimen five
days after his return.

The four others, communicated by the Baron de Veze
to the Archives de I’Art Francais of 1852 (see preface), are all
signed letters by Watteau.

The first, undated, is addressed to “Gersaint, on the
Notre Dame bridge Saturday.”

My friend Gersaint,

Yes, as you wish, I shall come to your house tomorrow
to dine with Antoine de la Roque. I expect to go to the ten
o’clock mass at St-Germain-de-Lauxerrois; and surely I shall
be at your place by noon, since I shall only have one visit to
make to my friend Molinet who has been having a little pur-
pura fever for two weeks.

Meanwhile, your friend, A. Watteau

The three other letters are from Watteau to Jullienne.

To M Mon Sieur (sic) de Jullienne
Monsieur!

It pleased Mon Sieur the Abbé de Noirterre to send me
that painting of P. Rubens where there are the two heads of
angels, and above on the cloud that figure of a woman
plunged in contemplation. Certainly nothing could have
made me happier than to be certain that it is through the
friendship that he has for you and for your nephew that Mon-
sieur de Noirterre gave up on my behalf such a rare painting
as that one. From the moment [ received it | have been unable
to rest and my eyes never tire of turning toward the desk
where I placed it as if over a tabernacle!! It will be hard for
anyone to believe that P. Rubens ever did anything more fin-
ished then that Painting. Would you be so kind Monsieur, as
to convey my true thanks to Monsieur the Abbé de Noirterre
until I am able to thank him personally. I shall take advantage
of the next d’Orléans messenger to write him and send him
the painting of the rest of the Holy family that I send to him in
thanks.

Your faithful friend and servant [Monsieur], A. Wat-
teau

Only the two following letters of 3 September and 3 May can
be dated. Watteau speaks of Madame de Jullienne, but as Jul-
lienne married on 9 May 1720 the two letters must date from
3 September 1720 and 3 May 1721.

To Mr Monsieur (sic) de Julienne from Watteau.
From Paris, 3 September

Monsieur!

By the return of Marin who brought me the venison
that you were kind enough to send me as of the morning |
send you the Painting on which I painted the boar head and
the head of the black fox and you can speed them on to Mr de
Losmesnil, since | have finished with them for the moment. |
cannot hide the fact that that painting pleases me and I expect
some corresponding satisfaction on your part and on the
part of Madame de Julienne who like me, so infinitely loves
the subject of hunting. Gersaint had to bring me the good La
Serre to enlarge the painting on the right, where I have
added the horses under the trees, since I felt uncomfortable
after | had added everything that was so decided. | am think-
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ing of taking up again that side beginning Monday after-
noon, since in the morning [ am occupied with thoughts in
red chalk. [ ask you not to forget me to Madame de Julienne
whose hands I kiss.

A. Watteau

To Mr Monsieur (sic) de Julienne, from Watteau by
express.
From Paris, 3 May

Monsieur!

Ireturn to you the large first volume of the Writings of
Leonardo da Vinci and at the same time | wish to express my
sincere thanks to you. As for the manuscript Letters of P.
Rubens I shall keep them with me still if that is not too disa-
greeable for you since I have not yet finished them!! That pain
in the left side of my head has not let me sleep since Tuesday
and Mariotti wants me to take a purge beginning tomorrow
morning, he says that the great heat we are now having will
help considerably. You will make me glad beyond my hopes if
you come to visit me between now and Sunday; [ will show
you a few trifles such as the landscapes of Nogent that you
value well enough for the reason that I made the thoughts in
the presence of Madame de Julienne whose hands [ most
respectfully kiss.

[am not doing what [ want since the gray chalk and the
red chalk are very hard at this time, [ cannot have any other.

A. Watteau
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The Friends of Watteau

Nicole Parmantier

“A good friend, but a difficult one” (Gersaint in Champion
1921, p. 64).

One way to arrive at an understanding of the mysterious
painter Watteau is through investigation of his friends. In the
following lexicon—admittedly fragmentary—are included
all those mentioned in the seven eighteenth-century biogra-
phies on Watteau. Six of the biographies, those by La Roque,
Jullienne, Gersaint, Mariette, Dezallier d’Argenville, and
Caylus (all of whom, except Dezallier d’Argenville, personally
knew the painter) were brought together in one volume in
1921, by Champion. The seventh biography, which was dis-
covered and published by Levy in 1958, is taken from
Moréri’s Dictionnaire of 1725. Moureau here attributes its
authorship to the Abbé Leclerc (Appendix A, “Watteau in His
Time”)

We have added the names of all the people who we
thought could have met Watteau at some time during his life.
We have relied on the minutes of the Academy and above all
on the rich study by Dacier, Hérold, and Vuaflart (1921-1929)
dedicated to Jullienne and his circle. In some cases these are
only putative friends of Watteau, but we have tried to justify
their presence.

We have not retained the few names mentioned in the
letters signed by Watteau published in the Archives de ’art
francgais of 1852, nor in the one from the Benjamin Fillon sale.

As we have mentioned in the Chronology, their authenticity
is doubtful.

It may seem surprising that no actor’s name is
included, but Watteau’s personal friends from the theater are
not known. In fact, he is not known to have had any close
friends. Also, Watteau'’s fiercely determined self-effacement
has made research difficult.

The forty-six names cited here certainly represent
only a small percentage of the painter’s acquaintances. Some
are illustrious (Crozat, La Fosse); others are unknown (Gri-
son, Bandol, Valjoin). Can they be considered to reflect Wat-
teau’s circle, if indeed, there was any such circle?

Watteau’'s world was basically made up of young
beginning collectors (Tessin, Jullienne) or experienced ones
(Crozat, Mead), of dealers (Sirois, Gersaint), men of letters
(La Roque, Fraguier) and above all artists, including one lone
architect (Oppenordt). Some of the painters (Lancret, Pater,
Quillard) followed in Watteau’s footsteps; friends from the
north (Vleughels, Spoede) or even Venetians visited Paris
(Ricci, Carriera, Pellegrini). With the exception of La Fosse,
none belonged to the circle of official painters.

Watteau's world also included Crozat’s salon, one of
the most refined of the time. Even though Watteau intention-
ally ignored the official world, he nevertheless associated
with the most cultivated minds of the time. His paintings con-
firm it.

The Anonymous Decorator of the Valenciennes Theater

At Valenciennes the young Watteau, bored by his first
teacher (see Gérin), “became acquainted with another
painter who let it be known he was an expert in theater deco-
ration, and who on the basis of this reputation in 1702 was
sent for by the Paris Opéra. Young Watteau . . . secured per-
mission from his new teacher to accompany him there. . ..
But this painter who did not succeed in business as well as he
had expected was forced to return to his homeland, but his
pupil did not consider it opportune to follow him back” (Jul-
lienne in Champion 1921, pp. 46-47). The anecdote is repeated

by Dezallier d’Argenville (Champion 1921, p. 69). The various
efforts to identify this decorator have been fruitless. In the
absence of any evidence, the name of Vigouroux-Duplessis,
suggested by Hérold (DV, I, p. 7) is no longer accepted. It
seems strange that the Paris Opéra should have called in a
provincial painter who probably was little-known, and about
whom we know absolutely nothing more. Neither La Roque,
Leclerc, Mariette, or even Caylus wrote of this master. Did he
really exist?
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Audran, Claude III

Lyon 1658-Paris 1734

Son of Germain Audran and nephew of Gérard, both
engravers in the classic tradition, Claude III lived with his
uncle Claude II, a painter and associate of Le Brun, Jouvenet,
and Coypel on the great royal and religious commissions of
the second half of the seventeenth century.

Claude IlI, ordinary painter to the king, was appointed
concierge (curator) of the Luxembourg Palace in 1704.

After Jean Bérain, Claude Audran III played a major
role in eighteenth-century decorative art. The accounts for
the Buildings of the King show that he participated in the
decoration of the largest residences, in the Ménagerie, the
chapel of Versailles, Fontainebleau, Anet, Meudon, Les Inva-
lides, and Les Gobelins. Unfortunately, his painted oeuvre
disappeared with the hétels that he decorated. Evidence of
hisimagination and talent remains in the tapestries executed
from his designs and especially in the 1,900 drawings pur-
chased at the artist’s death by the Swedish collector, Carl
Johan Cronstedt. Discovered by the historian Moselius in
1915 in Fulleré Castle after two centuries of oblivion, they
have been in the Nationalmuseum, Stockholm, since 1938. A
selection of the drawings was exhibited at the Bibliothéque
Nationale, Paris, in 1950.

Audran employed a large team of gilders, sculptors,
and painters. Watteau entered into Audran’s service as an
apprentice, after having been the pupil of Claude Gillot. He
surely profited from his stay with this inventive designer. The
lightness of his graceful architecture, housing small figures,
is found in several decorative panels from Watteau’s youth.

C. Audran, Ornamental Design for Marly, 1709.
Nationalmuseum, Stockholm.
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These suffered the same fate as Audran’s decorations, except
for the ones in the old Hbtel de Poulpry (cats. P. 2, 3).

At the Luxembourg Palace Watteau would have seen
the series of Rubens paintings on the life of Marie de” Medici,
and the debt Watteau owed this master is evident.

According to Gersaint, Audran had recognized his
genius and sought to keep Watteau with him, but Watteau’s
desire to return to Valenciennes gave him an excuse to leave.
Watteau returned to Valenciennes in 1709, and thus his stay
with Audran should be fixed just before. At that time Audran
was working at Versailles, Marly, and Meudon (exh. cat. Paris
1950, pp. 61-62).

Bandol, Francois Il de Boyer de

Aix-en-Provence? 1673-1748

“ ... A ball executed for President Bandolle .. ” (Caylus in
Champion 1921, p. 102, n. 3). This man, who commissioned a
painting from Watteau that might be Pleasures of the Dance
(cat. P. 51), appears to have been the Francois de Boyer de
Bandol I, a native of Aix, a collector and president of the Pro-
vencal Parlement.

Baron, Bernard
Paris 1696-London 1762

Bernard Baron received his primary training from his step-
father, the engraver Nicolas-Henri Tardieu (1674-1749).
According to Vertue, Baron left for England very early on,
summoned there by Claude Dubosc, another French
engraver established in London (Roux 1933, 11, p. 53). We pre-
sume that Watteau made his acquaintance in London in 1720.
This idea stems from a drawing by Watteau in the British
Museum, London (PM 913), representing an engraver at
work, seated at his table and wearing a housecoat. He is
thought to be Bernard Baron.

Watteau, Baron, red chalk.
The British Museum, London.




Baron engraved four Watteau paintings in English
collections for the Recueil Jullienne, including the two owned
by Doctor Mead (see cat. P. 71), The Two Cousins (cat. P. 47),
and Perfect Accord (Private coll.; DV 120, CR 196).

Barrois, Francois
Paris 1656-1726

30 July 1712: “presentation of Sieur Watau . . . The company,
after having voted . . ., approved his presentation. The sub-
jectofhisreception piece was left to his choice; Mons. Coypel
and Mons. Barrois [were designated] to see the said Sieur
Watteau at work” (PV, 4th register). (Watteau took five years
before painting his reception piece, which the Academy had
requested from him four times, at the beginning of each
year.)

Barrois had a brilliant career as a sculptor. Winner of
the Premier Prix de Rome in 1683, he stayed in Italy three
years, became a member of the French Academy at Rome in
1700, was named professor in 1706, and finally rector in 1729.
He executed several sculptural groups for the royal resi-
dences at Versailles and Marly, and worked at Les Invalides.

Bougi

“The country concert. . . in the collection of M. Bougi, who is
pictured there playing the bass viola” (Mariette, Notes mss.,
1X, fol. 192 [33]). But who was this Bougi? Schéfer (1896)
wavered between Guillaume-Joseph de Croissy, Seigneur de

B. Audran, engraving after Watteau, Country Concert.
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Bougy, counselor of the Rouen Parlement, and Jean-Jacques
Révérend de Bougy, Marquis de Colonges, brigadier of the
king’s armies. More likely, as Dacier and Vuaflart (DV 72)
believe, he was Claude Bougy, one of the tax gatherers of the
time. It would be nice to know whether one of these three
men, above all the latter, played a musical instrument. Are the
persons around him part of his family, as in the portrait of
Siroisin In the Guise of Mezzetin (Wallace Collection; DV 131,
CR 181) or in the one of Le Bouc-Santussan (cat. P. 54)? Nei-
ther the place, one of those parks favored by the painter, nor
the excessively fanciful clothes provide an answer.

Carreau, Charles
d. Nogent-sur-Marne 1742

“The village curate [of Nogent] who was attending him at his
death held out the crucifix to him, according to the custom.
... This curate who had a handsome face and whom the
painter had known for along time, had often been used in his
works: the character of Gilles whom he represented was not
very dignified and he apologized profusely for it” (Dezallier
d’Argenville in Champion 1921, pp. 71-72; this anecdote is
found only in the 1745 edition of L'Abrdgé de la vie des plus
fameux peintres).

“He filled the last days of his life painting a Christ on
the Cross for the curate of Nogent” (Caylus in Champion
1921, p. 109).

The curate of Nogent in 1721 was called Carreau. This
noble-hearted person is known to us through the numerous
archival documents that bear his name (AN).

Carriera, Rosalba
Venice 1675-1757

The first meeting between Watteau and Rosalba Carriera
took place only in August 1720; Watteau, who was ill, had
returned from England. But the two artists had known each
other by repute for several years. Crozat, who particularly
admired the Venetian pastellist, had spoken highly of Wat-
teau to her (letter of 22 December 1716). Rosalba decided in
1720 to accompany her brother-in-law, the painter Pellegrini
(1675-1741), to Paris. (Watteau surely met Pellegrini on that
occasion.) She was Crozat’s guest and met Watteau several
times, as her diary shows (now in Florence, in the Laurentian
Library, Ashburnham codex, 1781, published in French by
Sensier in 1865). Crozat commissioned a portrait of Watteau
from her (11 February 1721), identified by Cailleux (1969) as
the pastel in the Museo Civico, Treviso (repr. in the Chronol-
ogy). For his part Watteau made a drawing of Rosalba (cat. D.
128). He had previously shown his enthusiasm for her to
Vleughels by having him ask for one of her works in
exchange for one of his (20 September 1716).
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R. Carriera, Self-portrait,
Uffizi, Florence.

In 1732 Jullienne gave Rosalba, as a gift of thanks, an
advance copy of the volume of Watteau’s Oeuvre, engraved
under his care. There is no doubt about the sincerity of Rosal-
ba’s laudatory remarks about “the inimitable M. Vato” in her
letter of thanks. Judging by his lack of attention to the mem-
bers of the Academy, Watteau was usually rather neglectful
of his colleagues, but he seems to have felt some liking for
Rosalba. It is true that she had received a warm and trium-
phant welcome from all Paris. Before leaving France she was
accepted into the Academy on 26 October 1720, with her
Nymph from the Suite of Apollo (Louvre).

Caylus, Anne-Claude-Philippe
de Tubieres de Grimoard

de Pestels de Levis, Comte de
Paris 1692-1765

Caylus’ account of Watteau’s life, read before the Academy
for the first time on 3 February 1748, is the most anecdotal of
all the eighteenth-century biographies of the painter. It is the
one that best describes to us his changeable character. Rubin
(1968-1969) has tried to show that it was written immediately
after the painter’s death, well before 1748.

Caylus was the subject of a monograph by S. Roche-
blave (1889). The son of Marthe-Marguerite Le Valois, niece
of Madame de Maintenon, Caylus at a very early age began a
brilliant military career by fighting alongside La Roque at
Malplaquet, but after the treaty of Rastatt in 1714, he aban-
doned it. One year later he left for [taly, but returned in Octo-
ber 1715 when he was called back by his mother. In July 1717,
he sailed for Constantinople, and traveled for seven months
before finally returning to settle in Paris. He must surely have
met Watteau after his return.

Caylus, who boasted of having placed some rooms in
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Dagoty, Caylus.
Engraving.

Paris at the painter’s disposal, “which we used only for pos-
ing models, for painting and drawing” tells us that there
“this Watteau, so gloomy, so moody, so caustic, everywhere
else, became the Watteau of his paintings: that is, the author
whose paintings make one think he is pleasant, affectionate
and perhaps a little countrified” (Champion 1921, p. 94). His
words suggest a great intimacy between the two men.

Although Caylus’ life of Watteau does not appear to be
always laudatory, one should not forget that it was intended
for the Academy at a date when history painting was gaining
in popularity. Caylus made some sixty prints after Watteau
(Dacier 1927).

Crozat, Pierre
Toulouse 1665-Paris 1740

When and how many times did Watteau stay at Crozat’s? All
his eighteenth-century biographers spcak of a stay with the
rich financier and passionate collector, but no date has been
fixed. Jullienne, Mariette, and Dezallier d’Argenville placed it
after his acceptance by the Academy in 1712 and just before
his stay with Vleughels, which took place in 1718-1719. The
Almanach Royal of 1718 registered him at Crozat’s. Charles
de La Fosse, Crozat’s guest from 1708, is generally thought to
have acted as intermediary between the two men after Wat-
teau’s success at the Academy. We know that Crozat left Paris
for Rome in 1714, charged by the future regent to acquire the
paintings of Prince Dom Livio Odescalchi. He returned in
1715. (See Stuffmann 1968.)

According to Jullienne, Crozat entrusted Watteau
with the decoration of the dining room of his house on the
rue de Richelieu. There he painted four decorative panels
representing the seasons, of which only Summer is extant
(cat. P. 35). On several occasions Watteau went to Mont-
morency, Crozat’s country residence, which inspired him to
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Caylus, The Park of Montmorency.
Etching after Watteau.

paint The Perspective (cat. P. 25). Crozat chose Watteau
in 1721, to assist in his project of engraving the paint-
ings belonging to the king, the Regent, and himself. (See
Chronology.)

At Crozat’s, Watteau “found a collection of paintings
and drawings by the great masters, which completed his
training” (Dezallier d’Argenville in Champion 1921, p. 71).
The collector’s salon, especially after his return from Italy,
was a privileged place where Watteau could meet Rosalba
Carriera, Oppenordt, and Mariette. Crozat himself brought
Sebastiano Ricci, who was passing through Paris, to meet
Watteau in 1716. Finally, it was Crozat who informed Rosalba
Carriera of Watteau’s death.

Crozat bought none of Watteau’s works. At his death
he owned no paintings by the painter (though his nephew the
Baron de Thiers had five of them; see Stuffmann 1968 and
cats. P. 15, 16, 37). The nine drawings sold after Crozat’s death
in 1741 (no. 1063) were purchased in part by Tessin, and were,
according to Mariette, the author of the catalogue, the ones
“that the painter bequeathed at his death to M. Crozat in
grateful recognition of all the kindness he had received from
him,” although neither La Roque (Champion p. 43) nor Ger-
saint mentioned Crozat among Watteau’s heirs. (See Ger-
saint, Champion p. 64.) Nevertheless, Crozat thought highly
of the painter, who was in his eyes the only artist worthy of
being introduced to Rosalba Carriera (letter of 22 December
1716).

Dieu, Antoine
Paris c. 1662-1727

Antoine Dieu had two activities: painting and business. A
dealerin prints and paintings, established on the Petit Pont at
the sign of the Grand Monarque, he had business relations
with the dealer Sirois, Watteau’s first client (see DV, I, pp.
35-36).

Before Sirois married off his second daughter to
Edme-Francois Gersaint on 30 January 1718, Dieu sold his
shop and his stock on 15 January to Marie Rigaud (AN, MC
XXIX, 334). She bought it for the bridegroom-to-be, Ger-
saint, her nephew and heir.

Having given up his business, Dieu devoted himself to
his first passion, painting and drawing. In 1722, late in life, he
was admitted to the Academy with the Battle of the Romans
and Carthaginians (see Rosenberg 1979).

Mariette (Notes mss., fol. 193 [49]) wrote about a paint-
ing by Watteau depicting Louis XIV Bestowing the Blue Rib-
bon on the Duc de Bourgogne, Father of Louis XV, King of
France, engraved by Larmessin (DV 227, CR 72): “Watteau
painted this picture for M. Dieu who had undertaken to paint
all the events of the life of the King to be executed in tapestry,
which was not at all effective.” This tells us two things: that

A. Dieu, The Marriage of Louis de France, Duc de Bourgogne,
and Marie-Adelaide of Savoy, Cartoon for a tapestry from the series
on the life of the king, Musée de Versailles.

Dieu had received from the king an important commission
that was never completed and in which he had Watteau col-
laborate, perhaps through the intermediary of Sirois. The
Watteau painting, the only one dealing with contemporary
history, was still recorded by Seidel in 1900 as in the Berlin
palaces, but it has since disappeared. The painting by Dieu
still exists at Versailles. The Larmessin engraving after the
one by Watteau makes it possible to compare the two works,
which closely resemble ecach other. Was Dieu really inspired
by the Watteau painting? Roland-Michel (1984) suggested
the opposite.

The problem of relations between Watteau and Dieu is
further complicated by the existence of four drawings, which
in our view were by Antoine Dieu (sale, Paris, 7 December
1982, no. 5, ill.). They faithfully reproduce four Watteau paint-
ings forming a cycle known as the Jullienne Seasons (DV
200-203, CR 22 A-D; see Roland-Michel 1984). A painting in
this series was recently sold in London at Christie’s, 8 July
1983, no 48. Did Dieu copy Watteau or was it the other way
around?
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Dubois

Valenciennes

“Dubois, a landscape painter who sometimes mixed in some
historical features, worked for Billet, a carpet manufacturer
in Valenciennes. . . . This painter had been a fellow student of
Antoine Watteau. Seeing that the latter had been accepted as
painter in the Royal Academy, he sent him one of his paint-
ings and asked him to have him admitted. Watteau advised
him to wait: he pointed out to him that his trees, although
often well done, were stylized, that one could count each leaf;
the planes were not varied enough; everything was too piled
up; and the lighting was too even and lacked gradation. He
advised him to study nature and offered to provide him fur-
ther advice if needed” (Hécart 1826, pp. 7-8).

What do we know now about this painter? Two of his
paintings were included in the Henri de Gise sale, 30 October
1742 (no. 357).

According to Hécart, Dubois and Watteau started out
with Gérin, the best-known painter in Valenciennes. But
while Watteau very soon found his town too restrictive,
Dubois seems to have settled there. His reputation, too,
never spread beyond the city limits. Stillaccording to Hécart,
the two painters remained in touch until 1717, when Dubois
asked for advice from Watteau after Watteau had been
admitted into the Academy.

Fraguier, Claude-Francois
Paris 1660-1728

The Abbé Fraguier, academician and art lover, probably
knew Watteau through Caylus. He was responsible for Wat-
teau’s epitaph, written in Latin and placed after the “Life of
Watteau” as a preface to the Figures des différents carac-
téres. See Appendix A, “Watteau in His Time.”

Gérin, Jacques-Albert
Valenciennes c. 1640-1702

Watteau's first biographers described the young Antoine’s
beginnings in his native city, Valenciennes. His father
apprenticed him to “a very mediocre master” (Leclerc); “A
rather bad painter” (Julienne, Dezallier d’Argenville); “A
rather bad master from Valenciennes” (Gersaint). Caylus,
harsher yet, called him “a crude painter” But this obscure
artist was unnamed. Not until Hécart published his Biogra-
phies Valenciennoises in 1826 did his identity become known.
Since that time he has been the subject of several studies (Cel-
lier, Dinaux, Foucart, and Marmottan; see especially Mar-
mottan 1893).
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A. Gérin, Saint Gilles Healing the Sick,
Musée des Beaux-Arts, Valenciennes.

Jacques-Albert Gérin, born c. 1640, nevertheless
enjoyed a good local reputation during his lifetime. Consid-
ered the best painter in the city, he received important reli-
gious commissions for the numerous convents and churches
of the region and official commissions from the Valenciennes
magistrates. He also contracted to design a series of tapestry
cartoons on the life of Saint Giles, patron saint of the city. The
only certain work by him known today is the Saint Giles Heal-
ing the Sick in the Presence of the King (Musée des Beaux
Arts, Valenciennes), signed and dated 1691, which shows a
far from insignificant talent. At Gérin’s school the young
Wiatteau could have learned something more than the vague
rudiments of his craft.

How did Hécart discover the name of this painter?
Before him neither the author of the article on the Academy,
published in the Almanach de Valenciennes in 1786 (pp.
65-66), nor Debavay, in his discourse given before the Valen-
ciennes painting school on 8 October 1812 (pp. 14-15) in
which both Gérin and Watteau were mentioned, noted any
connection between the two. Perhaps the name of Gérin had
been passed by word of mouth in the circle of the biographer
who was himself a native of the same city.

The name of the young Antoine in fact appears in no
register or document in the Valenciennes Archives, except on
his baptismal certificate. Might one believe, as does Vanghe-
luwe, that Watteau perhaps did not do his apprenticeship in
his native city?

Even if Gérin had not been Watteau’s first teacher, the
pupil must have known his paintings, which were found in
numerous churches in Valenciennes.



Gersaint, Edme-Francois
Paris 1694-1750

“I have lived with Watteau long enough, and we were close
enough friends, for me to have learned some of his peculiari-
ties” (Gersaint in Champion 1921, p. 54).

Gersaint was one of Watteau’s first biographers. In
the catalogue of the Quentin de Lorangére sale, which he
wrote in 1744, following no. 94, Oeuvre gravé de Watteau, he
included a “Brief Life of Antoine Watteau” (pp. 170-193). This
biography was strongly criticized by the author of the Dic-
tionnaire abrégé de peinture et de sculpture in 1746 (pp.
375-376), leading Gersaint to reply in the catalogue for the
Augran de Fonspertuis sale (December 1747-March 1748, pp.
261-266).

On 30 January 1718 Gersaint married Sirois’ second
daughter. On 15 April 1718, in honor of his marriage, his aunt
bought him a shop for selling paintings, complete with
inventory, on the Petit Pont (see Antoine Dieu). In 1718 the
shop burned and Gersaint had to move to the Pont Notre-
Dame to a shop at the sign of the Grand Monarque.

Gersaint provided a home for Watteau on several
occasions. As is so often the case, we do not know the nature
of the relations between Watteau and Gersaint, but the
famous Shopsign (cat. P. 73) that Watteau painted for Ger-
saint’s shop upon his return from England in 1720 seems to
be evidence of gratitude and friendship. We know through
Gersaint himself that he was one of the four heirs to Wat-
teau’s drawings, which the artist, on his deathbed, entrusted
to him. “Some time before his death he gave me proof of his
friendship and confidence, by numbering me among his best
friends, who were M. de Jullienne, the late Abbé Haranger,
canon of Saint-Germain-l'Auxerrois, and the late M. Hénin,
and desired that his drawings, for which he made me the
trustee, be divided ecqually among the four of us; which was
done” (Champion 1921, p. 64).

Frontispiece for the
Quentin de Lorangeére catalogue.
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Gillot, Claude

Langres 1673-Paris 1722

“Gillot was the only teacher who can truly be assigned to
Watteau” (Gersaint in Champion 1921, p. 53).

Even if Gillot were not Watteau’s first teacher, he was
the one who shaped his career. Under Gillot, Watteau discov-
ered a new repertory of theater scenes. A skillful draftsman,
Gillot influenced Watteau to such an extent that it is some-
times impossible to distinguish between master and pupil. A
Watteau painting after a lost Gillot drawing (engraved by
Huquier, 1695-1772), Harlequin Emperor in the Moon (cat.
P. 1), was for many years believed to be a work by Gillot.

According to Gersaint and Caylus, Watteau and Gillot
were of similar disposition, and this was the cause of their
separation. But Jullienne and Dezallier d’Argenville wrote
that Gillot “regarded this imitator [Watteau] with a jealous
eye, and as a rival whose rapid progress inspired fear; he got
away from him by getting him into the Luxembourg with M.
Audran” (Jullienne in Champion 1921, p. 48).

The two painters were both called to order by the
Academy (Gillot, three times; Watteau, four times) before
they delivered their respective reception pieces. Gillot pre-
ceded Watteau by sixteen months, presenting on 27 April
1715 a Christ at the Time He Was About to Be Attached to the
Cross, the only religious painting by him that is known today
(Church of Noailles, Correéze).

Populus” 1930 volume is still the best study on Gillot.
Those by Valabrégue (1882) and Poley (1938) should also be
mentioned.

J. Aubert, Gillot.
Engraving after Gillot.
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Glucq, Claude

Paris after 1674-1742

and Jean-Baptiste
Paris 1674-1748

The Glucqgs were cousins of Jean de Jullienne. This large fam-
ily, judging from the number of Glucqgs present at the mar-
riage of Jean de Jullienne and Marie-Louise Brecey, 9 May
1720 (AN, MC, XXIX, 349), included several patrons of the
arts. The two most famous ones were Claude, counselor of
Parlement, and Jean-Baptiste, called Glucq de Saint-Port (see
DV, I, pp. 201-210). It is not known whether they personally
knew Watteau, the painter of fétes galantes, but they admired
his talent, as did the Comtesse de Verrue, a close friend of one
of them.

According to the captions on the engravings by Wat-
teau that Claude owned, The Delights of Summer (DV 102, CR
2-W) and Pleasures of the Dance (cat. P. 51), he bought the
famous Shopsign (cat. P. 73) from Gersaint. A fourth painting,
The Charms of Life (Wallace Collection; DV 183, CR 184)
belonged to a Mr. Glucq at the time Aveline engraved it in
1732. But was this Claude or Jean-Baptiste?

Grison, Antoine

He was the fortunate rival of Antoine Watteau at the Acad-
emy on 31 August 1709. He carried off the first prize with a
David’s Return after the Defeat of Goliath. Watteau received
only a second with Abigail Bringing Food to David. (See
Chronology.) These two paintings are lost.

It was a short-lived success and Antoine Grison,
whose birth and death dates are unknown, is remembered
only for that first prize.

Haranger, Pierre-Maurice
d. 1735

“He left his drawings and his studies to the Abbé Haranger,
his friend, canon of Saint-Germain-lI’Auxerrois, who loves
fine paintings and who has some by the best masters in his
collection” (La Roque in Champion 1921, p. 43). In fact, Ger-
saint named Haranger as one of the four heirs of Watteau’s
drawings (Champion 1921, p. 64). According to Mariette
(Notes mss., IX, fol. 191 [9]) the Abbé owned The Anxious
Lover (Chantilly; DV 165, CR 211) and perhaps The Dreamer
(cat. P. 26).

According to Gersaint and Caylus, “The Abbé Haran-
ger ... had M. Le Fevre lend him . . . his house at Nogent,”
where Watteau died (Caylus in Champion 1921, p. 109).
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Hénin, Nicolas
Paris 1691-1724

“The place where he [Watteau] stayed most frequently was in
some rooms that [ had in different parts of Paris, which we
used only to pose the model, to paint and draw. In these
places dedicated solely to art, free from all intrusion, he and I
experienced, along with a mutual friend attracted by the
same tastes, the pure joy of youth combined with the liveli-
ness of imagination, both ceaselessly united with the fascina-
tions of painting” (Caylus in Champion 1921, p. 94). Later,
Caylus named this mutual friend as “M. Hénin.”

In 1715 Caylus and Hénin were drawn together, as
amateurs, at the French Academy in Rome. King’s counselor
at the Chatelet of Paris since 1713, Nicolas Hénin purchased
in 1720 a position as manager and administrator of the King’s
Buildings (Bruand and Hébert 1970, pp. 312-313).

Hénin was among the four friends of the artist who
each received one quarter of Watteau’s drawings (see Ger-
saint) upon Watteau’s death.

According to Mariette (Notes mss., X, fol. 193 [37, 38]),
Hénin owned two paintings by Watteau, Perfect Accord (DV
23, CR 196) and The Surprise (DV 31, CR 144). Both paintings
appear in the inventory drawn up after Hénin’s death, 20 July
1724, and in the one taken after the death of his wife, Angé-
lique Boucot, 4 February 1724 (see DV, III, no. 23). A third
painting, The Holy Family (cat. P. 30) is also mentioned in
these two inventories.

Jullienne, Jean de
Paris 1686-1766

Because the Recuelil Jullienne bears the name of the illustri-
ous collector, he will remain forever connected with Wat-
teau. But what was Jullienne’s real role?

Son of Claude Jullienne, a draper, nephew of Francois
Jullienne, a textile manufacturer, and nephew and godson of
the dyer Jean Glucq (father of Claude and Jean-Baptiste), all
working at the Gobelin manufactory, Jean de Jullienne (who
was not raised to the nobility until 1736) chose to go into the
dyeing business. Beginning in 1718, Jean helped his uncle,
Francois Jullienne, who from 1684 had managed both the
dyeing establishment of his brother-in-law Jean Glucq as
well as his own textile factory. When Franc¢ois Jullienne
retired, Jean, his sole heir, was named the single director of
the plant (Hérold in DV, I, pp. 201-211).

We do not know where Jullienne met Watteau. At the
painter’s death, Jullienne had all of Watteau’s drawings
engraved and brought together in two volumes (Les Figures
de différents caractéres). Then he had all the artist’s paintings
engraved after buying up most of the works. These engrav-
ings, bound into two volumes, form the Recueil Jullienne. At
one time Jullienne owned almost all of Watteau’s paintings,
which he later sold. By 1756, when a manuscript catalogue of



J.-F. de Troy, Jean de Jullienne.
Musée des Beaux-Arts, Valenciennes.

his collection was drawn up (Pierpont Morgan Library, New
York), he owned only eight Watteau paintings.

On 31 December 1739 Jullienne presented the Acad-
emy with his “four fine volumes bound in moroccan leather
containing a suite of all the prints engraved after Watteau”
(PV, 5th register; now in the Ecole des Beaux-Arts, Paris). He
would later be named “Honorary Counselor and Amateur”

La Fosse, Charles de
Paris 1636-1716

“In 1712, he presented you [the Academy] some paintings in
his style, much superior to the one that had earned him the
prize. His mature, very refined talent and the uselessness of
the trip he sought supplied the reasons for asking the Acad-
emy to admit him. He was received with the extra distinction
that M. De la Fosse, that honorable man, so commendable for
his excellence in several areas of painting, stressed his
worthiness, helped him prevail, and, knowing him only
through his works, took a lively interest in him” (Caylus in
Champion 1921, pp. 86-87).

After the deaths of Le Brun, his first teacher (1690) and
Mignard (1695), who were successively First Painters to the
king, Charles de La Fosse, under the protection of his friend
Hardouin-Mansart, played an important role at the Acad-
emy. A friend of Roger de Piles, La Fosse became the
defender of color, Venetian art, and Rubens against the sup-
porters of Roman painting and Poussin.

From 1708, La Fosse was a guest in Crozat’s house, and
it was probably he who introduced the painter to the finan-
cier. Watteau knew La Fosse’s trois-crayons drawings,
which he used to paint the Crozat Seasons.

A. Bouys, Charles de La Fosse.
Musée de Versailles.

Summoned by Lord Montague to decorate his resi-
dence, La Fosse was in England between 1689 and 1692. Did
Watteau remember this trip before crossing the Channel at
the end of his life? (On La Fosse, see Stuffmann, 1964.)

La Roque, Antoine de
Marseilles 1672-Paris 1744

Before becoming a man of letters and a collector, La Roque
had led an adventurous life. Son of a merchant of products
from the Levant, he was a good student in his native city of
Marseille. Then, intending to follow in his father’s footsteps,
he traveled abroad. Soon, however, he followed his brother

Watteau, Antoine de La Roque, detail.
Private collection, New York.
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to Paris and enlisted in the king’s army. As gendarme of the
king’s guard he participated in the bloody battle of Malpla-
quet on 11 September 1709. A cannonball shattered his leg
and ended his military career, confining him to Valenciennes
until April 1710. That was the time when Watteau, after his
partial success at the Academy in 1709, reappeared in his
native city. The two men could have met then; it is more likely
that they became acquainted in the theaters of Paris.

The holder of two pensions, La Roque dedicated him-
self to writing. He is thought to have collaborated in two
operas: Médée et Jason, presented on 24 April 1713, and
Théoné, presented at the end of 1715. In 1721, with his
brother Jean, he took over part of the charter of Le Nouveau
Mercure, which became Le Mercure and later, the Mercure de
France. He became its director in 1724. As an art lover, La
Roque accorded a larger place to the fine arts, for which he
himself wrote the columns. The unsigned obituary notice for
Antoine Watteau, which appeared in the Mercure of August
1721, can be attributed to him with complete certainty.

At his death La Roque owned three paintings by Wat-
teau, the two paintings on copper now in the Hermitage
(cats. P. 15, 16) and a Saint Francis (lost; DV 114, CR 50).

We know of two portraits of La Roque by Watteau, a
drawing (cat. D. 113), and a painting (Private coll., New York;
DV 269, CR 118). (The most recent study on La Roque is by
Guenot 1984.)

Lancret, Nicolas
Paris 1690-1743

Lancret and Watteau became acquainted as young men in
Claude Gillot’s studio. But Watteau soon managed to take
Gillot’s place with Lancret, his junior by six years. He advised
him to leave his master and take for his sole guide the “master
of masters, Nature,” as Ballot de Sovot, lawyer, writer, and

N. Lancret, Self-portrait.
Private collection.

faithful friend of Lancret, wrote in his Eloge de Monsieur
Lancret, which was published on the painter’s death in
November 1743. But the relationship between Watteau and
Lancret soured: “At the Place Dauphine M. Lancret exhibited
... two paintings in the style of Watteau, which people
thought were by Watteau himself and for which several of his
friends complimented him. That is what M. Lancret learned
later, and to which one must attribute the cool reception he
received from Watteau soon thereafter. All relations
between them were cut off from that time on, and matters
continued on this basis until Watteau’s death” (Sovot, pp.
6-7).

Lancret was admitted into the Academy two years
after Watteau, in 1719, as a painter of fétes galantes, a title
that was used only for the second time.

Lancret never abandoned this genre, which had
become quite popular. With much facility and cleverness he
augmented the gallant subjects of the masters, using a set
formula without understanding their poetry and originality.
Lancret’s paintings, executed with greater care than those by
Watteau, are often in much better condition than his. (On
Lancret, see Wildenstein 1924.)

The Le Bouc-Santussan family

Ever since Dacier and Vuaflart first proposed it, several his-
torians (Réau, Adhémar, Posner) have agreed that Watteau'’s
painting The Family (cat. P. 54) represents the three members
of the Le Bouc-Santussan family: father, mother, and their
young son Jean. This identification is based on the inventory
drawn up after the death of Marie-Louise Gersaint, dated 17
May 1777 (lost, though it appears in the registers of the Minu-
tier Central, Paris [AV, MC, XX VI, 389]: “Concerning a print
under glass and in its frame of gilded wood engraved by Ave-

Watteau, The Family, detail.
Cat. P. 54.
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line after Watteau, . . . as representing the late Sr Le Boucg-
Santussan and his family” [DV 86}).

Although we know nothing about the two Le Bouc-
Santussan parents in The Family, we are better informed
about their son Jean, thanks to his connection with the Ger-
saint family. He married Marie-Louise Gersaint, Gersaint’s
eldest child by his first wife, Marie-Louise Sirois, who was a
little more than six years old at her mother’s death (inventory
of 26 April 1725, AN, MC, LX, 232). Her husband must have
been older than she, if the age and identity of the child in The
Family can be believed. In 1750, on the death of his father-in-
law, Edme-Francois Gersaint, Jean Le Bouc-Santussan, hus-
band of “Dame Marie-Louise Gersaint [was] qualified as
mlerchan]t goldsmith jeweler in Paris, l[iving] at Rue S[aint]
Louis plarilsh of S[aint] Barthelemy.” It is very possible that
the two families knew each other well before this marriage
and that it was through the Gersaint family that Watteau
came to know the Le Bouc-Santussans. Jean was only a
child at the time, but his parents belonged to the painter’s
generation.

One might wonder why The Family did not belong (or
no longer belonged) to the Le Bouc-Santussan family in 1729.
In fact we know through the engraving that atthatdate it was
a part of the Titon du Tillet collection. Perhaps Watteau only
made drawings of the Le Bouc-Santussans and later on used
them for his painting, which he changed into a féte galante.
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P. Fournier, House of M. Le Febvre at Nogent-sur-Marne.
Engraving.

Le Febvre

“M. Le Febvre, who was then manager of the Small [Plea-
sures], had given him a retreat in his Nogent house, above
Vincennes, at the earnest request of the late Abbé Haranger,
canon of Saint-Germain-I’Auxerrois, his friend” (Gersaint in
Champion 1921, p. 63).

Did Watteau ever know the Manager of the Small Plea-
sures of the King? We do not know.

Mariette, Pierre-Jean
Paris 1694-1774

Did Watteau know this famous print dealer, collector, and art
historian? Opinion is divided. While Dacier and Vuaflart
believe such a connection was impossible, Roland-Michel
(1984) has recently attempted to prove the contrary.

It is true that Pierre-Jean left Paris after having com-
pleted his apprenticeship in his father’s shop at the sign of the
Colonnes d’Hercule, rue Saint Jacques, in 1717, just at the
time Watteau was beginning to become known. He only
returned three years later, in 1720. However, several facts
indicate that they may have known each other. Gillot, Wat-
teau’s teacher, had been in his youth on visiting terms with
the Mariette family. Until 1695, Gillot had studied with Jean
Mariette under the painter Jean-Baptiste Corneille, who was
the husband of Jean’s sister and Pierre-Jean’s aunt, Marie-
Madeleine Mariette.

Installed on the Pont Notre-Dame or on the rue Saint-
Jacques, the print sellers and painting dealers were
acquainted with one another. Is it even necessary to mention
Watteau’s frequent stays with Sirois and Gersaint?

Although Pierre-Jean Mariette may have seemed
quite young to Watteau before 1717, that was no longer the
case in 1720. Mariette, rich in foreign experience, was
thenceforth part of Crozat’s circle at a time when Watteau,
attracted by the presence of Rosalba Carriera, visited the fin-
ancier’s home. A drawing conserved in the Louvre (cat.
D. 127) represents the three musicians at a concert given at
Crozat’s, sketched from life by Watteau. Mariette owned this
drawing, on which he explained the identity of the models.
Mariette and Watteau thus were both at Crozat’s that day. At
his death Mariette owned some Watteau drawings (nos.
1387-1394 of his estate sale, 15 November 1775).

More evidence of the connection between Watteau
and Mariette is provided by a print by Jullienne, after a draw-
ing by Schedone (see fig. P. 30-7), which bears the inscription,

A. Pesne, Mariette,
Musée Carnavalet, Paris.
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“The original drawing is by Schedone, it is two-thirds
smaller and it can be seen in M. Mariette’s collection. Wat-
teau, who found it charming, drew it, as can be seen here, and
it is M. de Julienne who engraved it

An exhibition on Mariette was presented in the Lou-
vre in 1967 (see exh. cat. Paris 1967).

The “Master Painter” on the Pont
Notre-Dame

All of Watteau’s eighteenth-century biographers, with the
exception of La Roque and Mariette, mention this “wretched
painter” (Leclerc) “who worked for the dealers of common
paintings that were sold by the dozen” (Jullienne). Scarcely
paying them anything, he hired “poor students whom he
used as hacks” (Gersaint) to make “production line” copies
as quickly as possible. He divided the work into categories
and had several students work on the same painting, accord-
ing to Gersaint. Watteau, who was more gifted than his com-
panions, had the monopoly on a Saint Nicolas and Caylus
informed us that he copied with facility “an old woman after
Gerrit Dou who is consulting her ledgers” (Champion 1921,
p. 80), calling for the model only for the placement of her
spectacles. The painting by Dou (1613-1675) is perhaps the
one that later belonged to Jullienne, now in the Hermitage.
The master exploited the young Watteau, who was then with-
out means, until the day he tried his luck with Gillot.

G. Dou, Portrait of an Old Woman,
The Hermitage, Leningrad.
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Mead, Richard
Stepney 1673-Holborn 1754

Richard Mead’s reputation as a learned man, doctor, philoso-
pher, and writer quickly went beyond the frontiers of
England, his native country. When he did not write in Latin,
his writings in English were quickly translated. Thanks to
M. Coste, a doctor at the royal and military hospital of Nancy,
his complete works were published in French. After his death
on 16 February 1754, the Journal Britannique of July-August
devoted a long eulogy to him (by E Maty) reported in the
Annonces, Affiches et Avis Divers of 7 May 1755 (p. 74).

At the time of his meeting with Watteau, the future
doctor to the English royal family (a post he would take up in
1727, upon the accession of George II) had as yet published
only two books; a long and daring Essay on Poisons in 1702,
followed two years later by a work in Latin, on the Influence
of the Sun and the Moon on the Human Body, which was
praised for its great scholarship in 1705 by the Journal des
Savans. In 1716 his research had enabled him to prove the
efficacy of purgatives on smallpox, and this led him to
become interested in the benefits of innoculation in 1721,
which he helped introduce into his country. Shortly before he
received Watteau in 1719, the terrible epidemic in Marseille
had led him to do research on the plague. Against the views
of almost all his colleagues, he perceived that the sickness
was spread by contagion and he imposed a quarantine.

According to Walpole (1871), Watteau, already ill,
went to London solely to consult the celebrated doctor, for
whom he painted two pictures. For his French biographers it
was more likely his restlessness, together with a budding
desire to make money (Gersaint), which made him decide to
cross the channel. Mead was well-known in France. His spe-
ciality was not the treatment of tuberculosis, Watteau's ill-
ness, but the treatment of infectious diseases. Whether or not

Anonymous, Dr. Mead.
Engraving.
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Watteau came to London especially to consult Mead, he most
certainly met him. In the culogy cited above, we can read: “If
any foreigner came to London, who had any knowledge,
taste, or simple curiosity, he did not fail to be presented to the
Doctor Mead” (p. 245).

Mead owned two paintings that he had commissioned
from Watteau and which appeared in his estate sale, 20
March 1754 (nos. 42, 43; see cat. P. 71).

Without being able to prove it, Robert Raines (1966,
p. 53) thought that Mead had taken Watteau to Old Slaugh-
ter’s, a pub frequented by artists that was located in Saint
Martin’s Lane. The troupe of French comedians, then in Lon-
don, also went there.

Mercier, Philippe
Berlin 1689-London 1760

Born in Germany of French parents, this portraitist, genre
painter, and engraver made his career in England. Mercier
was the son of a Huguenot weaver, who had emigrated to
Germany in the service of Frederick, Elector of Brandenburg
(who became King of Prussia in 1701). According to Vertue,
the young Philippe studied under Antoine Pesne, First
Painter to the King. Still according to Vertue, he arrived in
England in c. 1716 after a trip to Italy and France, and settled
in London. He worked for different patrons before becoming
the protégé of Frederick, Prince of Wales (on Mercier, see
Ingamells and Raines 1976-1978).

Mercier probably met Watteau, who was in England
in 1719-1720, at the beginning of his London period. We know
nothing of Mercier’s activity at that time, and scarcely more
about Watteau’s, but it is obvious that Mercier knew Wat-
teau’s works. His paintings amply demonstrate it.

P. Mercier, Family Concert.
Collection of the Earl of Pembroke.

Mercier engraved ten Watteau paintings, including
The Intimate Toilette (cat. P. 37; DV 66A, 155A, 263A, 303-
309). Jullienne included none of these ten engravings in his
Recueil, but instead had three of them engraved again by
other artists (The Picnic by Moyreau, DV 66, CR 101; The
Island of Cythera [cat. P. 9] by Larmessin; and The Love Les-
son [cat. P. 55] by Dupuis).

According to Ingamells and Raines (p. 2), who
repeated an idea proposed by Eidelberg (1975), Mercier and
the dealer Salomon Gautier specialized in selling works by
Watteau, some of questionable attribution, in London.

Métayer

It is known through Gersaint that this “mediocre painter”
employed Watteau on his arrival in Paris, but “Watteau soon
left him for lack of work.” Is Métayer the Valenciennes deco-
rator (see The Anonymous Decorator of the Valenciennes
Theater) mentioned by Jullienne and Dezallier d’Argenville?
The greatest confusion reigns in regard to Watteau'’s first
teachers; the seven early biographies on him are of little help
in solving the problem.

Oppenordt, Gilles-Marie

Paris 1672-1742

In the diary that he kept during his first stay in Paris, Carl
Gustaf Tessin reported on 23 June 1715 that ten days earlier
he had seen in Watteau’s hands projects for fountains drawn
by Oppenordt (see Chronology). Oppenordt owned two
paintings by Watteau, engraved while they belonged to him:
The Fortuneteller (cat. P. 8) and Jealous Harlequin (lost; DV 77,
CR 83; see cat. P. 13). These two paintings appear in the inven-
tory drawn up after his death on 9 May 1742 (AN, MC, 1V,
517). Did the two artists exchange their works?

Did they meet before 1715 in the salon of the collector
Crozat, whom both knew? Jealous Harlequin was situated at
aturning point in Watteau'’s career. A variant of Jealousy, the
work he probably presented to the Academy in 1712, it is one
of Watteau'’s first fanciful paintings.

Oppenordt, the only architect among Watteau’s
friends, was the official architect to the Regent. He worked
for Crozat who had entrusted him with the construction of
an orangery in his park at Montmorency and also asked him
to make numerous changes in his residence on the rue de
Richelieu. Oppenordt built very little, however, as his role
was basically in the field of decoration. He was one of the
principal creators of rocailie.

Mathey and Nordenfalk (1955) attributed to Watteau
the series of fountain projects (now in Stockholm) that had
previously been given to Oppenordt. Were these designs
made by Watteau, as they believed, after Oppenordt, or
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should both the originals and copies be left in Watteau’s
camp, as Cailleux proposed (1967)? Eidelberg (1969) showed
that the earlier attribution to Oppenordt should be restored,
a solution that was finally accepted by Nordenfalk (1969) but
rejected by Parker (1969).

Pater, Antoine
Valenciennes 1670-1747

The two artists must have met in Valenciennes. According to
his epitaph in the church of Saint-Géry, Valenciennes, the
sculptor Antoine Pater, “estimable author of statues, decora-
tive sculptures, particularly organ-chests, had a shop for the
sale of statuary” (Ingersoll-Smouse 1921, p. 1). The only sure
work by the artist is the sculpture in the Valenciennes
museum reproduced here.

On 28 July 1692 Pater married Jeanne-Elisabeth Des-
fontaines (AV, marriage register of the parish of Saint-
Jacques), with whom he had five children. One of them, Jean-
Francois, born in 1700, followed obscurely in his father’s
footsteps. The second, Jean-Baptiste, was the painter and the
only real pupil of Watteau.

We believe the magnificent Portrait of Antoine Pater
conserved in the Musée des Beaux-Arts, Valenciennes, has
been misattributed to Watteau. Can one be certain that it
represents the sculptor?

A. Pater, God the Father.
Musée des Beaux-Arts, Valenciennes.
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Pater, Jean-Baptiste
Valenciennes 1695-1736

Pater admitted to Gersaint “that he owed all that he knew to
that little time that he had put to good use” with Watteau at
Nogent-sur-Marne, one month before the master’s death in
1721 (Champion 1921, p. 66).

According to Gersaint, however, Watteau had origi-
nally given his fellow townsman a poor reception when he
came to Paris the first time to complete his training as a
painter. “The young Pater found a teacher with too difficult a
disposition, too impatient a character to be able to lend him-
self to the weakness and advancement of a pupil; he was
obliged to leave him” (Champion 1921, p. 66).

We have no information about Pater’s first stay in
Paris. Son of the sculptor (see Antoine Pater), Jean-Baptiste
was apprenticed in 1704 to a Valenciennes painter, Jean-
Baptiste Guidé, who died in 1711. In the only monograph on
the painter, Ingersoll-Smouse (1921) presumed that Pater
accompanied Watteau on his return to Paris from Valenci-
ennes in c. 1710, and that he remained with Watteau until
perhaps 1713. From the numerous difficulties Pater had with
the Corporation of Painters and Sculptors of Valenciennes
for refusing to submit to their regulations, we learn that he
had returned to Valenciennes by 1716. In 1718 he was once
again back in Paris.

Pater had the same admirers as Watteau: Jullienne,
Glucq de Saint-Port, the Comtesse de Verrue, Leriget de La
Faye, and later, Frederick the Great of Prussia.

A desperately hard worker who was haunted by the
fear of poverty (Gersaint and Mariette), Pater painted with
the sole aim of making money, seeking above all to make as
much as possible, as quickly as possible. In 1744, Gersaint
stated, “His works are neither rare nor expensive” (Cham-
pion 1921, p. 19).

J.-B. Pater, Soldiers Making Merry.
Musée du Louvre, Paris.
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With Lancret, Pater is the most famous of Watteau'’s
imitators. Pater was not an inventive artist and unlike Lan-
cret, who was a more diversified painter, he constantly
repeated himself. His works, less vigorous than Lancret’s,
can be recognized by their acid blues and pearly pinks.

Pesne, Antoine
Paris 1683-Berlin 1757

“lam sending you this plan of my academy painting to obtain
your valued opinion as a brother; you are more familiar with
these matters than anyone else . . . show this plan to no one,
unless it be to my father, since it is quickly done by people in
the know, they understand at half a glance. Show it also to
Monsieur Watau, he has insights which I do not have, and
does not flatter”

These few lines are inscribed on a drawing by Pesne
(Louvre, Cabinet des Dessins) sent from Germany to Vleu-
ghels and show what a reputation Watteau had.

Admitted into the Academy on 26 November 1718,
Pesne was received on 27 July 1719 with Lot and his Daugh-
ters. The drawing he sent to Vleughels, the “plan for [his]
academy painting,” could then be dated between the end of
1718 and mid-1719. Watteau lived with Vleughels at that time.

Pesne did not know Watteau personally. Son of the
painter Thomas Pesne and of a niece of Charles de La Fosse,
Pesne left Paris in 1704. After a stay in [taly he settled in Ger-
many in 1710 and became the official painter of the princes of
Prussia, particularly Frederick the Great, who was one of the
great collectors of French eighteenth-century paintings and
of the paintings of Watteau in particular. (See Appendix D,
“Frederick the Great and Watteau” and the 1958 monograph
on Pesne by Berckenhagen, du Columbier, Kiihn, and
Poensgen.)

A. Pesne, The Painter and His Daughters,
detail. Berlin.

Quillard, Pierre-Antoine
Paris 1701/1704-Lisbon 1733

Quillard’s works were long confused with Watteau’s. In 1927
the Louvre purchased two paintings, The Planting of the May
and The Village Féte, believing both to have been painted by
Watteau. They were soon found to be by Quillard. This misat-
tribution gave rise to several studies, which made Quillard
known (Messelet 1928-1930; Guiffrey 1929; Hérold in DV, I,
pp. 168-173; Hévesy 1929; de Figueiredo 1930-1931; Esperel
1930-1931; Miller 1930; Alvin-Beaumont 1932; Smith 1936).

In three articles (1970, 1971, 1980) Eidelberg has
brought the artist to the fore and has sought to demonstrate
his connections with Watteau. Quillard might have been a
very young pupil of Watteau and might have assisted in his
paintings. Thus the two Prado paintings (cats. P. 21, 22) would
be by two different hands, the weaker one belonging to Quil-
lard. He also attributes to Quillard some drawings that copy
details from Watteau’s works, most of them paintings from
before 1712 that were not engraved (Pierrot Content, cat.
P. 13, and Actors at a Fair, cat. P. 10). But Quillard was only a
child. A collaboration between the two painters seems diffi-
cult to imagine at that date, even if he was the precocious
child described by Guarienti in the 1733 edition of Orlandi’s
Abecedario (p. 415). And would Wattcau, who had such strict
standards for himself, have agreed to let Quillard participate
in his paintings?

P. Quillard, Wedding Party.
National Gallery of Ireland, Dublin.
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Raoux, Jean
Montpellier 1677-Paris 1734

Too much evidence links Raoux with Watteau; one cannot
passoveritin silence. Both were admitted to the Academy on
the same day, 15 August 1717—Watteau, with his Pilgrimage
to the Island of Cythera (cat. P. 61), and Raoux, with his Pyg-
malion in Love with His Statue (Montpellier). Raoux, who was
older than the native of Valenciennes, had been agréé on 27
July 1715. He produced his reception piece more quickly.

The two men frequented the Crozat salon on the rue de
Richelieu and had a mutual friend in Vleughels. Further, both
artists visited England. Raoux’ trip, according to the Alma-
nach Royal, followed Watteau’s by one year. The 1720 Alma-
nach (p. 241) noted that Watteau was in London and the 1721
Almanach (p. 252) stated that Raoux was abroad.

Rebel, Jean-Féry
Paris 1666-1747

“A portrait of J. B. [sic] Rebel, music master of the King’s
chamber, by Watteau, his friend” (Chiquet de Champ-
Renard sale, 14 March 1768, no. 116). The location of this
drawing (PM 926) is unknown; a copy of it is in the Musée
Magnin, Dijon.

A precocious violinist, son of a musician, Jean-Féry
Rebel amazed the king and Lully. He was named first violinist
at the Royal Academy of Music (that is, at the Opéra) in 1699.

Raoux, Pygmalion.
Musée Fabre, Montpellier.
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Moyreau after Watteau, Jean-Féry Rebel, Engraving.
Location unknown (DV 104).

Beginning in 1705, after a stay abroad, he was one of the
twenty-four violinists of the king, then became music com-
poser of the king’s chamber, receiving one-half the title in
1718 by right of succession of his brother-in-law, Lalande
(1657-1726), and finally the complete title in 1726 (see Daub, in
The New Grove, 1980, pp. 638-640). In 1716, he became music
master at the Opéra as ecarly as 1716 and director of the
twenty-four violinists of Versailles. This virtuoso violinist
and great composer was not above sitting down at the harp-
sichord to play the continuo and to accompany the violins
(see also Appendix C, “Watteau and Music,” and Appendix
A, “Watteau in His Time”) That is how Watteau portrayed
himin the drawing mentioned above, quill in hand and with a
violin placed on his harpsichord. Mirimonde (1961) pre-
sumed that La Roque introduced the musician to the painter
c. 1715.

This portrait is unique among Watteau’s works since
he left so few finished drawings (other than the ones of
Savoyards and Persians). [t can be compared to the drawing,
The Italian Troupe (cat. D. 55), which was intended to be
engraved (cat. E. 8). Perhaps Watteau also considered
engraving the portrait of Rebel.

Ricci, Sebastiano
Cividal di Belluno 1659-Venice 1734

“A young man [M Vateau] to whom [ brought Signore Sebas-
tian Rizzi” (letter from Crozat to Rosalba Carriera, 22
December 1716). It was therefore Crozat who introduced
Watteau to Sebastiano Ricci, the Venetian painter. Sebas-
tiano, accompanied by his nephew and faithful assistant,



S. Ricci, Self-portrait,
Uffizi, Florence.

Marco Ricci (1656-1730), stopped in Paris on the way back to
Venice from London.

Sebastiano Ricci’s passage through Paris was neither
his first nor his only contact with France. He had already
painted for Louis XIV a copy after the Coronation of Charle-
magne at the Vatican, then attributed to Raphael (Rosenberg
1975). In 1717 he wanted to become a member of the Acad-
emy and was admitted with France, As Minerva, Trampling
Ignorance and Crowning Martial Virtue (Louvre). An artist
who was interested in all that went on around him, Ricci took
a genuine interest in his young colleague. This man of fifty-
seven years honored Wattecau by copying several of his
drawings. Four of his copies, studies of children, are in
Windsor Castle. The largest one, a sheet with five studies of
little girls’ heads, reproduces a Watteau drawing (PM 691,
Private coll.; New York; see Croft-Murray 1957, pp. 61-62), but
in a different order and on a different scale (on Sebastiano
Ricci, see Daniels 1976).

Sirois, Pierre
Paris 1665-1726

“Sieur Sirois, a friend of Watteau, is represented in the midst
of his family dressed up as Mezetin playing the guitar”” With
these words Mariette (Notes mss., fol. 191 [7]) described the
engraving after the painting In the Guise of Mezzetin (Wal-
lace Collection). It shows the glass merchant, Pierre Sirois,
surrounded by five of his children. A preliminary study for
the central figure (PM 931, formerly Bordeaux-Groult coll.)
bearing the inscription, Syroie, which is surely by Watteau'’s
hand, confirms this identification. (See cat. P. 69.)

Watteau, In the Guise of Mczzetin.
Wallace Collection, London.

Sirois was married twice. He had one daughter by his
first wife, who died in 1694; six children were born of his sec-
ond marriage, three boys and three girls (DV, I, pp. 34-35).
The eldest, Marie-Louise, became Madame Gersaint in 1718.
Edme-Francois Gersaint, son-in-law and friend of Sirois,
recounted the first meeting between the painter and the
dealer. Watteau had painted a small military scene. Tired of
working for Audran, he wished to return to his native Valen-
ciennes. Short of money, he turned to his friend, Spoede:
“Chance led M. Spoude to Sieur Sirois, my father-in-law, to
whom he showed the painting; the price was fixed at 60 livres
and the deal was made on the spot. Watteau came to get his
money; he merrily left for Valenciennes. . . . The sale was the
origin of the relationship that my late father-in-law enjoyed
with him until his death, and he was so pleased with this
painting that he immediately pressed him to paint the pen-
dant toit...” (Champion 1921, pp. 58-59).

Watteau'’s first known customer, Sirois has the inesti-
mable merit of having recognized a true talent in this timid
twenty-five-year-old artist. The meeting can be dated to
1709. Thereafter Sirois gave the painter shelter at least twice,
after his return from Valenciennes and after his stay with
Crozat (Gersaint).

Ten engravings after Watteau’s paintings were sold at
Sirois’ shop at the sign of the Armes de France on the quai
Neuf. Two of these, dated 1719, were executed during Wat-
teau’s lifetime. Two others were the compositions etched by
Watteau himself, then retouched by Simonneau and Thomas-
sin (see cats. E. 7, 8).

Was Sirois’ generosity entirely disinterested? He was
a friend of the painter, but he was also a dealer. The research
of Hérold and Vuaflart has revealed a not very conscientious
man, quite ready to leave his shop to gamble (DV., ], pp. 34-35).

Why did Watteau paint Sirois dressed up as an actor?
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J.-J. Spoede, Bacchanale.
Location unknown, on the art market in 1958.

Was the dealer a musician? One must refer back to Caylus
(Champion 1921, p. 101), who reported that Watteau owned a
small collection of theater costumes. (See also Appendix B,
“Theater Costumes in the Work of Watteau.”) He would ask
his friends to put them on and then would paint them. It is
likely then that Sirois was accommodating his friend’s
request.

Spoede, Jean-Jacques
Antwerp c. 1680-Paris 1757

From Gersaint, we know that Spoede and Watteau met
before 1709. At that date Watteau was working for Audran,
but was bored there and wished to return to Valenciennes.
He had just painted a little military painting and “had
recourse to M. Spoude . . . a painter from about the same area
as he, and his special friend” who brought the work to Sirois
(Champion 1921, p. 58).

Spoede, like Vieughels, another friend of Watteau,
was of Flemish origin. The date when he arrived in Paris is
not known. A few paintings and drawings by Spoede are
known, which show that Watteau had influenced his work.

Tessin, Carl Gustaf

Stockholm 1695-Akero 1770
The son of Nicodemus Tessin the Younger (1654-1728) and
grandson of Nicodemus Tessin the Elder (1625-1681), both

noted architects, Carl Gustaf from his earliest years main-
tained close ties with France. In order to develop his artistic
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J. Aved, Tessin,
Nationalmuseum, Stockholm.

tastes, his father sent him to France and Germany to fill out
his collection of books, drawings, and engravings. He met
Watteau during his first stay in Paris, in 1715. The diary of the
future collector (Private coll., Stockholm) informs us that the
first meeting took place in the painter’s studio, 13 June 1715,
on the quai Conti (see Chronology). However, relations
between Watteau and Tessin were not confined to that single
visit. Master drawings purchased by Tessin pleased Watteau
enormously; he borrowed from him several by Van Dyck,
bought in Paris at the Lober sale, in order to copy them (Nor-
denfalk 1953, pp. 61-72 and Chronology). Carl Gustaf was
only twenty years old in 1715 and had scarcely any personal
fortune. That year, he bought for very little money approxi-
mately twenty-five Watteau counterproofs and about ten
originals now in the Nationalmuseum, Stockholm (Bjiir-
strom 1982). In 1728, when Tessin returned to Paris accompa-
nied by his wife, Watteau was dead. Meanwhile, having
become rich through an inheritance upon the death of his
father and through his marriage to Ulla, Tessin purchased
many eighteenth-century French paintings for his collec-
tion—but none by Watteau. However, he continued to appre-
ciate his late friend’s talent as a draftsman and at the Crozat
sale in 1741 he purchased several Watteau drawings (no.
1063, see Bjiirstrom 1982, nos. 1301, 1306, 1308).

Like so many of his contemporaries, Tessin’s tastes
had changed toward the end of his life. The unpublished note
on Watteau written by Ulla Tessin as part of the Portraits des
hommes illustres (now in the Nationalmuseum, Stockholm) in
1764, no doubt at her husband’s dictation, is hardly compli-
mentary.



Thomassin, Henri-Simon
Paris 1687-1741

In Watteau’s own lifetime Henri-Simon Thomassin
retouched almost all of Watteau’s etched plates, the Figures
de modes (cats. E. 1-6) and Recruits Going to Join the Regi-
ment (cat. E. 7). The two artists certainly must have met.
Proof of this seems to be found in a drawing, The Italian
Troupe (cat. D. 55), which bears on its verso a counterproof of
the pure etching state of Recruits, retouched with red chalk.
Like Eidelberg (1977, pp. 102-103), we believe that the red
chalk corrections were made by Watteau in order to guide
Thomassin in his reworking of the plate.

The Figures de modes, reworked by Thomassin and
bound together as a small book, were sold at his father’s shop
in 1710 (DV, 11, p. 72). (Watteau also knew Simon Thomassin
[c. 1655-1733], the father of Henri-Simon and a print dealer on
the rue Saint-Jacques.)

Valjoin

Other than a brief reference made by Caylus, “In a word,
except for a Village Betrothal or Wedding made for M. de
Valjoin” (Champion 1921, p. 102, n. 3), we know nothing of M.
de Valjoin.

Watteau made several paintings of village weddings.
Caylus could have been alluding to The Village Wedding of
Berlin (cat. P. 11), The Marriage Contract of the Prado (cat. P.
21), or The Village Betrothal of the Soane Museum, London.

Vleughels, Nicolas

Paris 1668-Rome 1737

According to the Almanach Royal of 1719, Watteau and Vleu-
ghels lived together, at least from the end of 1718, in the house
belonging to Lebrun, nephew of the famous first painter to
Louis XIV, “on the fossés Saint-Victor” It would appear that
Watteau lived with Vleughels for about one year, until his
departure for England at the end of 1719. However, since they
were both northerners, it is very possible that the two paint-
ers had known each other much longer.

Nicolas’ father, Philippe Vleughels, a Fleming by birth,
went to Paris in 1642 and settled in the Flemish colony of
Saint Germain-des-Pres. On his arrival in Paris in 1702, the
young Watteau may have joined this group of artists.

At least twice Vleughels served as Watteau's interme-
diary. He wrote to Rosalba Carriera (letter of 22 September
1719; see Chronology) to convey Watteau’'s great admiration
for her. On another occasion Pesne asked Vleughels to seek
Watteau’s opinion about a painting (see Pesne).

Vleughels posed for Watteau several times (cats. D.

Watteau, Venetian Fétes, detail (Vieughels).
National Gallery, Edinburgh.

111, 112; PM 359, 619, 918), and Vleughels’ characteristic sil-
houette can be seen in several of Watteau’s paintings (for
example, the man dancing in Venetian Fétes, National Gal-
lery of Scotland; the man standing to the left in The Charms
of Life, Wallace Collection).

Although there are superficial resemblances between
the works of Watteau and Vleughels, these stem from their
mutual admiration for the art of Rubens and Veronese. For a
long time Vleughels’ landscape drawings were thought to be
by Watteau.

After Watteau’s death, Vleughels was named deputy
director, and later, in 1724, became the first of the great direc-
tors of the French Academy in Rome. (See Hercenberg 1975.)

Zanetti, Anton Maria
Venice 1680-1767

Like Pierre-Jean Mariette, his faithful friend and collabora-
tor, Anton Maria Zanetti did not belong solely to his native
city of Venice but to the whole of artistic Europe. Engraver,
draftsman, and above all an enlightened amateur, his passion
for collecting took him to Flanders, France, England, and
Austria and led to friendships with the foremost connois-
seurs of his time. He skillfully encouraged contacts between
Venetian artists and patrons. His first known work, executed
in 1694 when he was only fourteen, was a series of etched
heads dedicated to Doctor Mead, Watteau'’s future friend.
In 1720, Zanetti came to Paris at the invitation of Cro-
zat and, more important, of Mariette. On his return from
Flanders he joined the little Venetian group around Rosalba
Carriera and Pellegrini. Even if there is no written evidence
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R. Carriera, Zanetti,
Nationalmuseum, Stockholm.

of their meeting, Zanetti and Watteau, who both knew Cro-
zat and Mariette and admired Rosalba, must have met. In
May 1721 Zanetti continued his trip to London.

The ties between the two artists seem confirmed by
Rosenberg’s hypothesis (accepted by Viatte 1970, pp. 92-93)
that a caricature in the Cini Album formerly attributed to
Zanetti was by Watteau. (The Cini Album was a collection of
caricatures drawn by Zanetti, conserved in Venice at the Cini
Foundation.) The style of this drawing, the only one in the
collection done in Watteau’s favorite red chalk technique, the
background landscape modeled on the Figures de modes
(cats. E. 1-6), as well as the very spirit of this caricature, set it
apart from the rest of the album. Did Watteau execute this
caricature before giving it to Zanetti?

The drawing bears a handwritten inscription: Pittoni
a Parigi Broccantor da Quadri, Pittore et Amico del Zanetti.
This man does not seem to be the painter Gian-Battista Pit-
toni (1687-1767).
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dimensions

loans

abbreviations

Catalogue

Note to the Reader

French titles of the paintings are given parenthetically in
italics, after the English titles. In the case of paintings
engraved for the Recueil Jullienne, French titles are given
within quotation marks; the original spellings have been
retained.

Height precedes width. Dimensions are given in
millimeters for drawings and etchings and in centimeters
for paintings; dimensions in inches are given
parenthetically.

W exhibited in Washington
P exhibited in Paris
B exhibited in Berlin

AH Adhémar and Huyghe 1950

CR Camesasca and Rosenberg 1970
DV Dacier and Vuaflart 1922-1929
F Ferré 1972

G Goncourt 1875

H Hédouin 1845 and 1856

M Mathey 1959

P Posner 1984

PM Parker and Mathey 1957

R Réau 1928

RD Robert-Dumesnil 1836-1871

RM Roland-Michel 1982 and 1984

Z Zimmermann 1912

AN Archives Nationales, Paris

AV Archives de Valenciennes

BN Bibliothéque Nationale, Paris
Fddc Figures de différents caractéres
MC Minutier Central, Paris

PV Procés Verbaux (minutes of the meetings of the

French Academy)
SRPMN Service de Restauration des Peintures des
Musées Nationaux, Paris
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The Drawings

Margaret Morgan Grasselli

Watteau’s prowess as a draftsman was almost universally
recognized in his own time. The early biographers unani-
mously praised his drawings for their “freedom of execu-
tion,” “delicacy of contour” “lightness of touch,” and “grace
of expression,” and his friend Edme Gersaint even prophe-
sied that Watteau would “always pass for one of the greatest
and best draftsmen that France has ever produced.” But the
strongest proof of the extraordinary esteem in which his
drawings were held is provided by Jean de Jullienne’s Fig-
ures de différents caractéres, de paysages, et études dessi-
nées d’apres nature par Antoine Watteau . . ., two volumes of
etchings reproducing 351 studies by Watteau. Published in
1726 and 1728 and followed by two volumes of engravings
after 269 other works, including 196 paintings, it was an
unprecedented tribute to his genius. To this day the Figures
de différents caractéres is regarded as both an invaluable
compendium of Watteau’s drawings and a monument to his
friend’s devotion. In the preface to the first volume, Jullienne
himself explained the attractions of Watteau’s studies:

They belong to a new taste; they have graces that are so much a part of the
author’s spirit that they can be considered inimitable. Each figure from the
hand of this excellent man has a character that is so true and natural that all by
itself it can hold and satisfy one’s attention, seeming to have no need for a sup-
porting composition on a greater subject. In any case, the reputation that he
has made for himself, both in France and abroad, leads us to believe, with rea-

son, that the least morsels produced by him are precious and cannot be pre-
served with too much care.

The importance of Watteau’s drawings in any study of
his life and work cannot be overestimated, the more so
because Watteau himself had a special regard for them. As
Gersaint testified: “[He] was more satisfied with his draw-
ings than with his paintings and [ can affirm that in this mat-
ter he was not blinded by self-esteem to any of his defects. He
found more pleasure in drawing than in painting. I have
often seen him sulking because he could not render in paint
the spirit and truth that he could express with his pencil.” His
drawings are essential to a real understanding of Watteau as
an artist: they record his most direct and accessible response
to the world around him; they give clues to the course of his
development, identify the artists he studied, and demon-
strate the full range of his subject matter; they point up his
particular preoccupations; they underline his strong roots in
a northern, non-French tradition of art. Unfortunately, how-

ever, they do not amplify the sketchy details that are known of
his life nor do they increase our understanding of his person-
ality, for even in his drawings, those most intimate and imme-
diate expressions of his art, Watteau remained reserved and
slightly detached, preventing any clear revelation of his
innermost, private self.

About the Exhibition

The drawings in this exhibition were selected to show as
completely as possible the full range of Watteau'’s capacity as
a draftsman, the evolution of his style from his earliest years
with Claude Gillot (1673-1722) to the months before he died,
and the relationship between his drawings and his paintings.
To an extent, we have been able to do just that, but the length
of the exhibition and the understandable reluctance of some
owners to part with their drawings for such a long period
have created some substantial organizational difficulties. We
have tried to divide the available drawings equally among
the three participating museums so that the American,
French, and German public will be able to see approximately
the same range of material. But because some sheets that
could only be shown in one or two cities are unique (for
example, Three Studies of a Black Boy’s Head, cat. D. 81) or
because sheets that might have served as replacements were
simply not available, the drawings presented in each location
do not necessarily give an ideally balanced view of Watteau’s
draftsmanship.

We are fortunate to be able to include a large number
of drawings that are related to paintings in the exhibition,
but we were unable to show a complete set of drawings for
any particular canvas. The painting for which we have the
most studies is the National Gallery’s Italian Comedians, with
five related drawings: three figure and detail studies (cats. D.
120-122) and two compositional sketches that show part of
the process that resulted in the final composition (cats. D. 101,
102). Regrettably, our representation of Watteau’s studies for
his most famous paintings, The Embarkation for Cythera (cat.
P. 61), Gersaint’s Shopsign (cat. P. 73), and Pierrot (Gilles) (cat.
P. 69) is meager. However, we have included some fine draw-
ings for a number of paintings that no longer exist, most
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notably for Autumn and Spring of the Crozat Seasons (cats.
D. 60, 62-64). Quite a number have no connection with any of
Watteau's paintings, indicating that drawing, for him, was
not simply a means to an end—a finished painting—but an
end in itself.

Recent changes in scholarly opinions and our own
study of Watteau’s drawings have led us to exclude deliber-
ately several groups of drawings from this exhibition. Wat-
teau’s drawings from his time with Claude Gillot (c. 1705-
1708), for example, are among the most sparsely represented,
mainly because of attribution problems. A series of draw-
ings of single theatrical figures (fig. 1) that have been tossed
back and forth between Watteau’s and Gillot’s oeuvres (see
PM 68-73; Eidelberg 1973; RM 1984 [in press]) was specifically
rejected for that reason. Those drawings are certainly not by
Gillot, since his figure studies, though occasionally pre-
sented in the same format, are drawn in an obviously differ-
ent, more practiced way that has nothing in common with
the rather heavy execution and graceless poses of these fig-
ures. But whether the drawings are by Watteau or by some
other artist working in the same vein is unclear. Given the
shadowy nature of Watteau’s beginnings and his strongly
Flemish roots, the attribution of these drawings to him is not
entirely impossible. However, if he did make them, they were
obviously early efforts, before he had assimilated the grace
and elegance of both form and line that soon became his hall-
marks. Since this series of theatrical figures is completely dif-
ferent from any of the accepted early drawings by Watteau,
the attribution problem will not be resolved until some con-
vincing documentary proof is discovered.

Attribution problems also account for the lack of a sin-
gle example of decorative work from c. 1708-1709, when he

fig. 1. Watteau (?), Weeping Actress, red chalk
location unknown.
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fig. 2. C. Audran Ill, Singerie, red chalk and graphite
Nationalmuseum, Stockholm (inv. CC I1:163).

fig. 3. G.-M. Oppenordt, Fountain Design, red chalk
Musée des Arts Décoratifs, Paris (inv. 19511).
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fig. 4. Anonymous, A Seashell, red and black chalks
Fondation Custodia Lugt, Institut Néerlandais, Paris (inv. 7634).

was with Claude Audran 111 (1658-1734), or even from before
1714. Of those attributed to Watteau by Parker and Mathey
(1957), the Singerie in the Nationalmuseum, Stockholm (fig.
2), which was purchased with the contents of Audran’s
studio by CarlJohan Cronstedt after Audran’s death, has the
greatest claim to his authorship, foritis related to the decora-
tions in the Chateau de Marly that were carried out by
Audran and his studio in 1708-1709, when Watteau was
working there. However, it is highly unlikely that Audran
would have had an assistant provide the designs for a royal
commission, and indeed a variant design for the Singerie by
Audran is known (also in Stockholm; see exh. cat. Paris 1950,
pl. xvi). Since there are no features in the rather mechanical
execution of the Stockholm drawing that mark it clearly as a
work of Watteau, we cannot sustain the attribution to him.
Parker and Mathey also included thirteen more drawings,
also from Audran’s studio (PM 184-187), which ultimately
have even less claim to Watteau’s authorship. Only such
mature arabesque designs as the two in The Hermitage (cats.
D. 40, 41) and The Bower and The Temple of Diana (cats. D. 70,
71) can be given to Watteau with real confidence, but these
are obviously not early works.

Recent scholarship (Eidelberg 1968) has convincingly
eliminated from Watteau’s oeuvre the large series of draw-
ings of fountains catalogued by Parker and Mathey (PM 193,
198-203, 206-234). The attribution to Watteau’s friend and
contemporary Gilles-Marie Oppenordt (1672-1742) of the
large majority of these seems certain since Count Tessin
mentioned having seen an album of red chalk drawings of
fountains by Oppenordt in Watteau’s studio on 13 June 1715
(see Chronology). Though Watteau could well have copied
Oppenordt’s designs, the fountains that have been attributed

to him (fig. 3) lack the clean accenting and strong, vibrant line
that would indicate Watteau’s hand.

Another group of drawings that is absent for reasons
of attribution is the series of seashells (fig. 4; see PM 901-907),
which, although studies of surpassing beauty, are not by
Watteau. The intricately ornamental handling of both the
contours and the modeling suggests that they were the work
of a designer of decorative pieces, perhaps even a sculptor.
Nowhere in Watteau’s oeuvre can one find drawings of com-
parable execution with the same thickly hatched background
and the same distinct separation of the red and black chalks.

None of the small group of oil counterproofs (PM 856,
863-864, 866-868) that Watteau made himself from his pre-
liminary underpaintings is exhibited, for they are more prop-
erly monotypes than drawings (fig. 5). They are, however,
splendid documents of Watteau’s workshop practices, pro-
viding an unusual peek at the invisible underpinnings of his
paintings. (See Eidelberg 1977, pp. 173-204, for a comprehen-
sive study of the oil counterproofs.)

Watteau’s copies after other masters offered a vast
array of possibilities for the exhibition. (Parker and Mathey
included nearly two hundred in their catalogue, PM 258-443.)
Among the copies presented here, we have tried to include a
representative sampling of the artists that Watteau copied
and the types of copies that he made. In date, they cover the
entire span of his career, showing that he was an indefatiga-
ble student who continued to learn from others to the end of
his days. The attribution problems among the copies are
undoubtedly the most complicated of all, making it necessary
for scholars to study and judge each drawing individually.
However, one substantial group that should be eliminated
from Watteau’s oeuvre is the series of Italianate landscapes

fig. 5. Watteau, A Couple Promenading, oil counterproof
British Museum, London (inv. P. 54).
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fig. 6. N. Vleughels, Houses Behind Saint Peter’s, Rome
red chalk, pen and brown ink, gray washes, British Museum (inv. 1963-12-14-22).

executed in red chalk and greenish washes (PM 376; 402-416;
420, 423-425). Rosenberg (1973) proposed an attribution to
Watteau’s friend Nicolas Vleughels on the basis of a Vleu-
ghels landscape drawing in Dijon (copied by Watteau in red
chalk, PM 390), and though that suggestion has some merit
for adrawing such as Houses behind Saint Peter’s, Rome (fig.
6), the rest of the landscapes (fig. 7) appear to be by another,
yet unidentified hand.

Watteau’s Media

Watteau’s present fame as a draftsman rests largely on his
magnificent studies in trois crayons, the mixture of red,
black, and white chalks that he mastered so completely. But
that was only the most spectacular of the several media that
Watteau used in his drawings, some of which would not now
be associated with his name were it not for their inclusion in
the discussion of his techniques found in Dezallier d’Argen-
ville’s 1745 biography:

fig. 8. Watteau, An Engraver at Work, red chalk
British Museum, London (inv. P. 51).
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fig. 7. Anonymous, View of a Town on a Lake, red chalk with brown washes
Ecole des Beaux-Arts, Paris (inv. M. 941).

... sanguine [red chalk] was the one that he used most often on white paper, so
that he could have counterproofs which yielded the subject in both directions;
he rarely heightened his drawings with white, the paper background achiev-
ing this effect; a lot of drawings were done in two colors, black and red chalks
or in graphite and sanguine which he used in the heads, hands, and flesh;
sometimes he employed trois crayons; at other times he used pastel, oil colors,
and gouache; indeed they were all acceptable to him, except the pen, provided
they achieved the effect that he sought; the hatchings in his drawings were
almost perpendicular, sometimes leaning slightly from right to left while
others were stumped with some light washes and accent strokes. . . . {in
Champion 1921, pp. 73-74)

The majority of Watteau’s drawings were indeed executed in
red chalk, for he seems to have used it for all of his studies
prior to at least 1712; for all of his full figure studies until
about 1714; for most of his copies after other masters; and for
most of his compositional drawings. Even after he moved on
to more complex techniques, he continued to use sanguine
alone throughout his career (cats. D. 103, 112, 121). It was per-
haps one of Watteau’s most impressive technical achieve-
ments that as he matured, he could obtain as broad a range of
tone and color with red chalk alone as he could create with a
mixture of chalks (fig. 8). Dezallier suggested that Watteau
rarely heightened his red chalk drawings with white since
the white of the paper generally rendered it unnecessary, but
enough red and white chalk drawings on darker papers sur-
vive to indicate that in this case Dezallier had erred (cats. D.
57,59, 111).

There is greater accuracy in Dezallier’s observation
that Watteau did not draw in pen and ink. Although his two
Parisian mentors, Gillot and Audran, were relatively skilled
in the use of pen and wash, we have no evidence that Watteau
ever tried to imitate them in those techniques, though it
would seem reasonable to suppose that, as their pupil, Wat-
teau would have made efforts to use a pen. Only one study in
pen and ink has been traditionally attributed to Watteau, that
of a man helping a lady to dismount (fig. 9), copied after Cal-
lot’s print, The Fair at Impruneta. Were it not for the fact that
Watteau used that group in The Hunt Meeting (Wallace Col-
lection, London; fig. D. 24-1) and that the drawing bears an
inscribed attribution to Watteau, the authenticity of the
sheet would undoubtedly have been seriously questioned.
Although the drawing has considerable charm, the wobbly,



insecure lines bear out the truth of Dezallier’s statement that
pen was not Watteau’s medium.

Surprisingly, Dezallier notes that Watteau used trois
crayons only “sometimes” even though that is the medium
most associated with his name. More often, apparently, Wat-
teau left out the white and mixed red and black chalks alone.
Such drawings are indeed numerous and identify the tech-
nique as a favorite (for example, cats. D. 45-53). But Dezallier
also cited red chalk and graphite as a common mixture in
Watteau's oeuvre, though examples of it are relatively scarce
today (cats. D. 84, 92, 113; and fig. 10).

Dezallier made no mention of more complicated mix-
tures of media involving, for example, chalks, graphite, and
washes, though some spectacular examples are known
today, including the Three Studies of a Woman’s Head in the
Teylers Museum, Haarlem (cat. D. 99) and the Eight Studies of
Heads in the Louvre (cat. D. 27). The latter drawing is unique
in its partial use of pastel, though Dezallier did cite pastel as
one of Watteau’s media. No pure pastels or oil sketches by
Watteau are known today, and only one gouache that has a
strong claim to his authorship survives (fig. 11).

In accordance with Dezallier, Watteau’s oeuvre
includes a number of drawings with stumping or wash, and
in fact both techniques were used much more commonly
than one might expect. The stumping appears most promi-
nently in such stellar drawings as the Chicago Bearded
Savoyard (cat. D. 52) and the Thaw Nude Woman Seated on
the Ground (cat. D. 68); washes were used in both landscapes
and head studies (cats. D. 22, verso; 29, verso; 36) and even to
enhance such figure studies as the Uffizi Seated Savoyard
(fig. D. 52-1).

fig. 9. Watteau, A Man Helping a Woman to Dismount, pen and brown ink
location unknown (PM 332).

fig. 10. Watteau, Two Studies of a Woman Seated on the Ground,
red chalk and graphite, Musée Condé, Chantilly (inv. 301 F).

Working Method

Our present knowledge of Watteau’s working method is
derived almost exclusively from a key, often-quoted passage
in Caylus’ Life of Watteau:

... most ordinarily [Watteau] drew without object. For never did he make
either a sketch or a study for any of his paintings, no matter how light or abbre-
viated. His custom was to draw his studies in a bound book, in such a way that
he always had a large number at hand. ... When he took it into his mind to
make a painting he had recourse to his collection. From it he chose the figures
that suited best his needs of the moment. He formed his groups from them,
most often according to a landscape background that he had conceived or pre-
pared. Rarely did he do otherwise. (in Champion 1921, pp. 100-101)

Through Caylus we know that, in a time when the
steps for composing paintings were well-established and
were followed almost universally by members of the French

fig. 11. Watteau, Design for a Fan Leaf, gouache and watercolor
British Museum, London (inv. 1965-6-12-1).
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Academy and their pupils, Watteau had a more personal, less
structured method. Skipping over the long and careful prep-
aration espoused by the Italian and French schools (composi-
tional sketches, followed by studies of individual figures and
details, followed by a final modello or cartoon), Watteau
chose, almost at random, figure studies that he had already
made at leisure and kept on hand for just such a purpose.
Often he selected figures that he had used before, mixing and
matching them in a variety of groupings that were appropri-
ate to his fétes galantes and theatrical subjects. Such a work
as Gallant Recreation (cat. P. 63), which presents a variation
on a composition that Watteau had made earlier (see fig. D.
78-1), was probably made in that fashion, as were also such
pictures as The Perspective (cat. P. 25), Assembly in a Park
(cat. P. 56), and Peaceful Love (cat. P. 66). Caylus’ disapproval
of Watteau’s patchwork method is clearly apparent from his
declaration, “This manner of composing, which is assuredly
not to be copied, is the real cause of that uniformity for which
Watteau's paintings can be reproached.”

Although Caylus’ testimony gives an invaluable
glimpse of the artist at work, it is not entirely error-free: his
statement that Watteau “never [made] a sketch or a study for
any of his paintings” is directly contradicted by many of the
drawings themselves. Not only do we have today studies that
were obviously made for specific pictures (most notably the
nudes for the Crozat Seasons, cats. D. 60, 62-64; but see also
cats. D. 120, 126), but also we have many others in which sub-
tle details indicate that at least part of the study sheet was
made for a particular purpose. These can be detected
through details of costumes (cat. D. 22); through quirks of
pose, gesture, and expression that must have been dictated
by the painting-in-progress (as in cats. D. 36, 97, 104); through
brief indications of other figures or details that suggest that
Watteau already knew how he would use the drawing in a
painting (cats. D. 31, 74, 110).

That Watteau did, now and then, resort to a more care-
ful preparation when he was working on some of his paint-
ings is proved by the existence of a number of fairly complete
compositional drawings. Some are clearly related to extant
paintings (cats. D. 88, 98, 101, 102); others seem to record
ideas that he abandoned or altered radically (cat. D. 87);
another group served as modelli for prints made either by
Watteau himself or by professional engravers during his life-
time (cats. 8, 9, 43, 44, 55); still others, relatively finished but
unrelated to any other works, appear to be the final expres-
sion of ideas that were never intended to be carried any fur-
ther (cats. D. 70, 123).

Watteau’s extant drawings indicate that he used
drawings in a flexible, pragmatic way. Although he never
once followed in succession all of the preparatory steps
advocated by the Academy for any single painting, he did use
the different kinds of drawings that were part of that process
as the need arose. In general, though, and especially in the
last years of his life when he had achieved the skills and confi-
dence that permitted him to compose successful paintings
without extensive preparation, he surely followed the unor-
thodox procedure outlined by Caylus.
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Problems of Chronology

Dating Watteau’s drawings and establishing some sem-
blance of chronological order among them have long been
considered impracticable or even impossible tasks (Parker
1931, p. 14; Parker and Mathey 1957, pp. x-xi), and with good
reason. Not one of Watteau's studies bears an inscribed date;
except for obvious differences between juvenile and mature
studies, the evolutionary changes in his drawings are often
very slight; and most important, Watteau’s working method
prevents the kind of one-to-one correspondence with data-
ble paintings (also rare in Watteau’s oeuvre) that is a tried
and true method of establishing dates for drawings. Since
Watteau certainly kept many of his drawings for long peri-
ods, in theory he could have used early studies in late compo-
sitions (the most frequently cited example of this is the com-
positional connection between the drawing of a Draper’s
Shop of c. 1705-1706 and Gersaint’s Shopsign of 1720; see
cats. D. 1; P. 73). Thus, no matter how securely some of Wat-
teau’s paintings or prints could be dated, the related draw-
ings would still be largely undatable. However, even though
most of Caylus’ description of Watteau’s method of composi-
tion can be accepted as true, it is highly probable that Wat-
teau, whether consciously or unconsciously, tended to use his
most recent studies when he was assembling a work. Since
the proportions, forms, and poses of his drawn figures
changed and developed while his groupings and composi-
tions for his paintings were also evolving, his latest drawings
were naturally best suited to the needs of his latest pictures.
That would mean that the majority of Watteau’s drawings
could logically be dated within a year or two of the paintings
in which they appear.

Fortunately, dates for several of Watteau’s paintings
can be established through documentary evidence. The most
important are The Pilgrimage to the Island of Cythera (1717;
cat. P. 61) and Gersaint’s Shopsign (1720; cat. P. 73), but other
useful points of reference are provided by Watteau’s earliest
military paintings dating from 1708-1710 (cats. P. 4-6); by
Jealousy (DV 127, CR 80; see cats. P. 13, 14) presented to the
Academy in 1712; and by the Italian Comedians (cat. P. 71) exe-
cuted during Watteau’s stay in England, 1719-1720. Two
other paintings were engraved in 1719, Harlequin, Pierrot,
and Scapin (fig. D. 96-1) and The Music Lesson (fig. D. 89-1),
supplying a terminus ante quem for both of those paintings
and their related drawings. Presumably the two composi-
tions would have been relatively new additions to Watteau’s
oeuvre when they were engraved.

Some drawings can be dated without the help of Wat-
teau’s paintings, through their relationship with known
events, through the models” identities, or through related
prints made during Watteau’s lifetime (cats. E. 1-8). In the
first group are Watteau’s portraits of Persians, which must
have been made in 1715 when the Persian embassy to Louis
XIV’s court was in Paris. His compositional drawing of The
Shipwreck (cat. D. 123), an allegory that is related to the col-
lapse of the Law Bank in 1720, also belongs in that group. The
second group includes Watteau’s depictions of Rosalba Car-



riera (1675-1757), which must have been made during her
visit to Paris in 1720-1721; his drawing of the two daughters
of Pierre Sirois (cat. D. 109), probably executed during his last
stay with Sirois in c. 1718; and perhaps also the portraits of
Nicolas Vleughels (1668-1737) (cats. D. 111, 112), probably
made when the two artists were living together c¢. 1718-1719,
as reported in the Almanach Royal (though they might have
lived together at other times also since Watteau is known to
have changed his residence frequently). The last group is
comprised of the studies for Watteau’s own series of prints
called the Figures de modes, which have been dated convinc-
ingly to 1710 by Dacier and Vuaflart (see cats. D. 8, 9), and at
least some of the drawings related to a similar series of prints
known as the Figures francoises et comiques which, as
Dacier and Vuaflart concluded, must have been published in
or after 1715 (see cat. D. 43).

Comparatively few of Watteau’s paintings and draw-
ings are datable, but fortunately those fall at intervals of no
more than three years. (There are, however, no established
dates prior to Watteau’s move to Audran’s studio in
c. 1707-1708, when he was first introduced to Rubens’ great
cycle of paintings devoted to the life of Marie de” Medici; see
cat. D. 130.) We therefore have a rough chronological frame-
work that allows us to assign tentative dates to most of the
drawings in Watteau’s oeuvre. There is one important draw-

back: with so few datable works, we can only establish a lin-
ear development from the beginning to the end of Watteau’s
career, with no allowance for experimental or atypical works
and ultimately no way of knowing if the datable works were
themselves typical of Watteau’s work at a particular time.
Moreover, the different kinds of drawings that Watteau
made—figure studies; details of heads, hands, or partial
figures; portraits; landscapes; compositional drawings—
evolved at different rates, so that a late compositional draw-
ing could still retain a surprising residue of Gillot’s influence
(cats. D. 101, 123), while an early sheet of head studies could
be more advanced than figure studies of about the same time
(compare cats. D. 25, 27).

Despite the manifold difficulties involved, we have
tried to catalogue the drawings in an approximate chrono-
logical order that will allow the reader to follow the thread of
Watteau’s evolution as a draftsman. The proposed dates are
by no means put forth as absolutes; rather, they are sugges-
tions based on logic, stylistic analysis, comparisons with
other drawings, connections with Watteau’s paintings, and
other appropriate criteria. The opportunity offered by this
exhibition to study a large selection of these drawings will
undoubtedly lead to new insights and ideas about the course
of Watteau’s development.
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1 The Interior of a Draper’s Shop

Red chalk on cream paper
152 x 221 (6 x 8%4)
Inscribed (signed?) in red chalk at lower left,
Watteau (partially effaced)
W Musée du Louvre, Cabinet des Dessins, Paris

The Draper’s Shop is one of Watteau’s earliest identifiable
drawings, almost all of which are marked by the strong influ-
ence of his most important mentor, Claude Gillot (1673-1722).
The two artists worked together from about 1705-1708 (see
Chronology), and it was during that period that Watteau, as
his friend Gersaint put it (Champion 1921, p. 57), “began to
give surer signs of a talent that he could develop further” It
was to Gillot that Watteau owed not only the range of sub-
jects that he pursued throughout his career, including espe-
cially the fétes galantes and theater pieces, but also the highly
abstract style found in his early drawings.

In The Draper’s Shop, the extreme tapering of the fig-
ures’ legs and the reduction of the features to dots and dashes
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were derived directly from Gillot’s example, so much so that
the drawing might well have been confused with Gillot’s
own work were it not for certain details that distinguish Wat-
teau’s hand even this early in his career. For example, the
drawing already has the emphatic accents that will animate
contours and pick out small details of costume and gesture in
drawings throughout his career. The unaffected presenta-
tion of the scene and its complete lack of theatricality in the
posing of the figures are also Watteau’s, as is the sense of a
drifting light and palpable atmosphere. The specific date of
the drawing cannot be pinpointed, though Watteau must
already have been working with Gillot for some time since he
had completely absorbed the idiosyncracies of his style. The
drawing can therefore be placed in about 1705-1706.

The diagonal placement of the counter at right, the
presentation of the interior space, and the figure entering the
shop from the street anticipate similar details in Gersaint’s
Shopsign of 1720 (cat. P. 73). These compositional similarities
have long been recognized, and in spite of the disparities in



date and subject matter, the drawing has occasionally been
referred to as a study for the Shopsign (Zimmermann 1912, p.
xiv; Eisenstadt 1930, p. 68). Indeed, though the Draper’s Shop
was itself probably a design for a sign, its relationship with
Gersaint’s Shopsign may have been due simply to the fact
that both belonged to the same tradition of signpainting,
which was already well-established by the end of the seven-
teenth century (see Wilhelm 1951, Boucher 1957, and Eidel-
berg 1977).

Eidelberg has suggested that Watteau’s Draper’s
Shop represents only the right half of a bipartite composi-
tion, for the diagonal of the counter would appear to need a
corresponding diagonal from the other direction to balance
the composition. A similar two-part shopsign by an unknown
contemporary, also representing a draper’s shop, was repro-
duced in Boucher (1957, figs. 1, 2). Indeed, Watteau’s own
Shopsign for Gersaint was composed of two distinct halves,
only the right part of which corresponds to the Louvre study.

2 The Mountebank

verso: a variant of the same

Red chalk on white paper with a fragmentary
watermark of the top of a crowned escutcheon
178 x 228 (7 x 9)

The Visitors of the Ashmolean Museum, Oxford

Watteau’s early predilection for drawing medicine shows
and street players is well-known through the testimony of his

The inscription at lower left has never been consid-
ered an actual signature (Parker and Mathey [1957] said that
it “resembles” a signature), but it should be noted that the
chalk in which it was written appears to be the same as the
chalk used for the drawing. If it were indeed a signature,
Watteau would presumably have included it in an effort to
show that the work was not by Gillot.

PROVENANCE
Seized during the French Revolution; Musée du Louvre (Lugt 1886), 33,362.

EXHIBITIONS
London 1952, no. 159; USA 1955-1956, no. 54; Paris 1977a, no. 48.

BIBLIOGRAPHY
Morel d’Arleux, VIII, no. 11,131; Fourcaud 1901, p. 324, no. 2; Z 1912, pp. xxiv-
xxv (Fr. ed., p. xxvii); Lebel 1921, p. 58; Lavallée, Fig. Art. 1924, p. 2; DV, 1, pp. 15,
114; Eisenstadt 1930, p. 68; Dacier 1930, no. 33; de Vallée (Adhémar) 1939, p. 71;
Wilhelm 1951, pp. 227-228; PM 1957, no. 140; Boucher 1957, pp. 124-126, 128;
Zolotov and Nemilova 1973, p. 29; Eidelberg 1977, pp. 237, 245-252; P 1984, pp.
42, 273, 276, fig. 199.

friend Edme-Francois Gersaint (1698-1750) who stated that
from his earliest youth, Watteau “profited from his moments
of freedom to draw on the spot different comic scenes that
roving quacks and charlatans customarily presented to the
public. Perhaps that occasioned his long-held taste for pleas-
ant and comic subjects, despite the sad character that was
dominant in him” (Champion 1921, pp. 54-55). The Mounte-
bank, one of the earliest drawings exhibited here, is an exam-
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ple of that kind of casual study obviously made from life.
Although it cannot be dated with any precision within the
span of Watteau's early years in Paris, it seems logical to
place it during his time with Gillot, perhaps 1706-1707.

The spectators are gathered to watch the quack,
standing on an improvised platform with his wares set out
next to him, giving his sales pitch. A curtain hanging
between two trees marks the stage, where a comic perform-
ance will be given after the “doctor” is finished. In the mean-
time, two monkeys frolic on the cord that holds up the cur-
tain. The sketch on the verso depicts another scene from the
same medicine show, again showing a playful monkey, but
this time including also some of the actors who look over the
doctor’s shoulder. The actors’ costumes will be found repeat-
edly in Watteau’s later theatrical paintings, proving that in

the absence of the troupe of Italian comedians, which was
banished from Paris between 1697 and 1716, Watteau had
easy access to theatrical presentations in a similarly comic
vein at the fairs and medicine shows. (See Appendix A, “Wat-
teau in His Time” and Appendix B, “Theater Costumes in the
Work of Watteau.”)

PROVENANCE
Francis Douce (1757-1834)" (Lugt 987); bequeathed by him to the Bodleian
Library, Oxford University, 1834; transferred to the University Galleries (now
the Ashmolean Museum), 1863, P1. 554.

EXHIBITIONS
Never exhibited.

BIBLIOGRAPHY
Vasari, 2nd ser,, IV, no. 17; Parker 1938, I, p. 267, no. 554; PM 1957, nos. 144
(recto), 146 (verso); Cormack 1970, no. 107 (recto); P 1984, p. 291, n. 72.

3 Three Studies of the Doctor from the Italian Comedy

Red chalk on cream paper
130 x 180 (5Ys X 7Vs)
Musée des Beaux-Arts, Valenciennes

The two left figures are connected with a figure at left in Har-
lequin Emperor in the Moon (cat. P. 1), which has been given
to both Watteau and his master Claude Gillot (1673-1722). The
painting’s longstanding attribution to Gillot was based on a
notation on the print of the composition by Gabriel Huquier
(1695-1772): “Gillot inv”” (Gillot invented it.) However,
“invenit” in print terminology usually indicates that the print
was made after a drawing; “pinxit” was used when a paint-
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ing was the model. For that reason and because there are dif-
ferences between the composition of the print and that of the
painting, it is now agreed that Huquier made his print after a
lost drawing by Gillot and not from the Nantes painting. The
print therefore has no bearing on the attribution of the paint-
ing and the possibility remains that it is at least partially the
work of Watteau.

The Valenciennes drawing offers considerable sup-
portfor the belief that Watteau participated in the design and
execution of the Nantes canvas. Although none of the three
studies on the page matches exactly the pose of the doctor in
Harlequin Emperor in the Moon, there can be no doubt that it

fig. 1. Gillot, The Doctor from
the Italian Comedy, location
unknown.



is related to the project. That the drawing is by Watteau and
not Gillot is shown by the figures’” firm stances, the weighty
solidity of the forms, the rapid, varied strokes, and the atmo-
spheric handling of light and air. However, the recent discov-
ery of adrawing by Gillot (sold London, Christie’s, 9 Decem-
ber 1982, no. 221) that repeats almost exactly a figure from the
Valenciennes sheet shows that Gillot also was active in the
project (fig. 1). Curiously, though, comparison of the Watteau
and Gillot drawings shows that Watteau’s drawing must
have come first. Its pentimenti, especially in the head of the
central figure, and the overall spontaneity of execution prove
that it is not a copy after Gillot. Instead, Gillot’s figure is a
composite of the two figures at left in the Watteau drawing,
taking the head and ruff and the right leg from the one at left
and the rest from the central sketch. The Gillot drawing must
therefore have been made after the Watteau sheet, perhaps
in an attempt to clarify and refine the poses of the figures.
Clearly, the two artists collaborated in the preparation of the
composition; presumably the collaboration continued into
work on the painting itself.

This is the only instance in which drawings by both
Gillot and Watteau show them working on the same identifi-

able project, and it appears that, in this case, they worked
together as equals rather than in a teacher-pupil relation-
ship. The Nantes painting and its related drawings are also
unusual because they represent the only project that can be
dated securely within the period of Watteau’s association
with Gillot. The subject of the painting was taken from
Nolant de Fatouville’s comedy in three acts, Arlequin
empereur dans la lune, which premiered in 1684, the year of
Watteau's birth. It was presented again in 1707 at the Foire
Saint-Laurent, in 1712 at the Foire Saint-Germain, and finally
in 1719 at the new Italian Theater. It was surely the 1707 pre-
sentation that inspired Gillot and Watteau to paint the scene,
placing the Valenciennes drawing and the Nantes canvas
toward the end of their relationship, in 1707-1708.

PROVENANCE
Musée des Beaux-Arts, Valenciennes, 46.2.453.

EXHIBITIONS
Paris 1933a, no. 188; San Francisco 1949, no. 56; Valenciennes 1962, no. 4.

BIBLIOGRAPHY
G 1875, p. 344; Lefrancq 1931, no. 590; PM 1957, no. 45; M 1959, pp. 26, 74, no. 24;
Exh. cat. Paris 1968, under no. 29.

4 Six Studies of a Soldier Loading His Rifle

Red chalk
130 x 194 (5Y6 x 7%s)
Inscribed at lower left of the mount, A. Vatiau; the
figures are numbered in red chalk, 12, 13, 14, 15, 16,
17

B Musée des Beaux-Arts, Quimper

It is well known that Watteau’s so-called military paintings
and drawings actually depict the pacific side of military life,
showing marches and scenes of camp life rather than actual
battles or even drills. (For discussions of Watteau’s military
paintings, see cats. P. 4-6, 15-16.) In the Quimper drawing,
however, he made six consecutive sketches of an infantry-
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man demonstrating the proper way to load a rifle. As Laval-
lée noted (1924), the figures, numbered from 12 to 17, corre-
spond to the sequence of commands that orders a soldier to
take a cartridge from his munitions bag (12, 13), to tear the
cartridge open with his teeth (14, 15), and to pour the powder
down the barrel of his rifle (16, 17). The soldier would then
return to the position of the first figure.

Although the lining up of the figures across the Quim-
per sheet suggests that Watteau recorded an entire squad
executing the drill, only one soldier actually posed for him,
going through the individual steps of the loading procedure
and holding each position for as long as it was necessary for
the young artist to set it down in a rapid sketch. Accordingly,
the six consecutive studies are drawn in an extremely quick,
abbreviated style that captures the essentials of pose but
glosses over superfluous details of expression and anatomy.
Several idiosyncracies of the execution, including the point-
ing of the feet, the extreme slenderness of the figures, and the
schematic rendering of the faces, strongly recall Gillot’s
influence. The drawing was probably made c. 1708-1709,
when Watteau was first exploring military themes.

5) Seated Artist and Standing Man

Red chalk on white paper
124 x 92 (478 x 3%)
Private Collection, England

These two figures are not identifiable either as soldiers or as
camp followers, but the standing man is very similar to the
officer standing at center in The Bivouac (cat. P. 6). In the
painting Watteau added a wide leather belt, a sword, and a
large three-cornered hat to the figure’s costume to show
clearly his status as an officer. He also made the man’s face
considerably more youthful, changed the lace ruffles to plain
cuffs, and opened his coat to reveal more of his shirt. The
relationship between cat. D. 5 and The Bivouac is slight and
could be considered entirely negligible were it not for the
existence of a counterproof in the Nationalmuseum, Stock-
holm (repr. Bjurstréom 1982, no. 1299), which shows that the
page originally was larger and included a study for the cook
standing at right in the same painting. (The location of the
drawing of the cook, PM 257, is now unknown, though it was
in the Galerie Cailleux, Paris, in 1968.)

The drawing’s connection with the Moscow painting
immediately links it to Watteau’s first involvement with mili-
tary subjects. Since The Bivouac is now generally recognized
as the painting commissioned by Pierre Sirois (1665-1726)
and executed, or atleast researched, during Watteau's stay in
Valenciennes in the winter of 1709-1710 (see Chronology), the
drawing can probably be dated accordingly.

By the time he made this drawing, Watteau had shed
most of the idiosyncracies that he had learned from Gillot
(except for those that cropped up every now and then in his
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Watteau’s purpose in recording the drill is unknown.
It is possible that the Quimper sheet was part of a series of
drawings intended to illustrate a military manual, a project
that seems never to have been carried out; or perhaps Wat-
teau simply wanted a record of some drills to have on hand
when he was composing military paintings. In any case, no
other sheet of this type or with similar numbering is known
and none of the Quimper figures appear in any of Watteau'’s
compositions.

PROVENANCE
Comte de Silguy; bequeathed by him to the city of Quimper in 1864; Musée des
Beaux-Arts, Quimper, Q. 14.

EXHIBITIONS
Rome-Milan 1959-1960, no. 71; Quimper 1971, no. 13; Brussels 1975, no. 4.

BIBLIOGRAPHY
Lavallée 1924, pp. 117-119; Lavallée, Fig. Art. 1924, p. 3; Delacre and Lavallée
1927, no. 36a; R 1928, p. 51, no. 4bis; AH 1950, p. 75; PM 1957, no. 244; Cailleux
1959, p. ii.

PRINTS
The figures were etched by Caylus but were not included in the Fddc. (See
Dacier 1926-1927, no. 59.)




compositional drawings, such as cats. D. 98, 123), and his
teacher’s influence is still felt only in such a small detail as the
abstraction of the artist’s face. Otherwise Watteau’s concern
for reality and “truth to nature,” for which he was so much
admired, is already much in evidence, as are the crisp
accenting, tightly controlled strokes, and firm contours
characteristic of Watteau’s drawings through c. 1713-1714.
The figures’ comparatively insubstantial forms, however, are
evidence of this drawing’s early date.

The pose of the standing man with his left hand tucked
into the front of his coat is found in a number of Watteau’s
drawings from about this time, including four drawings
related to the Figures de modes (Figures of Fashion) and the
Figures francoises et comiques (French and Comic Figures)
(cat. D. 8; PM 162, 165, 175) and two other military drawings
(PM 238, 243). Through the same standing man, the drawing
may also be connected with a figure at right in The Delights

6 Two Cavaliers and a Lady

verso: Five Marching Soldiers and Two Mounted
Officers
Red chalk on beige paper
160 x 195 (7V16 X 71V46)
P Private Collection, London

This is one of the few relatively early drawings that is related
to datable works; it is therefore vitally important to a chrono-

of Summer (lost; DV 102, CR 2°-W), if indeed that painting is
by Watteau (Adhémar 1950, no. 246, gave it to Pater and Came-
sasca 1970 listed it among the doubted works). The seated
artist does not appear in any of Watteau’s paintings, though
Parker and Mathey thought incorrectly that he could be
found in The Detachment Making Camp (lost; DV 179, CR 55).

We do not know when the sheet bearing the artist, the
standing man, and the cook was cut in two, but the pieces
were kept together until the 1960s, when they were sold sepa-
rately.

PROVENANCE
C. Groult; Anonymous sale, Paris, 19 December 1941, no. 17 (as Quillard);
Thomas Agnew and Son, London; Mrs. John Dewar; purchased by the present
owner in the 1960s.

EXHIBITIONS
London 1968, no. 740.

BIBLIOGRAPHY
PM 1957, no. 255; Exh. cat. Paris 1968, under no. 28; P 1984, p. 279, n. 37.

logical study of Watteau’s drawings. The man standing at
center was almost certainly used as the model for the Gentle-
man with a Cane of the Figures de modes (see cats. E. 3, 3a),
even though there are major differences in the positions of
both the right arm and the head. For both that series and the
Figures francoises et comiques, it seems to have been Wat-
teau’s standard practice to borrow figures that he had
already made for other purposes. Dacier and Vuaflart dated
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the Figures de modes to 1709-1710 (DV, II, pp. 71-74), now
accepted as definitive, thus placing them at exactly the time
when Watteau was making his first military pictures. (See
cats. D. 8, 9, 42, 43 for a discussion of the other exhibited
drawings related to the Figures de modes and Figures fran-
¢oises et comiques.) It is not simply coincidental, then, that
Watteau made sketches of marching soldiers, probably
drawn from life, on the verso of this sheet. Cailleux (1959)
noted that although none of those sketches were used in any
of Watteau’s military paintings, they do have strong affini-
ties with figures in the Return from the Campaign (fig. 1).
(Notice especially the soldier who carries a dead bird slung
over the barrel of his musket and the drummer carrying his
drum on his back.) That is now generally believed to be the
painting that Watteau sold to Pierre Sirois in about 1709 (see
Chronology), providing a likely date for these sketches, close
to the time indicated by the sketch of the gentleman on the
recto.

Watteau kept the drawing in his studio and used the
seated woman nearly three years later in Pierrot Content (cat.
P. 13), now generally dated to c. 1712. Aside from the obvious
alteration in the gesture of the woman'’s right arm, only the
apron draped across her lap has been changed in the paint-
ing, replaced by a peplum. Certainly Watteau could have
returned to this study when he was working on Pierrot Con-
tent, but the connection also raises the possibility that the
painting was made at a time closer to the drawing. The argu-
ments for the 1712 date are strong, but one should not lose
sight of the fact that the dating rests ultimately on Mariette’s
statement (Notes mss., [X, fol. 193 [51]) that Jealousy (lost; DV
127, CR 80) was one of the paintings Watteau submitted to the
Academy when he was agréé (provisionally accepted) in
1712, but that statement was made several years after the
event. That is not to say that Pierrot Content must have been

fig. 1. Cochin after Watteau,
Return from the Campaign,
engraving (DV 147).

fig. 2. Watteau,
Two Gentlemen and Two Studies of Heads,
Ecole des Beaux-Arts, Paris (inv. D 1607).
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painted earlier nor that Mariette was necessarily wrong. It
merely points up the very fragile nature of the web of datable
works from which any Watteau chronology must be con-
structed.

Because of close stylistic similarities with cat. D. 6, two
other sheets can be dated to about the same time: a study of
Three Gentlemen in an American private collection (PM 59)
and a study of Two Gentlemen and Two Heads in the Ecole des
Beaux-Arts, Paris (fig. 2). The three sheets are identical in
handling, with the same kind of delineation of clothing
details (note especially the coat buttons, pockets, and shoes),
hair, faces, and hands. They even seem to represent the same
male model. Coincidentally, the Ecole des Beaux-Arts study
sheet, like the exhibited drawing, bears a figure that was
later used as the basis of a print, this time for one of the Fig-
ures frangoises et comiques (DV 54). Not surprisingly, the
execution and figural proportions are comparable to Wat-
teau’s earliest soldier drawings (such as the Seated Artist and
Standing Man [cat. D. 5]), further supporting the 1709-1710
date for all of them.

PROVENANCE
J.-D. Lempereur (1701-1779) (Lugt 1740; possibly included in his sale, Paris, 24
May 1773); Villeboeuf; Colnaghi, London; Mrs. Eliot Hodgkin, London; Private
collection, London.

EXHIBITIONS
London 1951, no. 50; London 1953, no. 400; Norwich 1954, no. 19; London 1968,
no. 738.

BIBLIOGRAPHY
PM 1957, nos. 61 (recto), 246 (verso); Cailleux 1959, pp. ii, iii-iv, v (verso); Cor-
mack 1970, no. 4 (recto); Eidelberg 1977, pp. 90-91, fig. 47.

PRINTS
The central figure was etched by Watteau himself for the Figures de modes
(see cats. E. 3, 3a) and by J. Audran (Fddc 274) with changes in the turn of the
head and the position of the right arm.



7 The Interior of a Barbershop

Red chalk
122 x 335 (41%6 X 13%16)
Inscribed (signed?) in red chalk at lower right,
Watteau
B Musée du Louvre, Cabinet des Dessins, Paris

Like The Draper’s Shop (cat. D. 1) with which it has been
paired at least since it entered the French national collections
at the end of the eighteenth century, The Barbershop was
probably also a study for a signboard. But the style of this
drawing is quite different, with almost no hint of Gillot’s
influence, suggesting that The Barbershop must have been
made somewhat later than its mate. The poses of its figures
recall specifically the attitudes that Watteau used in his Fig-
ures de modes prints and drawings of 1709-1710 (cats. D. 8, 9
and E. 1-6). Although similarly rounded and slightly droop-
ing coat hems are found in such early military drawings as
the Six Studies of a Soldier Loading a Rifle (cat. D. 4) and Five
Marching Soldiers (cat. D. 6), which can be dated respectively
to ¢. 1708-1709 and c. 1709, the fuller forms and more elegant
poses of the figures in this drawing allow it to be dated to
about 1709-1710.

A similar shopsign, also for a barbershop and known
now only by description, was painted by Francois Lemoine
(1688-1737) in 1718 and appears to have becen remarkably
close to Watteau’s design in many ways:

This signboard is composed of fifteen figures, the chief of them being a wig-
maker showing a great periwig to three gentlemen; near them is a valet non-

chalantly leaning on the back of a chair; a young man lolls in an easy chair,
another looks at himself in a mirror; there is a young man having his hair cut;

one helper sharpens his razor, another dresses a periwig; finally three or four
women seem to be braiding hair in a little closet which fills up one of the cor-
ners of the painting (Dezallier d’Argenville 1762, translated in Wilhelm 1951, p.
225).

It is remarkable that all of the activities of Watteau’s seven
figures are represented in Lemoinc’s painting. Eidelberg
(1977) deduced from this that Wattecau had actually made a
painting of The Barbershop, now lost, but which Lemoine
knew and imitated when he made his own signboard of the
same subject. That is certainly possible, but it seems even
more likely that, as was the case for Watteau in The Draper’s
Shop and Gersaint’s Shopsign, both artists were following
an established tradition of signpainting that dictated what
activities would be included in a representation of a barber
shop.

Like The Draper’s Shop, this drawing also bears the
simple inscription Watteau in red chalk, but in this case the
chalk appears to be slightly different from the rest of the
drawing and so there is cause to doubt that it is a signature.

PROVENANCE
Scized during the French Revolution; Musée du Louvre (Lugt 1886), 33,362bis.

EXHIBITIONS
Paris 1928; Paris 1954, no. 45.

BIBLIOGRAPHY
Morel d’Arleux, VIII, no. 11,130; Fourcaud 1901, p. 324, no. 2; Z 1912, p. xxv (Fr.
ed., p. xxix); Lebel 1921, p. 58; Lavallée, Fig. Art., 1924, p. 2; DV, 1, pp. 15, 114;
Dacier 1930, no. 32; Wilhelm 1951, pp. 226-228; PM 1957, no. 139; Boucher 1957,
p. 125; Exh. cat. Toronto 1972-1973, under no. 152; Zolotov and Nemilova 1973,
p. 29; Eidelberg 1977, pp. 236-245; P 1984, pp. 42, 273, fig. 200.
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8 Standing Officer

Red chalk
115 x 75 (4V2 x 21%s)
P Nationalmuseum, Stockholm

This sheet and the following one belong to a group of draw-
ings of similar size, format, and presentation, which Watteau
made as models for a series of prints called the Figures de
modes. The suite consisted of a title page and seven plates
(see cats. E. 1-6). Watteau himself made the initial etchings,
which were then supplemented with engraving by Henri-
Simon Thomassin the Younger (1687-1741).

According to Dacier and Vuaflart (DV, I, p. 72), the
Figures de modes prints must have been made in or before
1710 because of information provided by the title page: the
artist is named simply as Vatteau and it is clearly stated that
the prints were “finished with the burin by Thomassin the

son.” But Thomassin was in Holland between 1710 and 1713,

and if he completed the prints after Watteau was agréé by the
Academy in 1712 then Watteau could have used the honorific
“peintre du roi” (Painter of the King). Dacier and Vuaflart
therefore concluded that the prints must have been finished
before Thomassin’s departure for the Netherlands, that is, in
1709-1710. Their dating has been accepted ever since and is
supported by the preparatory drawings themselves.

The pose of the Standing Officer is very close in many
respects to one of the figures standing at the center of The
Bivouac (cat. P. 6), linking it chronologically to Watteau'’s
early military paintings. One also finds a standing woman
seen from behind, holding up her skirt with one hand—quite
similar to the Stockholm figure (cat. D. 9)—in another early
painting, The Halt (cat. P. 5), so there is no question that the
poses were already in Watteau'’s repertory by 1709. The two
sheets are rendered in a considerably finer, more studied
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manner than those early drawings that we have studied so
far, but that was certainly due to their intended purpose as
models for prints. They were therefore executed with special
care and minute attention to detail, which set them apart
from all of Watteau’s preceding drawings. Even so, Wat-
teau’s youth is betrayed in these drawings through his con-
centration on surface line and pattern at the expense of plas-
tic form. That is not to say that the figures are completely flat,
but they do not yet have the rotund volumes that are found
soon afterward (for example, cat. D. 18).

In his prints, Watteau copied the figures very faith-
fully, but changed the settings considerably. For the Standing
Woman he substituted a village (see cat. E. 5); for the Stand-
ing Officer he clarified the little fountain at left and reduced
and simplified the landscape background (see cat. E. 2). He
also made the transition from foreground to background less
abrupt and attempted to situate the figures more convinc-
ingly within the landscape, though with only moderate suc-
cess.

PROVENANCE
Carl Gustav Tessin (1695-1770); sold to King Adolph Frederick of Sweden, 1750
(sale, 1777); repurchased by King Gustav I1I; given by him to the Kongliga
Biblioteket; transferred to the Kongliga Museum at the beginning of the nine-
teenth century (Lugt 1638); incorporated into the Nationalmuseum, Stock-
holm, in 1866, NM 2821d/1863.

EXHIBITIONS
Stockholm 1922, no. 18; Copenhagen 1935, no. 543; Paris 1935, no. 78; Lenin-
grad 1963; Paris-Brussels-Amsterdam 1970-1971, no. 50.

BIBLIOGRAPHY
Tessin 1739-1742, p. 43v.; Tessin 1749, livré 14, no. 36; Sparre 1790, no. 2707d; DV,
11, p. 72 (the dating of the prints), and 111, under no. 46; Engwall 1935, no. 8; PM
1957, no. 167; Eidelberg 1977, pp. 89-90, fig. 43, Bjurstrom 1982, no. 1293.

PRINTS
See the entry and cat. E. 2.
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9 Standing Woman Seen from Behind

Red chalk
115 x 75 (4Y2 x 21%6)
P Nationalmuseum, Stockholm

See preceding entry.

PROVENANCE
Same as preceding entry. NM 2821a/1863.

EXHIBITIONS
Stockholm 1922, no. 18; Paris 1935, no. 79; Paris-Brussels-Amsterdam
1970-1971, no. 51.

BIBLIOGRAPHY
Tessin 1739-1742, p. 43v; Tessin 1749, livré 14, no. 33; Sparre 1790, no. 2707a; DV,
11, p. 72 (the dating of the prints) and 111, under no. 47; Engwall 1935, no. 9; PM
1957, no. 181; Eidelberg 1977, pp. 90, 92, fig. 55; Bjurstrom 1982, no. 1296.

PRINTS
See preceding entry and cat. E. 5. The same figure was also etched in reverse
by Jean Audran (Fddc 275).

10 Landscape with a Cottage and Peasants at Work

Red chalk on cream paper
167 x 237 (6% x 9%)
Inscribed in red chalk at lower left, Ant. Watteau
(possibly a signature?)
Y The Trustees of the British Museum, London

Much of the charm of this early landscape lies in the errors of
perspective and spatial definition that betray Watteau’s
youth and inexperience. The rickety structure of the cottage
at left is one of the more obvious weak spots. Less noticeable
is the wavering foreground space that expands or contracts
as the viewer’s eye rests on the main elements of the compo-
sition. For example, the wall that appears to be quite close
behind the central figures is actually attached to the cottage
and must therefore be some distance away; the small scale of
the figure hobbling toward the cottage door at left places the
building in the middle distance, yet the ladder and haystack
beside the cottage seem to rest next to the man standing at

center. Even with those faults, however, the drawing is
enriched by the buoyantly fresh chalkstrokes, by the wealth
of observed detail, and by the decorative use of curling vines
and foliage that fill some of the empty spaces. The peasants
are drawn with deft, sharp precision, suggesting that Wat-
teau was at this point more accustomed to drawing figures
than landscape.

Although a number of Watteau’s landscapes drawn
from life have survived, only a handful are so simply con-
ceived and presented. Closest to this sheet in type, but more
advanced in execution, is the newly discovered View with a
House on the verso of a drawing in the National Gallery,
Washington (cat. D. 36). The place represented in both draw-
ings has not been positively identified, though Parker and
Mathey noted that there are analogous elements in Watteau’s
painting The Marsh (fig. 1), which is presumed to represent a
market-garden area of Paris known as Les Porcherons. Since
Pierre Crozat’s hotel on the rue de Richelieu bordered on the

fig. 1. Jacob after Watteau, The Marsh,
engraving (DV 136).
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Porcherons section, it is generally thought that Watteau'’s
drawings of the area were made when Watteau was staying
with Crozat (sometime between 1712 and 1717). But Watteau
could easily have explored that quarter on his own, before he
became Crozat’s guest. The British Museum sheet has been
dated by Parker and Mathey to 1712, but the spatial difficul-
ties indicate that it could well have been made earlier, per-
haps c. 1710 as Zimmerman (1912) suggested. (See cat. D. 36
for the dating of the Washington View.)

11 Two Actors with a Dog

verso: Palace Walls
Orange-red chalk on cream paper; verso: red chalk
136 x 158 (5% x 6V4)

P B Museum Boymans-van Beuningen, Rotterdam

Although the two actors represented on the recto do not
appear in any known painting by Watteau, they are shown
againstabackdrop of trees and bushes in much the same way
as are figures in the group of paintings surrounding Jealousy
(lost; DV 127, CR 80; see Pierrot Content and The Party of
Four, cats. P. 13, 17). Not only are they given the same kind of
self-conscious poses and expressions, but also they make the
same kind of direct visual contact with the spectator (like
actors playing to their audience). In addition, the lightly

PROVENANCE
Castelruiz; entered the British Museum in 1846, 1846-5-9-155.

EXHIBITIONS
London 1980-1981, p. 11 and no. 7.

BIBLIOGRAPHY
G 1875, p. 348, no. 5; Uzanne 1908, pl. 31; Z 1912, p. x (dated c. 1710; Fr. ed. p. vi,
undated); Parker 1930, no. 6; Parker 1931, p. 18; PM 1957, no. 445 (dated c. 1712);
Cormack 1970, no. 38.

sketched herm at right is similar to those that appear in both
Jealousy and Pierrot Content.

The execution is light, lively, and atmospheric, with
quick accents and a multitude of soft strokes busily defining
the figures, their costumes, and their setting. The slender fig-
ures still betray the lingering influence of Gillot, but there is
no mistaking Watteau’s nervous flicks and strokes, his shift-
ing light, and his straightforward presentation of a theatri-
cal scene.

The architectural study on the verso of the Rotterdam
sheet was first mentioned only in 1965 in Eidelberg’s disser-
tation (published in 1977) where its connection with Wat-
teau’s painting Promenade on the Ramparts (fig. 1) was rec-
ognized. As Eidelberg pointed out, the correspondence

70 Drawings



fig. 1. Aubert after Watteau, Promenade on the Ramparts,
engraving (DV 113).

between the drawn and painted buildings is very close, and
probably the drawing once included the battlements that
extend to the left in the painting. Though Watteau surely
made this study from life, the building has yet to be identified.

The close stylistic correspondence between the draw-
ings on both recto and verso suggests that the studies were
made contemporaneously. That is reinforced by the fact that

one finds dogs similar to the one on the recto in Promenade
on the Ramparts as well as young cavaliers who wear the
same kind of puffed beret as the one worn by the actor at
right in the drawing. Both the painting and the drawing
probably preceded Jealousy and Watteau’s success at the
Academy in 1712, but appear to have postdated his military
works of 1709-1710. They can both be dated therefore to
c. 1711.

PROVENANCE
Miss James (sale, London, Christie’s, 22-23 June 1891, no. 360); Franz Koenigs
(Lugt suppl. 1023a); purchased by D. G. van Beuningen and given by him with
the Koenigs collection to the Boymans Museum Foundation in 1940, El. 152.

EXHIBITIONS
Amsterdam 1935, no. 9.

BIBLIOGRAPHY
G 1875, p. 355, no. 72; Dacier 1926-1927, no. 59; PM 1957, no. 99; Eidelberg 1967,
pp. 176-177; Eidelberg 1968, p. 451; Cormack 1970, no. 5; Eidelberg 1977,
pp. 68-70; RM 1984 (in press).

PRINTS
The figures were etched by Caylus but were not included in the Fddc. (See
Dacier 1926-1927, no. 59)

12 Actors Parodying a Military Parade

Red chalk
139 x 214 (5Y2 x 8V%2)
Hessisches Landesmuseum, Darmstadt

This lively theatrical scene is one of a group of three such
studies of comic scenes and actors in the Hessisches Landes-
museum. All three drawings were formerly attributed to Gil-
lot, though two, including the present sheet, were reattribu-
ted to Watteau by Parker and Mathey (PM 117, 118) and the

third (fig. 1) was published as Watteau by Eidelberg in 1973
(p. 236). The sheet exhibited here is the most complete com-
positionally, presenting what appears to be an actual theater
scene showing actors imitating a military parade. At left, an
officer is mounted on his “horse” formed by two men; behind
him the fool holds his long stick on his shoulder, as if it were a
rifle; a flutist provides the marching music while the
standard-bearer and a companion move to the front of the
procession.

fig. 1. Watteau, Studies of Actors,
Hessisches Landesmuseum, Darmstadt.
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Both the spirit and the presentation of the scene derive
clearly from Gillot, thus explaining the past attribution to
that artist, but the staccato accenting, the vibrant line, and
the mobile light are all characteristic of Watteau’s hand.
Though the Gillotesque features might conceivably have
indicated that this was copied from a Gillot original, the fluid
lines and overall air of spontaneity suggest that the composi-
tion must be Watteau’s own.

None of Watteau’s paintings and few of his drawings
present comparable scenes, making it difficult to assign a
date to this sheet. The old attribution to Gillot would suggest
that it might have been made when Watteau was working
with him, but the style of the Darmstadt drawing is close in
many ways to a sketch (PM 121; location unknown) that is
related to Actors at a Fair (cat. P. 10), a painting that we date to
about 1711, close to Promenade on the Ramparts (see fig.

13 Allegory of Spring

Red chalk on cream paper

156 x 214 (6% X 8746)

The Art Institute of Chicago, Margaret Day Blake
Collection

This early compositional drawing was believed by Eidelberg
(1966, 1977) to be one of a series of allegorical representa-
tions of the Four Seasons by Watteau (figs. 1-3). Although his
reconstruction of the group has been doubted recently
because of the discrepancies in the drawings’ sizes and com-
positions (Roland-Michel 1984), the relative consistency of
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D-11.1). Moreover, some of the figure drawings on one of the
other Darmstadt sheets (fig. 1) are close stylistically to the
Rotterdam study of Two Actors (cat. D. 11), dated also to
about 1711. It is therefore reasonable to assign the same date
to all three Darmstadt drawings.

PROVENANCE
Count E. J. von Dalberg (1773-1833); Grand Duke Ludwig I von Hesse (1753-
1830), in 1812; bequeathed by him to the Hessisches Landesmuseum in 1830,
AE 2397.

EXHIBITIONS
Paris 1971-1972, no. 88; Frankfurt 1982, no. Cb 8 and p. 38.

BIBLIOGRAPHY
Stift und Feder 1929, no. 103 (as Gillot); PM 1957, no. 118; Eidelberg 1970, p. 69;
Eidelberg 1973, p. 236; Zolotov and Nemilova 1973, p. 31.

COPIES
A counterproof was sold in London on 19 June 1980, no. 45.

style and program (that is, the use of naked children to repre-
sent the seasons by the tasks they perform and the games
they play), suggests that the compositions do belong
together. In any case, the Chicago drawing, with its many
allusions to gardening and flowers, is clearly an allegory of
spring. Whether the central woman is a personification of
Flora, goddess of spring, or Venus, goddess of love, is uncer-
tain because of the lack of clear attributes. However, if the
child with the bow and arrows standing next to her is meant
to be Cupid, then the woman would probably be his mother,
Venus.

fig. 1. Watteau, Children Parodying a Ball (Winter),
Stéddelsches Kunstinstitut, Frankfurt.




Because of some markedly Gillotesque features, the
Chicago Allegory has been dated automatically to Watteau’s
stay with Gillot, ¢. 1705-1708. However, Gillot’s influence is
always most strongly present in Watteau’s compositional
drawings, even in those from the very end of his life (for
example, The Shipwreck, cat. D. 123). Indeed, there are cer-
tain details in the Chicago drawing that suggest it may have
been made well after the time with Gillot. The children, for
example, are very similar to the ones who appear in The
Island of Cythera that is dated to 1709-1710 by Rosenberg (in
cat. P 9), but which we believe was made c. 1713. The imagi-
native posing and easy movement of the child-gardeners also
agree with a later date for the drawing as does the perspec-
tival construction of the setting. That recalls the Jullienne
Scasons, which have the same diagonal articulation of the
space and the same usc of architecture (compare, for exam-
ple, Spring, fig. 4, sold at London, Christie’s; 8 July 1983, no.
48). Since that series probably dates from c. 1711, that is the
year that we would assign to the Chicago drawing.

Because a painting of Winter, which may or may not

fig. 2. Watteau, Children Harvesting Wheat (Summer),
Musée du Louvre, Paris.

fig. 3. Audran after Watteau,
Children Harvesting Grapes (Autumn), etching.

be by Watteau but corresponds exactly to the Frankfurt
drawing (fig. 1), is known (on loan to the National Gallery of
Ireland, Dublin; sec Mathey 1955, p. 29), Eidelberg believed
that all four of the seasons drawings might have been pre-
paratory for paintings which are now lost. No such paintings
are recorded anywhere, so that if such a project did exist, it
must have been quickly abandoned.

PROVENANCE
Léon Michel-Lévy (sale, Paris, 17 June 1925, no. 118); Jules Strauss (anonymous
sale, Paris, 27 March 1949, no. 57; as Gillot}; Private collection, Paris; Margaret
Day Blake; given by her to the Art Institute of Chicago in 1955, 1955.1004.

EXHIBITIONS
New York 1963, no. 41; Chicago 1970, no. 15; Chicago 1976, no. 27; Frankfurt
1982, p. 40, no. Ch2.

BIBLIOGRAPHY
Dacier 1926-1927, no. 30; PM 1957, no. 94; Eidelberg 1966, pp. 271-276; Eidel-
berg 1977, pp. 208-210, 212-214; RM 1984 (in press).

PRINTS
Etched by Caylus but not included in the Fddc; inserted into the copy at the
Bibliotheque de 'Arsenal, Paris.

fig. 4. Watteau, Spring (from the Jullienne
Seasons), location unknown.

14 Seated Pierrot and a Study of Drapery

Red chalk on white paper
178 x 195 (7 x 7V46)
Inscribed in pen and brown ink at lower right in
Count Tessin’s hand, 2708 and 37 (crossed out)
P Nationalmuseum, Stockholm

The painting to which these two studies are related, The
Feast to Pan (fig. 1), was considered by Adhémar (1950, no. 10)
to be “a collaboration with Gillot” and has been generally
dated accordingly to Watteau’'s years with Gillot (see also
Camesasca 1970, no. 9). But the Stockholm drawing has fea-
tures that point to a later date for the painting, correspond-
ing to Huyghe’s idea (1950, pp. 37, 56, n. 1) that the painting
showed the influence of both Gillot and Audran and must
therefore date from about 1710-1711. For example, the
minutely detailed hands correspond to the hand studies on
the British Museum sheet for What Have I Done, Cursed
Assassins? (cat. D. 16); the strongly accented drapery folds

and decorative details—for example, buttons and seams—
are found in such drawings as the Dijon studies for The Vil-
lage Bride (cat. D. 18); the assured handling of the chalks and
the bright contrasts of lights and darks are typical of those
drawings and other comparable sheets (cats. D. 17, 19, 22).
Various features of the painting itself also suggest that it
could not have preceded Watteau’s first military paintings,
but must instead have come afterward. The féte galante cou-
ple at left (see fig. 1), for example, corresponds to figures in
such paintings as Promenade on the Ramparts while a struc-
tural feature such as the walls on which the figures are
perched has its equivalent in Chicago’s sketch for an Alle-
gory of Spring (cat. D. 13). That drawing also features a naked
putto carrying a basket of flowers on his head similar to the
one at right in The Feast to Pan. All of these connections
allow us to propose a date of ¢. 1711 for both the painting and
the Stockholm drawing.

A second study for the figure of Pierrot is known (fig.
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fig. 1. Aubert after Watteau,
Feast to Pan, engraving (DV 226).
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2), but it is not drawn with the same force and conviction as
the one in Stockholm. It does, however, have some important
changes in pose, such as the drawing up of the left knee so
that the footis partially hidden by the right pantleg, the open-
ing up of the left hand on the flute, and the slight lowering of
the right arm, which identify it as the definitive study for the
painting. Only the hat is changed further in the final work.
The Louvre study seems to have been a rapid, general sketch
in which Watteau concentrated more on the figure’s pose
than on details of costume and the effects of light, which he
had already worked out in the Stockholm drawing.

15 Theatrical Figures

Red chalk on cream paper

165 x 205 (672 x 8V%)

Inscribed in graphite at lower right, Wateau
The Pierpont Morgan Library, New York

The two young men seated on the ground appear in Gather-
ing Nearthe Fountain of Neptune (cat. P. 22). The first figure at
upper left was used as the central motif of a decorative piece
for the Hotel de Nointel, The Grape Harvester (lost; DV 79, CR
30G); that same figure and the Bacchus at right are probably

74  Drawings

fig. 2. Watteau, Pierrot Playing a Flute,
Musée du Louvre, Paris.

PROVENANCE
Carl-Gustav Tessin (1695-1770) (Lugt 2985, 2999); Kongliga Biblioteket, by
1790; Kongliga Museum (Lugt 1638); incorporated into the Nationalmuseum,
Stockholm in 1866, NM 2822/1863.

EXHIBITIONS
Paris 1935, no. 83.

BIBLIOGRAPHY
Engwall 1935, pp. 342, 346, no. 17; AH 1950, pp. 37, 56, n.l; PM 1957, no. 807;
Bjurstrom 1982, no. 1309.

related to The Faun (cat. P. 3) of the same series. The pose of
the cavalier in the center of the top row is very close to
Amor’s in Love in the French Theater (cat. P. 38) and to that of
the standing figure at right in Gathering Near the Fountain; it
also matches, in reverse, the pose of the bridegroom in The
Village Bride (cat. P. 11).

The drawing is executed in two distinct styles, the top
row of figures strongly reflecting the influence of Gillot and
therefore apparently corresponding to a date prior to 1708;
the other two figures matching the style of Watteau’s early



maturity, 1712-1714. However, the uniformity of the chalk
color indicates that all of the studies were in fact made at
about the same time. In their catalogue, Parker and Mathey
offered an ingenious and plausible explanation for the stylis-
tic discrepancy: the Gillotesque figures were probably
drawn from Watteau’s imagination, while those on the bot-
tom were made from life. Since Watteau did occasionally
revert to a Gillotesque idiom throughout his career, particu-
larly in rapid compositional drawings that sprang from his
imagination (see cats. D. 13, 87, 101, 123), it is perfectly possi-
ble that the top figures on the Morgan Library sheet were
indeed drawn later than it would at first appear. In fact, the
sprightly poses, the mobile line, and the fully rounded
(though slender) figures are more consistent with a later
date.

The weight of the evidence, taking into account both
the style of the drawing and the dating of the related paint-
ings, points to a date for the whole sheet between 1712 and
1714. In execution, the two figures at the bottom of the Mor-
gan Library study are comparable to a number of drawings
from that same period, inciuding a key drawing for Pierrot
Content (fig. 1; destroyed during World War ) that is
datable to c. 1712; the Dijon drawing for The Village Bride
(cat. D. 18); and the Three Figures in a private collection
related to Love in the French Theater (cat. D. 19). It is even
more closely related to another study for this last painting, the
Studies of Two Young Men in the Fitzwilliam Museum,
Cambridge (fig. 2) in which one figure is a study for Crispin at
lower right in the painting and the other is a sketch for the
dancing man. In spite of differences in scale, the forms, folds,
contours, and even the hands are described in much the same
way; the figures are given similarly animated poses; and even
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the clothing worn by one of the Cambridge figures is identical
to that worn by the figures in the Morgan Library drawing.
Most important, however, is the fact that the young men in
both drawings have precisely the same physique and the
same dimpled countenance, suggesting that one model
posed for both.

The related paintings—Gathering Near the Fountain,
The Village Bride, and Love in the French Theater—all date
from the 1712-1714 period, further supporting the dating of
the drawing proposed here. The one impediment is the con-
sistent dating of The Faun and the series of decorative pieces
for the Hotel de Nointel to . 1708 (see cats. P. 2, 3). However,
that date is not based on documentary evidence, but rather
on the mistaken assumption that Watteau’s work as a deco-
rator was limited almost exclusively to the time that he was
with Audran. It is by no means impossible that those panels
could not, in fact, have been painted later. Indeed, it is more
likely that Watteau would have received such a commission
only after he had started making a name for himself, that is,
after 1712. In that case, he could only have painted the panels
in 1712 at the earliest, a time that would be consistent with the
earliest date that we propose for the Morgan Library draw-

ing.

PROVENANCE
Mr. Riggall; C. Fairfax Murray; purchased with Murray’s entire collection by
J. Pierpont Morgan in 1910; The Pierpont Morgan Library, New York, 1,275.

EXHIBITIONS
Los Angeles 1961, no. 12.

BIBLIOGRAPHY
Murray [1905], no. 275; Mathey 1938, p. 161; PM 1957, no. 25; Cailleux 1961, p. iii;
CR 1970, under no. 30D; Zolotov and Nemilova 1973, pp. 28, 146; P 1984, pp. 47,
258, 290, n.1, fig 41.

fig. 1. Watteau, Three Studies of a Young Man,
formerly Kunsthalle, Bremen, now lost.

e e A it

fig. 2. Watteau, Two Studies of a Young Man,
Fitzwilliam Museum, Cambridge.
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16 Three Studies of a Man, Another Wearing a Yoke, Three Studies of Hands

verso: Studies of Herbage
Red chalk on cream paper; verso: black chalk and
gray wash with a few scattered smudges of red
chalk
173 x 228 (6'%6 x 9)
Inscribed on the recto in brown ink at lower right,
wateau 3275 and Crozat’s paraph (Lugt 2951);
numbered on the verso in brown ink at lower left,
3276, again with Crozat’s paraph

W The Trustees of the British Museum, London

The flagbearer, the man wearing a horse collar, the light
sketch of the man holding the basin, and the topmost study of
ahand were all used in What Have I Done, Cursed Assassins?
(fig. 1). That is another painting that has always been dated
either to Watteau’s stay with Gillot, or to his time with
Audran, making it a predecessor to the earliest military
paintings. Both the British Museum'’s figure studies and the
painting itself, however, appear to belong more convincingly
to the group of works that we date to between 1712 and 1714.
In the Moscow painting, for example, even though the setting
is quite stagelike, the active poses and the movement of the
figures in a rhythmic procession across the canvas mark it as
a work that is at least as advanced as Pierrot Content (cat. P.
13). The drawing, too, corresponds in style to sheets for The
Village Bride and The Island of Cythera, among others (cats.
D. 18, 22). Another drawing for What Have I Done, known
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now only through a counterproof formerly in the Bor-
deaux-Groult collection, Paris (PM 37), has the same kind of
regimented order in the placement of the figures on the page
as the sheet in Dijon (cat. D. 18), with similar handling of both
line and form. The studies of the man wearing the horse col-
lar and of hands are perhaps more minutely detailed than
Watteau’s drawings of this period generally are, but the
other three rather cursory studies recall Watteau’s treatment
of the Five Studies of a Man (Louvre; PM 42) for The Village
Bride.

The study of grasses and ferns on the verso is Wat-
teau’s only known drawing executed exclusively in black
chalk with gray wash, and also his most elaborate plant
study. Unlike the fragmentary tree and plant studies on the
versos of two other sheets (cats. D. 16, 22), this one presents a

fig. 1. Watteau, What Have I Done, Cursed Assassins ?

Pushkin Museum of Fine Arts, Moscow.




complete composition. In fact, the presence of the house in
the center transforms it into a landscape, with the small scale
of the building implying a stretch of field and open spaces
lying between it and the foreground plants. Drawn as if the
artist were lying on the ground in front of them, the plants are
studied in such detail that the broad-leaved plant at center
can be identified as a hart’s tongue fern (exh. cat. London
1980-1981, no. 11). But Watteau’s interest in this vegetation is
not solely botanical, for the curly-edged leaves, silhouetted
against the darkly shadowed grasses and enhanced by the
patterned shadings and accents that give them body, create
thoroughly decorative forms that must have appealed espe-
cially to the ornamental side of his art.

Watteau’s complete mastery of both the black chalks
and the washes indicate that this drawing was certainly
made no earlier than the figure studies on the verso. Presum-
ably it was made at about the same time. The coincidence of

17 Two Women Seated

Red chalk on beige paper

178 x 193 (7% x 7)

The Nelson-Atkins Museum of Art (Nelson Fund),
Kansas City

Even Watteau's earliest drawings of women boast a simple
charm that comes from the decorative handling of both con-

fig. 1. de Favannes after Watteau, T %
The Delights of Summer, engraving (DV 132}. - e
fig. 2. Watteau, Two Women Seated, o= A}" T

location unknown.

the watercolor plant study on the verso of the Frankfurt
Three Pilgrims (cat. D. 22) and the watercolor landscape on
the verso of the Haarlem Figure Sketches (cat. D. 29), all from
the same general period, makes it seem that Watteau was
preoccupied with such studies between 1712 and 1715.

PROVENANCE
Pierre Crozat (1665-1740) (Lugt 2951; possibly included in lot 1063 of his sale,
Paris, 10 April-13 May, 1741); Thomas Dimsdale (1758-1823) (Lugt 2426); prob-
ably bought with most of Dimsdale’s collection by Samuel Woodburn
(1786-1853); Miss James (sale, London, Christie’s, 22-23 June 1891, no. 299);
purchased by the British Museum, 1891-7-13-11.

EXHIBITIONS
London 1980-1981, no. 11 (verso).

BIBLIOGRAPHY
Lafenestre 1907, pl. 10; Parker 1930, no. 9; Parker 1935, p. 6; Mathey 1939, p. 152;
PM 1957, nos. 43 {recto), 476 (verso); Cormack 1970, no. 35 (verso); Zolotov and
Nemilova 1973, pp. 31, 137; Eidelberg 1977, pp. 61-62.

tours and surfaces. In the figure on the right of the Kansas
City sheet, for example, every miniature fold of the lady’s
mantle is clearly indicated with spidery lines that follow the
twists of the cloth. In addition, the larger expanse of the skirt
is decoratively patterned in two ways: through the regular
alternation of patches of light and shade; and through the
meticulous spacing and even weighting of the hatchings that

¥
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form the shadows. Similar features are found in several
drawings dating from 1712-1714, in particular Frankfurt’s
study for The Island of Cythera (cat. D. 22), Haarlem’s sheet of
Six Figures related to What Have I Done, Cursed Assassins?
(PM 39), the lost study of Three Figures (fig. D. 15-1), for Pier-
rot Content and, more elaborately, the Dublin Three Standing
Figures (cat. D. 23) for The Conversation. Since in those draw-
ings Watteau placed more emphasis on the full rounding of
each form than he did in the Kansas sheet, we would date Two
Women Seated to the early part of that period, c. 1712. The
Delights of Summer (fig. 1), to which the woman holding the
fan on this sheet is related, has in fact been dated to 1712 by
Mathey (1959), but Adhémar (1950) chose to place it as late as
1716. Unfortunately the condition of the painting is such that
it is impossible to make an accurate judgment of its date.

A previously unknown sheet, with two more studies
of the same model drawn in an identical style, appeared
recently on the Paris and London art markets (fig. 2). One of

18

the studies on that sheet is directly related to The Anxious
Lover (Musée Condé, Chantilly; DV 165, CR 211), which, for
lack of other works executed in a similarly airy and sketchy
style, is generally dated toward the end of Watteau’s career.
A partial study ofa man’s leg at right on this new sheet recalls
the position of a kneeling man in the lost drawing for Pierrot
Content and another pilgrim in the Dresden drawing of
Three Figures (see figs. D. 15-1, 22-1), related to The Island of
Cythera (cat. P. 9), thereby providing other links to the
1712-1714 group of drawings and paintings.

PROVENANCE
Marquis de Valori (1820-1883) (Lugt 2500; sale, Paris, 25-26 November 1907, no.
246); to Roblin; Richard Owen, London; purchased by the Nelson Museum in
1934, 34-145.

EXHIBITIONS
Detroit 1950, no. 58; Los Angeles 1961, no. 13; Columbia 1979.

BIBLIOGRAPHY
Art News (13 October 1934), p. 3; PM 1957, no. 31.

78  Drawings



18 Two Men and Two Women Standing and Three Women Seated

Red chalk

232 x 174 (9Vs X 678)

Numbered in red chalk at upper right, 5
P Musée des Beaux-Arts, Dijon

The standing man seen in lost profile to the left, the standing
woman at upper right, and the woman seen from behind,
seated on a stool, all appear in The Village Bride (cat. P. 11).
The man standing at upper left, his hands in his pockets, is
also found in that painting, scarcely visible in the darkened
area at left but clearly seen in the engraving of 1729 by C. N.
Cochin (DV 111). The first standing man and the seated
woman appear also in Musette (lost; DV 262; CR 93) and The
Country Ball (cat. P. 24) in a group of seven figures that origi-
nated in The Village Bride.

Such a neatly regimented placement of several figures
on a single page is uncommon in Watteau’s work and can be
found only in a few sheets that are all executed in a relatively
uniform style. One such drawing is in the Teylers Museum,
Haarlem (PM 39); another is known through a counterproof
that was formerly in the Bordeaux—Groult collection, Paris
(PM 37). Both of those are related to What Have I Done,
Cursed Assassins? (fig. D. 16-1). Another drawing for the
same painting (cat. D. 16), although less rigidly ordered,
shows similar qualities of line and form with the same kind of
strong light that gives the figures solid, cylindrical volumes.
Presumably all of these drawings were made at about the
same time.

Although The Village Bride has been dated consist-
ently to 1710-1711 (Adhémar, Mathey, Camesasca; see also
cat. P. 11), the evidence of this and other preparatory draw-

19 Three Figures

Red chalk
206 x 164 (85 x 612)
Private Collection

Through the reclining figure at bottom and the bagpiper at
the right, this drawing is related to three different paintings.
The reclining figure is a sketch for Bacchus in Love in the
French Theater (cat. P. 38) and was used also in Summer, one
of a series of the Four Seasons engraved by Gabriel Huquier
(fig. 1). The bagpiper is one of the musicians seen at left in
Love in the French Theater and closely resembles another
one in The Country Ball (cat. P. 24). The third figure was not
used in any of Watteau'’s pictures, but two details suggest
that he might have been Watteau'’s first idea for Bacchus in
Love in the French Theater: he is sitting on the leopard skin

that is the god’s traditional attribute, and the staff he carries

ings leads us to prefer a date of c. 1713, after Pierrot Content
and contemporary with The Conversation (cat. P. 23), with
which The Village Bride shares a preparatory drawing (cat.
D. 23). Although the Dijon drawing is more rigidly arranged
than the lost study for Pierrot Content (fig. D. 15-1) and is
drawn on a smaller scale than the figures for The Island of
Cythera (cat. D. 22), the studies have a quality of delineation,
an emphatic use of accented lines, and neatly constructed
volumes that allow us to group them with those others.

That the Dijon drawing was made in preparation for
The Village Bride rather than for either of the other two
paintings to which it is related is suggested by the fact that
the long, slim proportions and small heads of the drawn fig-
ures match most closely the physical type of the villagers in
the Berlin painting. In addition, since the sheet bears four
studies for The Village Bride and only two for Musette and
The Country Ball (and those two are for figures in the group
common to all three paintings), it is logical to assume that the
drawing was made originally for The Village Bride. One can
even suggest that all seven studies were made specifically in
preparation for that painting, though in the end only four of
them were used.

PROVENANCE
Albert Joliet; given by him to the city of Dijon in 1928; Musée des Beaux-Arts,
Dijon, 2803.

EXHIBITIONS
Dijon 1960, no. 78; Paris 1976, no. 13; York 1978, no. 13; Montauban 1981-1982,
no. 49.

BIBLIOGRAPHY
Lavallée 1941-1944, p. 116; PM 1957, no. 40; Quarré 1978, p. 119, fig. 4.

may be a thyrsus, another of his symbols. In the end Watteau
rejected that pose, perhaps because of its rigidity and lack of
grace, opting instead for the more elegant reclining pose that
he sketched on the same sheet.

The style of the drawing is compatible with that of sev-
eral studies dated here between 1712 and 1714, including the
lost study for Pierrot Content (fig. D. 15-1), the British
Museum sheet for What Have I Done, Cursed Assassins? (cat.
D. 16), and the Frankfurt study for The Island of Cythera (cat.
D. 22). It is also quite similar in style to other drawings for
Love in the French Theater, especially the study for Amor
who stands and clinks glasses with Bacchus (cat. D. 20); the
study for the dancing woman in another private collection
(PM 29); and the study for the dancing man in the Fitzwilliam
Museum, Cambridge (see fig. D. 15-2). The clean contours
and multiplicity of accented lines, the neat detailing of the
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costumes, even the youth of the model are all characteristic
of drawings that belong to this time. As was the case also
with Watteau’s drawings for Jealousy and Pierrot Content
(PM 41 and fig. D. 15-1), the model here wears ordinary
clothes, with only slight concessions to his eventual appear-
ance in the painting.

Love in the French Theater has always been dated to
1716 or even later because its pendant, Love in the Italian The-
ater (cat. P. 61), is thought to represent the night scene from
L'Heureuse surprise, the first play presented by the Comédie-
[talienne upon the return of that troupe to Paris in 1716 (see
Appendix A, Watteau in His Time). But as Rosenberg has
pointed out (cat. P. 38), the paintings are not true pendants
and must have been made at quite different times. The style of
thisdrawing and the other related sheets suggests in fact that
Watteau started Love in the French Theater perhaps as early
as 1713. Indeed, the painting itself has several elements in
common with The Island of Cythera (cat. P. 9), especially the
peasants at left and the row of actors at right, which suggest
that it was finished not much later than that.

The dating of the drawing also may shed some light on
the date of The Country Ball (cat. P. 24), which hasbeen placed
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fig. 1. Huquier after Watteau,
Summer, engraving (DV 91).

variously at 1712 (Mathey 1959), c. 1714 (Camesasca 1970),
and mid-1716 by Adhémar (1950). All of the drawings related
to that painting belong to the same group as the bagpiper so
there is no reason to believe that the painting was made any
later than 1714. Its scale is considerably larger than most of
Watteau'’s paintings up to that time, with the exception of the
The Village Bride (with which it shares the same group of
seven spectators), but one would expect to find some other
significant changes in the posing of the figures and the com-
positional layout if the painting had been made in 1715 or
later. '

For a discussion of the Four Seasons prints to which
this drawing is also related, see the following entry.

PROVENANCE
British private collection; purchased by the present owner through Richard
Owen in August 1927.

EXHIBITIONS
Providence 1931; Cambridge 1934; Paris-Rotterdam-New York 1958-1959, no.
84.

BIBLIOGRAPHY
PM 1957, no. 88.



20 Standing Man Holding a Glass

Red chalk

169 x 102 (616 X 4%16)

Inscribed in brown ink at lower left, Watteau
P Private Collection, Paris

This study is linked to the preceding sheet in two ways. Itis a
preparatory study for the same painting, Love in the French
Theater (cat. P. 38), and is related to Autumn (fig. 1) of the
same series of arabesques representing the Four Seasons
engraved by Huquier as Summer (fig. 19-1). Like the Three
Figures, this standing man appears to have been drawn spe-
cifically for the Berlin picture, for, though his hat and foot-
wear were changed in the painting, he bears the quiver of
arrows that will identify him there as Amor. Another sketch
of the same theatrical character, in much the same pose but
wearing the plumed hat and shoes found in the painting, is on
astudy sheet of Theatrical Figures in the Morgan Library (cat.
D. 15). But whereas the Standing Man has the careful execu-
tion that suggests a preparatory study for a specific figure in
a painting, the figures on the Morgan sheet have much more
the air of casual sketches made for no particular purpose.
Possibly Watteau made the study of the Standing Man Hold-
ing a Glass, based on the pose in the Morgan Library drawing
but drawn from a live model, when he was working out the
composition of the Berlin painting. Here, however, he paid
more careful attention to the rendering of the model’s pose,
gesture, and expression, without bothering to give him the
costume that he would wear in the final painting. For those
details Watteau must have returned to the Morgan Library
drawing.

The execution of the drawing, with the neatly placed
parallels and accents, the clean contours, and the careful
drawing of the hands, is consistent not only with the Three
Figures discussed in the preceding entry, but also with the
other drawings that we date between 1712 and 1714 (cats. D.
15-23). It is more tightly constructed and carefully drawn
than most of those but the qualities of line, light, form, and
surface are nearly identical. Additionally, the same close-
fitting hat is worn by the figures in the British Museum’s
study for What Have I Done, Cursed Assassins? (cat. D. 16),
also from the same time, and the model himself has the same
youthful appearance that one finds regularly in those draw-
ings.

The Standing Man Holding a Glass, one of the Three
Figures (cat. D. 19), and the young man seated on the ground
in the lost drawing related to Pierrot Content (fig. D. 15-1) all
appear in compositions from a series of arabesques repre-
senting the Four Seasons known through the engravings by
Huquier. Judging from the inscription A Watteau in. (A Wat-
teau invented it) on the prints, the engravings were made
from drawings rather than paintings, but none of the draw-
ings have survived. Itis clear, though, that all of those compo-
sitions must have been based on figure drawings that Wat-
teau had already made, presumably around 1712-1714.
Certainly, as we have shown, the three drawings of young
men belong to that time, and although no drawings for the
female figures have survived, their faces and proportions (at
leastas they were reproduced in the engravings) match those
of the women from Watteau’s paintings and drawings from
that period (for example, The Island of Cythera; The Village
Bride, and Pierrot Content, cats. P. 9, 11, 13). The composi-
tional drawings themselves were probably made during the
same years.

PROVENANCE

Mario Uzielli; Robert von Hirsch, Basel (sale, London, Sotheby’s, 20 June 1978,
no. 64); purchased at that sale by the present owner.

EXHIBITIONS
Never exhibited.

BIBLIOGRAPHY
Parker 1931, p. 29; PM 1957, no. 56; P 1984, p. 290, n. 56.

fig. 1. Huquier after Watteau,
- Autumn, engraving (DV 92).
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fig. 1. Watteau, Five Studies of Heads,
Musée du Louvre, Paris.

21 Two Studies of a Child’s Head and Four of a Woman'’s

Two shades of red chalk with black and white chalks

on tan paper

222 x 216 (8% x 8Y2)
W, P Fogg Art Museum, Harvard University, Cambridge,

Massachusetts, Bequest of Meta and Paul J. Sachs
The same woman studied in the four sketches at right on this
sheet can be found on other pages of head studies by Wat-
teau, including the Five Studies of a Woman’s Head (fig. 1)
and Nine Studies of Heads (PM 741), both in the Louvre; the
Two Studies of a Woman’s Head in an American private col-
lection (PM 766); and probably also on several others in
which the facial resemblance is not quite so obvious (for
example, PM 742, 729; PM 723, which obviously presents the
same model, may actually be a copy of the central head from
the Fogg sheet). The child does not appear in any other draw-
ing by Watteau.

Closest to the Fogg drawing in technique and execu-
tion is the Louvre sheet Five Studies ofa Woman’s Head. Both
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drawings have the same neat diagonal hatching on the face
that shapes and models the forms through changes in pres-
sure and spacing. In addition, the eyes, nose, ears, and lips
are picked out in the same way, with deep red accents mark-
ing the most critical points of each. Some of the heads on
both sheets have the rather artificial tilt found in such paint-
ings as The Island of Cythera and Love in the French Theater
(cats. P9, 38). In fact, the head at the center of the fop row in
the Louvre drawing is posed at the same angle and is given
the same expression as the head of the pilgrim at left in The
Island of Cythera, and the central study on the Fogg sheet is
very close to the head of the woman who stands between
Bacchus and Amor in Love in the French Theater. Both the
Fogg and Louvre drawings could well date from as early as
1713, making them two of the earliest known sheets of head
studies in Watteau’s oeuvre; they would also be among his
earliest known drawings in trois crayons. Close examination
of the Fogg drawing shows that Watteau was still thinking in



terms of a single-color drawing, for he first drew the heads
completely in red chalk, adding the black and white only after
the studies were essentially complete.

Watteau returned to the drawing several years later in
c. 1719-1720 to use the head of the child at lower left in The
Dance (cat. P. 72). In the painting the child is almost as stiff
and staring as he is in the drawing, but the painting’s context
mitigates the awkwardness.

22 Three Pilgrims

verso: Study of Plants

Red chalk on white paper; verso, black chalk, brown

wash, yellow watercolor, and a touch of red chalk

165 x 199 (62 x 7%s)

Inscribed on the verso in graphite, Antoine Watteau
W, P Graphische Sammlung im Stadelschen

Kunstinstitut, Frankfurt

The central figure was used for the man seen from behind at
center in The Island of Cythera (cat. P. 9). The striding man at
left can be seen in the group of figures at right in the same
painting and the standing woman may have been used, with
slight changes, for the figure next to him.

The firm, clean contours and the crisp contrasts of
light and shade here result in some of the most sculptural fig-

verso

fig. 1. Watteau, Three Pilgrims and a Putto,
Kupferstichkabinett, Dresden.

PROVENANCE
Lord Ivor Spencer-Churchill; Durlacher (?) to Paul J. Sachs 22 December 1922;

bequeathed by him and his wife Meta to the Fogg Art Muscum in 1965,
1965.336.

EXHIBITIONS
Pittsburgh 1933, no. 11; Montreal 1950, no. 98; Richmond 1952; Kansas City
1956, no. 188; Waterville 1956, no. 8; Rotterdam-Paris-New York 1958-1959, no.
91; Baltimore 1959, no. 78; Cambridge 1965, no. 28; Providence 1975, no. 43

BIBLIOGRAPHY
Vasari, 1X, 1913-1914, no. 27; Parker 1931, no. 86; Mongan and Sachs 1943, no.
641, fig. 325; AH 1950, under no. 208; PM 1957, no. 712; Watrous 1957, pp. 96,

102-103; Mongan 1958, pp. 199-200, pl. 6; Goldstein 1982, pl. 50; P 1984, p. 289,
n. 37.

ures in Watteau’s oeuvre. Although the handling is consist-
ent with that of the Dijon sheet for The Village Bride (cat. D.
18), showing a like manipulation of the chalks and a similar
solidity of form, the larger scale of the Frankfurt figures and
the more carefully regulated modeling give the studies an
entirely new effect. Few of Watteau’s surviving drawings
were made in this style. One that corresponds exactly to the
Three Pilgrims is a study in Dresden (fig. 1) for the same
painting. Both appear to have been made specifically for The
Island of Cythera, or at least with the pilgrimage theme in
mind, and could even have been made during the same draw-
ing session. Another similar drawing is the Dublin sheet (cat.
D. 23), which bears studies for both The Conversation (cat. P.
23) and The Village Bride (cat. P. 11). The scale, form, and pos-
ing of the figures is almost identical to the Frankfurt studies,

Drawings 83



making it clear that both drawings must be closely contem-
porary. That conclusion is reinforced by the nearly exact cor-
respondence of both drawings in such details as the han-
dling of the faces and hair and especially in the use of
verticals to define the calves and legs.

The Island of Cythera, to which the Frankfurt studies
are so closely linked, has almost always been dated very early
in Watteau’s career (Adhémar, 1708-1709; Camesasca, C.
1705; Mathey, 1709; Stuffmann in exh. cat. Frankfurt 1982,
and Posner, 1709-1710), but the connection between this
drawing and the Dublin sheet indicates that both the paint-
ing and the drawing belong more probably to the period
around 1713. Roland-Michel (exh. cat. Paris 1980) came to
roughly the same conclusion, for different but equally valid
reasons, in her note on the Heugel version of the painting,
whichis now discredited but was then thought to be the orig-
inal (see cat. P. 9).

The plant study on the verso is remarkably precise,
though some of the flora remain unfinished. As far as we are

fig. 1. Watteau,

Two Figures,

One Standing and One Seated,
Ecole des Beaux-Arts, Paris.
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able to discover, the mixture of media is unique in Watteau’s
oeuvre. In fact, almost every one of Watteau’s plant studies is
executed in a different technique, demonstrating a willing-
ness to experiment with media that is not quite so common in
his figure drawings. As he did also in the British Museum
study of Herbage (cat. D. 16), Watteau here silhouetted some
of the plant’sleaves in order to bring out the decorative qual-
ities of the shapes. He apparently never used these plant
studies for his paintings, but seems to have been content to
make them for his own pleasure and instruction.

PROVENANCE
In the Stddelsches Kunstinstitut, Frankfurt, since the first half of the nineteenth
century, 1047.

EXHIBITIONS
Frankfurt 1982, nos. Cb 9 (recto), Cb 11 (verso).

BIBLIOGRAPHY
Stift und Feder 1926, no. 4; PM 1957, nos. 23 (recto), 453 (verso); RM 1984 (in
press).




23 Three Standing Figures, Two Men and a Woman

Red chalk on beige paper
150 x 163 (5'%6 X 67%6)
National Gallery of Ireland, Dublin

The man with the cane was used as the bride’s father in The
Village Bride (cat. P. 11). The woman at right and the man at
left appear as a couple in The Conversation (cat. P. 23), but
with the man placed at the woman’s left.

The Dublin sheet, with its clean, controlled, and pol-
ished execution, is very close to two studies for The Island of
Cythera (see cat. D. 22), and is almost identical to another
sheet with studies for The Conversation in the Ecole des
Beaux-Arts, Paris (fig. 1). All four sheets are characterized by
sculptural solidity and immobility of the figures and share
certain details of execution that bind the group closely
together: the long vertical or diagonal parallels that shape
the legs; the sharp accenting of intricate folds and clothing
details; and the crisp focusing of the light.

The two paintings to which the Dublin sheet is related,
The Conversation and The Village Bride, have been judged to
be as many as six years apart. The Village Bride has been
dated quite consistently to c. 1710-1711 (Adhémar, Mathey,
Camesasca) while The Conversation has been dated vari-

ously to 1716 (Adhémar), c. 1715 (Camesasca, Roland-Michel),
1712-1713 (Parker and Mathey, under no. 729), and 1712
(Mathey). The presence of studies for both paintings on the
same sheet suggests, however, that the paintings were made
much closer together and that they may in fact date from
about the same time. The style of the Dublin drawing clearly
indicates that The Village Bride must have been made after
1712 and Pierrot Content (see cat. P. 13 for the dating of that
painting and other related drawings). But neither the paint-
ings nor the Dublin drawing can date later than about 1714,
for after that date the rigid poses found in all of them disap-
pear from Watteau’s work.

PROVENANCE
Miss James (sale, London, Christie’s, 22-23 June 1891, no. 346; 18 gns.); pur-
chased by Doyle for the National Gallery of Ireland, Dublin, 2300.

EXHIBITIONS
Dublin 1964, no. 202; London 1967, no. 50.

BIBLIOGRAPHY
PM 1957, no. 51; AH 1950, under no. 110; White 1967, pp. 411-412; P 1984, p. 285,
n. 53.

PRINTS
The man with the cane at center was etched by J. Audran (Fddc 343).

24 Two Standing Men with Muskets, One Standing Woman Seen from Behind

Red chalk
180 x 210 (7 V46 X 8Y4)
Private Collection, Baltimore

At first glance the two men, with their muskets and three-
cornered hats, would appear to be soldiers, but their clothing
is by no means military. It is more likely that these are hunt-
ers, and indeed the figure at right was adapted for the man
standing at center in The Hunt Meeting (fig. 1). The pose of
the central figure was a favorite of Watteau, and although he
never used this particular man in any of his paintings, similar
figures can be found in paintings ranging from the early mili-
tary piece The Line of March (cat. P. 4) to a mature work like
The Champs-Elysées (Wallace Collection; CR 156). Perhaps
by coincidence that central figure is almost identical, in
reverse, to one studied on a sheet in Valenciennes (cat. D. 35).
The study of the woman also does not appear in any of Wat-
teau’s paintings, though similar promenading ladies seen
from behind are found in many of his works.

The simple arrangement of these three figures on the
page, their proportions, the character of their poses, and the
definition of their forms and surfaces are consistent with
Watteau’s drawings dating from c. 1712-1713 (cats. D. 18-20,
22, 23). Even though here the execution is looser and the

poses are less sculpted, this sheet appears to belong to that
same period. But none of the figures, as far as we can dis-
cover, were used by Watteau at that time. Rather, Watteau
waited until nearly the end of his life, c. 1720, to use the man at
right in his large Hunt Meeting. It is hard to imagine why
Watteau, when he was making that painting—shortly before
or after completion of the stupendous Gersaint’s Shopsign
(cat. P. 73)—chose to use a relatively youthful drawing when
he must have had a large stock of later drawings also avail-
able to him. But equally inexplicable in that same painting
was Watteau’s decision to borrow two figures (the cavalier

fig. 1. Watteau, The Hunt Meeting,
Wallace Collection, London.
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helping the lady to dismount at right) from The Fair at
Impruneta, a print by Jacques Callot, and a figure and two
dogs from another print, Venus and Adonis by Pietro Testa
(see cat. D. 124). If the painting was indeed a wedding present
to Jean de Jullienne, as is often proposed (following the lead
of Alfassa 1910), one would have expected a more completely
original work. But the subject, which would have been
chosen to please Mme. de Jullienne, who was a keen hunt-
ress, may have been partly responsible, for it was not well-
suited to Watteau’s style or temperament. In fact, it is the

parts of the painting that are specific references to the
hunt—the dogs, horses, and huntsmen—that are the weakest.

PROVENANCE
Cailleux, Paris; purchased by the present owner in 1959.

EXHIBITIONS
Never exhibited.

BIBLIOGRAPHY
Unpublished.

PRINTS
The central figure was etched by J. Audran (Fddc 196).

25 Study Sheet with a Bust of a Woman, a Man Walking, and the Arms and

Hands of an Oboe Player

verso: Study of a Tree
Two shades of red chalk on ivory paper, a faint
graphite line cutting vertically through the striding
figure; verso, red chalk with brown and green
washes
182 x 237 (7%16 X 9%8)
Inscribed in pen and brown ink at lower right,
Watteau, and numbered in graphite, 34

B The Trustees of the British Museum, London

Watteau’s uncanny ability to compose his figures from com-
pletely unrelated studies is illustrated by his use of two of the
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studies from this sheet. For example, he transformed the
striding man into a young black servant in The Conversation
(cat. P. 23): from the neck down the pose of the figure in the
painting repeats almost exactly the study from the British
Museum sheet, but the man’s head has been replaced with a
head of a black boy taken from a sheet of head studies now in
the Louvre (cat. D. 27). He carried the transformation one
step further by making the boy smaller than the other figures
in the picture, thus emphasizing his youth. Similarly, the par-
tial study of the oboist from the same British Museum sheet
was combined with another head study from the same



Louvre page for use in the trio of musicians at left in The
Country Ball (cat. P. 24).

The study of a woman on the same page is significant
for another reason: Watteau clearly added the lady at right
well after he had completed the other two sketches. (For
another example, see cat. D. 30.) She was drawn not only in a
different shade of red chalk (orange rather than purplish)
from the other two studies, but also in a significantly differ-
ent style. While the striding man and the oboe player’s hands
can be dated to 1713-1714 because of the former’s relation-
ship with The Conversation and the style of execution, the
study of the lady could only have been made in 1715 at the ear-
liest. The first two studies, especially that of the striding man,
are sketchier, looser versions of the tight preparatory draw-
ings that Watteau made for The Village Bride and The Island
of Cythera (see cats. D. 18, 22). The hands of the oboist can
also be compared to hand studies related to What Have |
Done, Cursed Assassins? (cat. D. 16), with the same firm con-
tours and the same detailed treatment of each finger. In the
case of the lady, however, the delicate modeling of her face,
the suggestion of an enveloping atmosphere, and her pensive
mood indicate a later date. Moreover, her loose, cloaklike
overdress is found in Watteau's paintings and drawings only
from about 1715.

verso

The lady who posed for the study at right has so far
remained unidentified, but her features are quite individual-
ized. In fact, the long nose with the slightly bulbous tip, the
small pursed mouth, the tiny chin, and the large, closely set
eyes suggest that she could well be Pierre Sirois’ third
daughter who appears on another sheet in the British
Museum (see cat. D. 109). If she is indeed Marie-Anne-
Elisabeth Sirois, born in 1697, then she would have been at
least eighteen at the time that this drawing was made.

The unfinished study of a tree on the verso appears to
have been made from nature, though probably not for a spe-
cific painting. Trees with similarly massed foliage and slen-
der silhouettes are found in many of Watteau’s park scenes,
including The Conversation and The Perspective (cat. P. 25).

PROVENANCE
Miss James (sale, London, Christie’s, 22-23 June 1891, no. 321); purchased by
the British Museum, London, 1891-7-13-13.

EXHIBITIONS
London 1968, no. 751; London 1980-1981, no. 12 (recto).

BIBLIOGRAPHY
G 1875, p. 353, no. 34; Lafenestre 1907, pl. 3; Parker 1931, no. 10; Parker 1935, p.
6; PM 1957, nos. 533 (recto), 456 (verso); Cormack 1970, no. 66.
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26 Three Studies of a Drummer

Red chalk on cream paper
153 x 193 (6 x 7%)

W, P Fogg Art Museum, Harvard University, Cambridge,
Massachusetts, Gift of John S. Newberry

For many years, Watteau’s military drawings and paintings
were dated almost as a matter of course to 1709-1710, the time
when Watteau is known to have made his first works of this
type. In 1959, Jean Cailleux suggested a slightly broader time
span for the soldier drawings, extending the period to 1712
(Cailleux 1959, pp. i-vii). Now we propose to place some of
them even later on the basis of style.

The Three Studies of a Drummer is related to two
paintings, A Break in the Action and Departure of the Garri-
son (cat. P. 16 and fig. 1). Both belong among Watteau'’s later
military compositions, perhaps dating as late as 1715-1716.
(Zolotov and Nemilova [1973] dated A Break in the Action to
1715; Posner and Roland-Michel [1984] suggested 1714-1715,
but Rosenberg here places it earlier, 1712-1713 [see cat. P. 15].
Departure ofthe Garrison has been dated invariably between
1710-1712, though at least one related drawing, cat. D. 37,
indicates that it must have been made later. See also cat.
D. 34.) Though the Fogg drawing appears to have been made
somewhat earlier, it is considerably more advanced than
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fig. 1. Ravenet after Watteau,
Departure of the Garrison, engraving (DV 276).

Watteau's first military studies, including the sheet in the
Ecole des Beaux-Arts (PM 247) and cat. D. 6. In fact, stylistic-
ally the drawing compares most closely with the Three
Standing Figures in the National Gallery of Ireland (cat. D. 23)
related to both The Conversation and The Village Bride (cats.
P. 23, 11). The Fogg Drummer has similar qualities of light and
form, comparable use of accents and shading to model the
forms and to pick out details of costume, and even the same
type of upright poses. However, the greater smoothness and
polish in the handling of the soldier’s coat, the more inte-
grated grouping of the three figures on the page, and their
more active poses suggest that the studies of the drummer
must have been made after the Dublin drawing, c. 1714.

PROVENANCE
Jean-Pierre Norblin de la Gourdaine (1745-1830); Martin Norblin de la Gour-
daine (1781-1854); Baronne de Conantré; her daughter, Baronne de Ruble; her
daughter, Mme. de Witte; her daughter, the Marquise de Bryas; Cailleux, Paris,
1959; John S. Newberry; given by him to the Fogg Art Museum, 1964.14.

EXHIBITIONS
New York 1959, no. 29; Cambridge 1960, no. 33; Tokyo 1979, no. 74.

BIBLIOGRAPHY
Cailleux 1959, pp. ii-v, vii (dated 1711-1712).

PRINTS
All three figures were etched separately by J. Audran (Fddc 240, 60, 111).



27 Eight Studies of Heads

Red, black, and white chalks, with brown pastel in
the three heads of black boys, graphite in the
second, and some stumping on buff paper
267 x 397 (10%2 X 15%)

P Musée du Louvre, Cabinet des Dessins, Paris

The head of the black boy at upper left was used in conjunc-
tion with a figure study from a page in the British Museum
(cat. D. 24) for the striding servantin The Conversation (cat. P.
23). The second study of the same black boy’s head was used
in Coquettes (cat. P. 29), as was the woman in the lower row,
but without the hat she wears in the drawing. That same
study of the woman was used, this time with the hat, in the
Berlin version of the Embarkation (cat. P. 62) where she can be
seen in the ship. The woman at right may have been used in
The Cascade (lost; DV 28, CR 133), but with a different hat.
The oboist at lower left appears in The Country Ball in the
group of musicians at left (cat. P. 24). The same female model
appears on at least four other sheets of head studies: PM 720,
741, 742 (all in the Louvre), and PM 766 (Private coll.,, New
York). The black boy is probably the same one who posed for

the Three Studies of the Head of a Young Black Boy, which
appears to have been made at a later date. In addition, similar
straw hats are worn by men on study sheets in Rouen (cat.
D. 80) and the Petit Palais (PM 666); and by women in PM 534
(location unknown) and PM 545 (Goethe Museum, Weimar).

Through its relationship with The Conversation, this
drawing can be dated to c. 1714, slightly later than the sheet
of head studies in the Fogg Museum (cat. D. 21). The perfect
clarity and smoothness of the execution and the deliberate
care with which each study is drawn match Watteau'’s red
chalk figure drawings of the same time (for example, cat.
D. 23, also related to The Conversation). But here the touch is
firmer and the strokes are broader. Even the arrangement of
the head studies in rough rows echoes the measured place-
ment of the figures. Instead of the continuous movement that
threads through Watteau'’s later head studies, binding them
together into carefully orchestrated arabesques (for exam-
ple, Three Studies of the Head of a Young Black Boy, the stud-
ieson this earlier sheet were made as individual entities with-
out reference to a grand design. That is not to say that the
sheet lacks organization or visual power, but rather that the
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organization is simpler, with the studies lined up across the
page.

Watteau’s first uses of his celebrated trois-crayons
technique apparently came as he began to make more and
more study sheets of details (see, for example, cat. D. 21). His
precise reasons for experimenting with that medium and for
choosing to apply it first only in the detail studies are ques-
tions that must remain unanswered, for his biographers are
silent on those points. As this sheet and the Fogg drawing
show, at first the black and white chalks were used strictly to
enhance red chalk drawings that could have been considered
complete in themselves already. Even so, the black chalk
served to mark important differences in color, especially in
the hair and facial features, and began to replace red accents
and hatching that served as the darkest shadows. The white,
of course, added a new kind of sparkling light. Since the
trois-crayons technique was already being used by Wat-
teau’s older contemporaries, La Fosse and Coypel among
others, it may have been they who first encouraged him to

experiment with it. The three studies of the black boy in the
Louvre sheet have an extra fillip, the brown pastel that Wat-
teau combined with the red and black chalks to shade the
facial contours and to enrich the color. By the time he made
the other studies of the same black boy somewhat later, Wat-
teau knew how to suggest the brown skin using only red and
black chalks and the cream of the paper.

PROVENANCE
Jean de Jullienne (1686-1766) (sale, Paris, 30 March-22 May 1767, no. 770); Mon-
tullé (according to the sale catalogue in the Victoria and Albert Museum); Yme-
court(sale, 21 April 1858, no. 77; Fr 350); purchased at that sale by the Musée du
Louvre (Lugt 1886), 33,383.

EXHIBITIONS
Valenciennes 1934, no. 31; Brussels 1936-1937, no. 49; Paris 1946, no. 297; Lon-
don 1952, no. 165; Paris 1954, no. 49; Paris 1957, no. 25; Paris 1958, no. 9; Paris
1977, no. 42 (repr. in reverse).

BIBLIOGRAPHY
Reiset 1869, no. 1324; G 1875, pp. 339-340; Lumet and Romberson 1911, I, no. 18;
R 1928, p. 52, no. 7; Dacier 1930, no. 5; PM 1957, no. 729; Zolotov and Nemilova
1973, under no. 6; Cuzin 1981, pp. 19-20; RM 1984 (in press).

28 Two Men Dancing and an Old Man with a Cane

Red chalk on white paper
173 x 228 (6'%16 X 9)
B The Trustees of the British Museum, London

The two dancers appear in The Village Betrothal (fig. 1) and
all three figures were used in The Marriage Contract (cat.
P. 21). Parker (1931) noted that the old man with the long hair
and the cane was probably the actor Pierre de La Thorilliére

28
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(1659-1731) who may have posed for three other drawings in
the exhibition (cats. D. 29, 56, 72). (See cat. D. 72 for a discus-
sion of the identification. Further information on La Thoril-
liere can also be found in Appendix A, “Watteau in His Time!)

These figures share several features with those in the
preceding studies, including the vertical shading of the legs,
the close attention to clothing details, and the decorative play
of light and shade over the surfaces. But the British Museum

fig. 1. Watteau, The Village Betrothal,
Sir John Soane’s Museum, London.



figures move with more animation and are drawn with a
lighter touch and more sprightly lines that make the previous
drawings seem almost labored. Even a standing figure no
longer appears to be totally static, but is imbued with a sense
of energy that is partly due to the vitality of the line itself and
partly to the liveliness of the poses. Even so, these studies
must have been made only shortly after such drawings as the
Frankfurt Three Pilgrims (cat. D. 22), the Dublin Three Stand-
ing Figures (cat. D. 23), and the study sheet in Dijon (cat. D. 18),
and can therefore be dated to c. 1714.

The Marriage Contract is a controversial picture. It
has been assigned variously to Watteau alone, to Watteau
working together with his follower Pierre-Antoine Quillard
(see “the Friends of Watteau”), and to Quillard alone. (See cat.
P. 21 for a summary of the dispute surrounding the attribu-
tion of this painting.) This drawing and others by Watteau
that are related to that same painting prove that atleast some
of the figures in The Marriage Contract were certainly
invented by him. The composition, too, is Watteau’s, for

much of it is repeated in The Village Betrothal, his own more
elaborate variation on the same theme. In any case, if The
Marriage Contract is indeed by Watteau, it preceded The Vil-
lage Betrothal: stylistically it appears to date from c. 1714,
whereas The Village Betrothal seems to have been finished
no earlier than 1716. Its landscape shows the influence of the
sixteenth-century Venetians, which is most pronounced in
Watteau’s work from 1716-1718, and some other related
drawings are executed in a later style significantly different
from that of the British Museum figures (for example, Three
Studies of an Actor, cat. D.59).

PROVENANCE
Miss James (sale, London, Christie’s, 22-23 June 1891, no. 352); purchased by
the British Museum, London, 1891-7-13-15.

EXHIBITIONS
London 1980-1981, no. 10.

BIBLIOGRAPHY
G 1875, p. 355, no. 64; Lafenestre 1907, pl. 37; Parker 1931, no. 8; PM 1957, no. 84;
Cormack 1970, no. 3.

29 Three Sketches of an Old Man and a Hurdy-Gurdy Player

verso: River Landscape with Church Spire
Red chalk on cream paper with a watermark of a
crowned escutcheon flanked by two birds in a circle;
verso, red chalk with brown and blue-green washes
162 x 220 (6% x 8V46)
Inscribed on the verso by the artist in red chalk next
to the church steeple, demi-teinte grise et
généralement les ombres grises

\%% Teylers Museum, Haarlem

The figures on the recto are closely linked to the studies in the
preceding drawing (cat. D. 28). Not only were they drawn in
identical technique and style, but they were made from the
same model. In addition, one figure, the standing old man
seen from behind, appears in the same painting, The Village
Betrothal (fig. D. 28-1). The hurdy-gurdy player was used in
The Peasant Dance (lost; DV 27, CR 134). The Haarlem draw-
ing must therefore have been made at about the same time as
the British Museum drawing and can be dated also to c. 1714.
(See the preceding entry for a discussion of the dating.)
The landscape drawing on the verso ranks among
Watteau’s most unusual studies from nature, especially in
terms of technique. If one eliminates the large number of red
chalk and watercolor landscapes that Parker and Mathey
included in their catalogue but which are no longer accepted
(see the Introduction to this section), this group of wash or
watercolor nature studies includes only two drawings in the
British Museum, Herbage (verso, cat. D. 16) and the Tree
Study (verso, cat. D. 24), and the Study of Plants in Frankfurt
(verso, cat. D. 22). In none of those studies, however, is water-
color used as extensively or as pictorially as it is here. Wat-
teau may have chosen to experiment with watercolor in these

studies in an effort to capture the particular qualities of
abundant foliage, which chalk lines alone could not render.
While his red chalk trees are elegant and graceful, they never
equal the full luxuriance of the unique Haarlem landscape.

There is no reason to believe that the landscape must
date from the same time as the figures on the recto. However,
similar landscapes with centralized vistas and trees massed
on either side are found mainly in Watteau’s paintings of c.
1714-1716 (for example, The Perspective and Assembly in a
Park, cats. P. 25, 56). It has been noted that similar church
spires are included in the Savoyard with a Marmot (c. 1715;
cat. P 32) and The Dance (c. 1719-1720; cat. P. 72), but other-
wise the view is not found in any of Watteau’s paintings.
Parker and Mathey (PM 472) have suggested that the church
was in Gentilly-sur-Bievre, the home of the Gobelin tapestry
works and the place where Watteau must frequently have
visited his friend Jean de Jullienne.

PROVENANCE
Teylers Museum, Haarlem (Lugt 2392), M. 15.

EXHIBITIONS
Amsterdam 1935, no. 21 (recto); Paris-Amsterdam 1964, no. 45 (recto); London
1970, no. 112 (verso); Paris 1972, no. 42; Amsterdam 1974, no. 118.

BIBLIOGRAPHY
Scholten 1904, p. 22, M. 15; Parker 1935, p. 6, pl. 4; Mathey 1936, p. 13; Mathey
1947, pp. 273-274; PM 1957, p. xiii and nos. 53 (recto), 472 (verso); Cormack 1970,
no. 34 (verso); Zolotov and Nemilova 1973, pp. 23, 134-135; Eidelberg 1977, pp.
62-63, 65-66, fig. 28.

PRINTS AND COPIES
The hurdy-gurdy player and the standing figure at right were etched by J.
Audran (Fddc 341, 148). The man standing in profile at left center was etched
by Jeaurat (Fddc 246). An excellent copy of the hurdy-gurdy player and the two
figures at right is in the Musée Cognacq-Jay, Paris (inv. no. 189; repr. Burollet
1980, no. 190).
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30 Standing Woman Spinning and Study of a Woman’s Head

Two shades of red chalk on cream paper

164 x 122 (62 x 41%4s)

The Metropolitan Museum of Art, New York,
PB Bequest of Anne D. Thompson, 1923

The standing woman served as a study for The Spinner (fig.
1), the pendant to Savoyard with a Marmot (Leningrad; cat. P.
32). Although the woman in the drawing is not a Savoyard
(see cat. D. 50), her indirect connection with the Leningrad
painting first led Parker and Mathey to question the tradi-
tional date of all Watteau’s depictions of Savoyards;
Adhémar and preceding scholars agreed on c. 1708. Not only
did the study of The Spinner seem too advanced for that time,
but the other study of a woman’s head on the same sheet was
obviously more mature. As Parker and Mathey noted: “. . . it
isvery certain that once one has recognized in the head of the
young woman of [the Metropolitan Museum drawing], the
same one who appears in some of the most brilliant pages by
the master . . ., all attempts to date the drawing-to 1708
become just about impossible” (p. xii). Indeed, by her profile
and beribboned coiffure the woman is recognizable as the
same model who appears on study sheets in Williamstown
(PM 780), British Museum (PM 788), the Boston Museum of
Fine Arts (PM 786), and a French private collection (cat. D.
83), all of which we would date to 1716 or later. But what
Parker and Mathey failed to remark is that the two studies on
the New York drawing were executed in two entirely differ-
ent shades of red chalk, a clear indication that they were
probably made at separate times. (See cat. D. 25 for a similar
situation.) The dating of the woman’s head therefore has no
bearing on the dating of the spinner. Even so, the style of the
drawing of the spinner still indicates that the study was by no
means an early effort. Though emphatically linear in a way
that recalls some of Watteau’s drawings from around 1712-
1713 (cats. D. 16, 18, 19), it is rendered with less sharply
defined details, a more painterly sense of the play of light,
and an amplitude of form, all of which suggest a date around
1714.
PROVENANCE

Horace Walpole (1717-1797), (purchased between 1774 and 1781, according to
Hazen 1969); presumably bequeathed to Anne Damer with Walpole’s entire
estate; transferred by her to Walpole’s grandnephew, Lord Waldegrave (sale,
23 June 1842, probably part of no. 1266, ff. 43-48: “Nine various chalk and
tinted sketches of pantomimic characters, etc. by Watteau;” purchased by
Graves); C. S. Bale (1791-1880)' (Lugt 640; sale, London, 9-14 June 1881); J. P.

Hescltine (1843-1929); Anne D. Thompson; bequeathed by her to the Metropoli-
tan Museum in 1923, 23.280.5.

EXHIBITIONS
London 1909-1910, no. 40.

BIBLIOGRAPHY
Heseltine 1900, p. 64; Guiraud 1913, no. 101; H.BW. 1924, p. 64; PM 1957, no. 500;
Watrous 1957, p. 99; Eisler 1966, p. 175, fig. 12; Hazen 1969, 111, p. 141, under no.
3567; Zolotov and Nemilova 1973, under no. 4; Eidelberg 1977, pp. 161-163, fig.
161.

fig. 1. Audran after Watteau,
The Spinner, engraving (DV 123).
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31 Two Violinists

Red chalk over white chalk, with white heightening
on dark gray-brown paper, laid down

261 x 362 (10%4 x 14V4)

The Visitors of the Ashmolean Museum, Oxford

This is the first of Watteau’s truly animated studies of musi-
cians, apparently executed, unlike the earlier ones (cats. D.
14, 19, 25, 29), during an actual concert, rather than from a
posed model. The multiple outlines of the violinist at left,
especially, suggest a figure in motion: the right arm strokes
the bow across the strings, the left hand picks out the notes,
the body sways with the music.

Although Watteau chose to use the two violinists
sketched here in his painting The Contredanse (fig. 1) with
the same spatial relationship that he gave them in the draw-
ing, the studies were almost certainly made at random, with-
out regard for the way that they would eventually be used in a
composition. (The presence of hand studies at right on the
same page, entirely unrelated to the two studies of violinists
but certainly made at about the same time, underlines the
casual nature of this study sheet.) Watteau was accustomed
to mixing and matching his figures as needed and rarely used
couples or groups of figures from his drawings without
altering them in some way, but in this case the two musicians
perfectly suited his needs in the The Contredanse.

The hands at right of the same sheet are larger and
looser in execution than Watteau’s earliest hand studies (for
example, cats. D. 16, 25), but they still have some of the
sharply accented contours and small detailing of knuckles
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fig. 1. Brion after Watteau,
The Contredanse, engraving (DV 177).

and fingernails of those sheets. Part of the change is certainly
due to a difference in date and to the fact that unlike the large
majority of Watteau’s hand studies, which include only the
hand and wrist, these are part of a complete, albeit roughly
blocked, figure. Watteau has even included the arm and
shoulder of a second figure so that with some imagination
one can see that the left figure is holding the arm of the other
and is leaning toward him slightly. Watteau used that same
pose and gesture for the young ingenue who hangs on Cris-
pin’s arm at far right in Love in the French Theater (cat. P. 38).
In fact, although the young lady’s left hand is not seen in the
painting, the position of her right is almost identical to the
one in the drawing. Underlining the relationship with that
canvasis a close stylistic similarity between the Oxford study
sheet and another drawing for the same painting, the Two
Standing Men (studies for the dancing man and Crispin) in
the Fitzwilliam Museum, Cambridge (fig. D. 15-2). Through
its connection with the Berlin painting, which we date here to
c. 1714 (but see Rosenberg in cat. P. 38), the Two Violinists can
be dated to about the same year.

PROVENANCE
Uvedale Price (1747-1829) (sale, London, Sotheby’s, 3-4 May 1854, no. 305);
Chambers Hall (1786-1855) (Lugt 551); presented by him to the University Gal-
leries in 1855; Ashmolean Museum, Oxford, PI. 557.

EXHIBITIONS
London 1932, no. 740 (commem. cat. no. 782); Montreal 1953, no. 166; London
1968, no. 773; USA 1979-1980, no. 86.

BIBLIOGRAPHY
Colvin 1907, 111, pl. 41; Parker 1931, p. 11 and no. 67; Parker 1938, 1, no. 557, pp.
268-269; AH 1950, under no. 156; PM 1957, no. 857; Cormack 1970, no. 96.



32 Kneeling Servant

Purplish-red chalk on beige paper
160 x 142 (6% X 5%)
Private Collection, Switzerland

Watteau used this figure almost stroke for stroke in The Inti-
mate Toilette (cat. P. 37), changing the platter to a basin with a
sponge in it and adding a towel to the servant’s left hand. The
specificity of the pose suggests that Watteau made the draw-
ing especially for the painting, which has been dated vari-
ously to 1715 (Posner, Rosenberg in cat. P. 37), 1716 (Adhémar,
Roland-Michel), and 1717 (Camesasca, Mathey); the style of
the drawing corresponds most closely with the earliest date.
Although the sharply stroked folds, the close observation of
costume detail, and the static pose in perfect profile recall
studies datable to c. 1713-1714 (cats. D. 20, 23), the greater
lightness of touch in the shading of the Kneeling Servant,
especially in her face, and the looser, more mobile contours
allow us to place the sheet slightly later, c. 1714-1715.

PROVENANCE
A. Strolin; to his son, A. Strolin; Private collection, Switzerland

EXHIBITIONS
Paris 1968, no. 55 (dated 1716-1717).

BIBLIOGRAPHY
PM 1957, no. 609.

PRINTS
Etched by the Comte de Caylus (Fddc 179).

33 Three Soldiers, One Standing, Two Marching, Seen from Behind

Red chalk on cream paper

173 x 199 (6'%16 X 77s)

Inscribed in graphite at lower right, Inv. 412°
Kupferstichkabinett, Staatliche Museen
Preussischer Kulturbesitz, Berlin

The soldier at right was used in Recruits Going to Join the
Regiment (see cat. E. 7). The Berlin drawing is otherwise not
directly related to any other military paintings by Watteau,
though similar figures can be found in both Departure of the
Garrison (fig. D. 26-1) and The Supply Train (fig. D. 34-1).
Through those three works and its own technique and execu-
tion, the Berlin Three Soldiers is closely connected with a
group of soldier studies that includes PM 241 (location
unknown); PM 243 (Rothschild coll.); adrawing in the Institut
Néerlandais (fig. 1); PM 245 (Ecole des Beaux-Arts); and the
sheet in Rotterdam (cat. D. 34). The first three drawings are
all related to Recruits Going to Join the Regiment, while stud-
ies from the last two were used in The Supply Train. The Rot-
terdam page is also related to A Break in the Action (cat. P. 16).

Like the Three Drummers (cat. D. 26), these drawings have
always been dated no later than 1712. But the vigorous
chalkstrokes and active poses, with even standing figures
seeming to be constantly in motion, lead us to believe that
these drawings could have been made no earlier than 1714.
The Berlin drawing with its striking light effects, the monu-
mental scale of the figures, and above all the sense of pro-
gressive movement linking the figures together could have
been executed as late as 1715.

Watteau made both a painting and an etching of
Recruits Going to Join the Regiment, something he did for
only one other work, The Italian Troupe (see cats. D. 55 and E.
7, 8). The Recruits is known through a number of versions
(see Adhémar 1950, no. 34), but there is no consensus about
which one is the original. In fact, the poor condition of the
various versions has led to serious misapprehensions about
the quality of the original painting, which in turn have led to
wrong conclusions about its date. To complicate the problem,
the painting has several times been identified erroneously as
the first one that Watteau sold to Sirois in 1709 (Dacier and
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Vuaflart, Adhémar, Cailleux; that painting was actually the
Return from the Campaign; see cat. P. 6). The print, on the
other hand, exists in both a pure etching state by Watteau
alone (cat. E. 7), and in two other states with engraving
added by H.-S. Thomassin (DV 178) who also completed Wat-
teau’s Figures de modes prints. It gives a clear view of the fig-
ures, their poses, and their movement across the composi-
tion. In every respect, the print supports a date considerably
later than 1709; the active poses of the figures alone point to a
date no earlier than 1714. A counterproof of the first state of
the print with red chalk corrections apparently made by
Watteau himselfis preserved on the verso of a modello draw-
ing for Watteau’s print of The Italian Troupe (cat. D. 55), sug-
gesting that the two prints were probably made at about the
same time. In fact the date for both prints may have been indi-
rectly pinpointed by Jean de Jullienne, who commented in
the 1734 introduction to the Recueil that Watteau’s paintings
had been recorded in prints for eighteen years. Dacier and
Vuaflart (I, p. 75) concluded that Watteau’s own prints must
have been the first of these and could therefore be dated to c.
1716. Whether one can rely on Jullienne’s uncharacteristi-
cally exact remark for the dating is not certain, but that date is
the one we prefer for both prints (see cats. E. 7, 8; cat. D. 55).
The painted version of Recruits would probably date just
slightly earlier, ¢. 1715, with the Berlin Three Soldiers and
other related sheets dating from 1714-1715.
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PROVENANCE
Barthold Suermondt, Aix-la-Chapelle; sold by him to the Berlin Museum in
1875; Kupferstichkabinett, KdZ 1771.

EXHIBITIONS
Never exhibited.

BIBLIOGRAPHY
G 1875, no. 566; Lippmann and Grote 1910, no. 105; Parker 1931, p. 17 and no. 8;
PM 1957, no. 253; Cailleux 1959, pp. iii, vi; Cormack 1970, no. 11.

PRINTS
The left and middle figures were etched by J. Audran (Fddc 189, 257).

fig. 1. Watteau, Three Studies of Soldiers,
Institut Néerlandais, Paris.




fig. 1. Cars after Watteau,
The Supply Train, engraving (DV 125).

34 our Studies of Soldiers and One of a Standing Lady

verso: light tracing from the recto of the man
leaning his head on his hands
Red chalk on beige paper
179 x 198 (746 X 713/6)
WP Museum Boymans-van Beuningen, Rotterdam

All four soldiers appear in A Break in the Action (cat. P. 16).
The man leaning on his elbows was also used in The Supply
Train (fig. 1) and in Country Entertainments (Wallace Collec-
tion; CR 183).

A Break in the Action and its pendant, The Burdens of
War (cat. P. 15), are generally considered to have been Wat-
teau’s last military paintings. Just how late in his career he
might have made them, however, remains unresolved. They
have been dated from as early as 1711-1712 (Cailleux 1959), to
as late as 1715-1716 (Nemilova 1964), with all other scholars
opting for dates in between (except Mantz who preferred c.
1710 and Staley who suggested 1719). Rosenberg (in cat. P. 15)
prefers a date of 1712-1713, though the style of the related
drawings leads us to agree with Nemilova. The Supply Train,
on the other hand, has always been dated to 1710-1712,
despite the presence of a Savoyard woman seated in the fore-
ground. (The drawings of Savoyards presented in the exhibi-

tion are here dated to c. 1715; see cats. D. 50-53.) The Rotter-
dam Four Studies of Soldiers, which links A Break in the
Action and The Supply Train, provides substantial evidence
for a date c. 1715 for both paintings.

All of the soldier studies are set down in sharp, short
strokes that imbue the figures with palpable nervous energy.
These highly charged, vibrant studies are very different from

fig. 2. Watteau, Standing Woman Seen from Behind,
Musée des Arts décoratifs, Paris.
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the more deliberate, minutely detailed figure studies dating
from 1712-1714 (for example, cats. D. 17-25), and present far
more complex poses. The woman standing at left on the same
sheet and drawn in the same red chalk presents a calmer sil-
houette by contrast; longer strokes shade and shape her long
dress and voluminous draperies. Her cloak appears to be
identical to the one worn by the woman shown in a red and
black chalk drawing in the Musée des Arts Décoratifs, Paris
(fig. 2). She may even be the same model. The style of the Paris
drawing and its relationship to the Berlin painting, Gallant
Recreation (cat. P. 63), suggest a date of about 1716 for that
sheet. The Rotterdam study, drawn only in red chalk with a
sharper point and on a smaller scale, seems to have been
made slightly earlier, c. 1715. Given the character of the sol-
dier sketches, the ease with which they were drawn, the firm

confidence of the strokes, and the circular placement of the
studies on the page, the Rotterdam sheet—and by extension
the paintings to which it is related—could not have been
made before that time.

PROVENANCE
Pierre-Jean Mariette (1694-1774) (Lugt 1852; sale, Paris, 15 November 1775, no.
1389; bought by Fournel); Franz Koenigs (1881-1941) (Lugt suppl. 1023a);
bought by D. G. van Beuningen (1877-1955) and given by him with the Koenigs
collection to the Boymans Museum Foundation in 1940, El. 150.

EXHIBITIONS
Rotterdam 1934-1935, no. 84; Amsterdam 1935, no. 22; Cologne 1939, no. 55;
Paris-Brussels-Rotterdam 1949-1950, no. 55; Paris 1952, no. 66; Rotterdam
1952, no. 123; Paris-Amsterdam 1964, no. 38; Amsterdam 1974, no. 117.

BIBLIOGRAPHY
Foerster 1930, no. 6; Parker 1931, p. 17; Juynboll 1938, p. 26; PM 1957, p. 35 and
no. 249; Haverkamp-Begemann 1957, no. 57; Cailleux 1959, pp. iii, v-vii; Cor-
mack 1970, no. 10; Zolotov and Nemilova 1973, under no. 3; P 1984, p. 40, fig. 32.

35 Two Young Men, One Seated and One Standing

Red chalk on dark beige paper
140 x 200 (52 X 77%)
Musée des Beaux-Arts, Valenciennes

These two figures are drawn with the same attention to
details of costume and anatomy that one finds in Watteau’s
studies dating from c. 1712-1714 (for example, cats. D. 16, 22,
23). Here, however, the strokes that round the forms, mark
the areas of shade, and accent and enliven the surfaces are
more broadly massed, with less emphasis on individual line.
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The apparent simplicity of the drawing is belied by the mas-
terful rendering of the casual yet complex poses, the expres-
sive hands, and the silhouetted faces. The stylistic evidence
points to a date of c. 1715 for this sheet, perhaps slightly later
but certainly no earlier.

Through the standing figure, this drawing is related to
The Repulsed Lover (fig. 1). However, in accordance with
Mantz’ suggestion (1892, p. 122) that many Watteau pictures
in England and especially those engraved by Mercier might
actually have been made by Mercier, The Repulsed Lover is

fig. 1. Mercier after Watteau,
The Repulsed Lover, engraving (DV 308).



now generally excluded from Watteau’s oeuvre (see, for
example, Adhémar 1950, no. 219). Indeed, works by Mercier
have occasionally been given to Watteau by mistake: The
Pickpocket, a painting in the Louvre, was recognized as the
work of Mercier only when Goncourt discovered Ravenet’s
engraving of it bearing the caption Mercier pinx. (Mercier
painted it); and the drawing of a Head of a Woman Seen from
Behind (formerly Heseltine coll.), which served as a study for
one of the figures in that painting, was catalogued as Wat-
teau in Heseltine 1900 (no. 23; though the attribution was
corrected in Guiraud 1913, no. 51). It is worth noting, in
regard to The Repulsed Lover, that Mariette did not appear to
doubt the attribution to Watteau when he noted that Mercier
had made the engraving in 1724 (Notes mss., 1X, fol. 192 [22]).
The objections to The Repulsed Lover notwithstanding, the
Valenciennes drawing is certainly by Watteau. The etchings
of both figures made by Boucher for the Figures de différents
caracteres provide strong evidence of Watteau'’s authorship,
but even more convincing is the inscription on the verso. The

drawing has been laid down, so the inscription is now cov-
ered, but it can be discerned on the recto as a lighter image
against the darkened paper. Although the words are indis-
tinct, the pattern of the presentation and the length of the
words match precisely the inscriptions placed on a number
of Watteau drawings by the Comte de Caylus: “Dessein que
Wateau a laissé en mourant/ a moy son ami Caylus/Juillet
1721” (Drawing left by the dying Watteau to me his friend
Caylus July 1721). (See cat. D. 53; PM 625, 930.)

PROVENANCE
Comte de Caylus (1692-1765); Auguste Meurice; given by him to the Musée des
Beaux-Arts, Valenciennes, 46.2.7.

EXHIBITIONS
Hazebrouck 1958, no. 63; Valenciennes 1962, no. 12; Valenciennes 1972, no. 51;
Brussels 1975, no. 6.

BIBLIOGRAPHY
Lefrancq 1931, no. 588; PM 1957, no. 640.

PRINTS
Both figures were etched by Francgois Boucher (Fddc 26, 78).

36 Three Studies of a Woman’s Head and a Study of Hands

verso: View with a House, a Cottage, and Two
Figures

Red chalk and graphite with touches of black chalk
and sanguine wash on beige paper, watermarked F
FONTAINE with a heart between, all enclosed in a
long oval; verso, red chalk

179 x 159 (7V16 x 6V4)

National Gallery of Art, Washington, Samuel H.
Kress Collection, 1963

The head at lower right was used for a figure in The Contre-
danse (fig. D. 31-1) while the head at upper left and the hands
were both used for the woman seated on the ground in the
same painting. The pose of that same figure was worked out
on a sheet in the Ecole des Beaux-Arts, Paris (fig. 1).

At first glance the head and hand studies at left on this
sheet appear to be completely unrelated, but their connection
with the figure study on the Ecole des Beaux-Arts drawing
shows that they were quite deliberately placed on the same
page. The Washington studies were probably made after
Watteau had selected the Ecole des Beaux-Arts figure for use
in The Contredanse; they may have resulted from his efforts
to perfect the tilt and expression of the lady’s head and the
exact positioning of her hands. Those details remained indis-
tinct in the figure study. Presumably, then, Watteau made the
Washington study sheet when the painting was already in
progress, after he had already decided on the general com-
position. The painting is dated to 1715 (Mathey 1959) or 1716
(Adhémar 1950, Roland-Michel 1982), which is perfectly con-
sistent with the styles of both the Washington and the Paris
sheets.

It is possible that the model who posed for the Wash-
ington drawing may have been the same one who sat for the
figure of Ceres in Summer of the Crozat Seasons (cat. P. 35).
Ceres’ heavy, rather fleshy face, large eyes, and cupid’s-bow
mouth are remarkably similar to the features of the model in
the drawing, especially as she appears in the study at upper
right in the National Gallery’s drawing. The timing, too,
would be appropriate since we believe that Watteau worked
on the Four Seasons also in 1715-1716 (see cat. P. 35).

The red chalk landscape on the verso, clearly a frag-
ment, was discovered only in 1980 when the sheet was
removed from its old mount. The original appearance of the
entire view is preserved in an etching by Boucher for the Fig-
ures de différents caractéres (fig. 2). Presumably the sheet
was cut down by a former owner, perhaps in an effort to
improve the composition of the heads on the recto. It is ironic
that in Watteau’s own time it was apparently the landscape
on the verso that was admired—it was etched but the heads
were not.

The newly discovered View presents the same kind of
country scene as three other Watteau sheets, including the
Landscape with a Cottage in the British Museum (cat. D. 10)
and two small studies in the Metropolitan Museum, New
York, which are only attributed to Watteau (figs. 3, 4). In
terms of structure, space, and overall execution, the Wash-
ington drawing is obviously well advanced in comparison to
the early British Museum Landscape and certainly belongs to
a later period. It is much closer in every way to the two stud-
ies in New York, even though those were drawn on a minia-
ture scale (approx. 84 x 143 mm). According to Mariette
(Notes mss., IX, fol. 193[51]) who owned the two Metropoli-
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fig. 1. Watteau, Sheet of Studies,
Ecole des Beaux-Arts, Paris.
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36 verso

fig. 2. Boucher after Watteau,

View with a House, a Cottage, and Two Figures, fig. 3. Watteau, View of a Cottage, fig. 4. Watteau, View of House,

etching (Fddc 195). The Metropolitan Museum of Art, New York. The Metropolitan Museum of Art, New York.
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tan Museum drawings, the two paintings to which those
sketches are related, The Marsh (fig. D. 10-1) and The Water-
ing Place (DV 137), were made when Watteau lived in the part
of Paris known as Les Porcherons (see cat. D. 10). Possibly the
Washington View was made there, probably at about the
same time as the New York sheets. The date when Watteau
might have lived in that area is not known, but Dacier and
Vuaflart have noted (III, under no. 136) that Crozat’s Paris
hétel was situated just across the boulevard from the Porche-
rons, and Watteau could therefore have known the area
when he was living under Crozat’s roof. On the basis of style
and the handling of space, the two paintings and three draw-
ings mentioned above can be placed c. 1715, the date pro-
posed for the paintings by Adhémar. (Mathey and Came-
sasca placed them in 1712, which we consider too early.) That

37 Two Recruits

Red chalk
160 x 155 (6% x 6Y4)
Yale University Art Gallery, New Haven

The atmospheric shading and the softness of the outlines
make this sheet unique among Watteau’s soldier drawings.
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would make the recto and verso studies on the Washington
sheet nearly contemporary, as seems to be the case with just
about every one of Watteau’s double-sided drawings that we
have examined here.

PROVENANCE
Charles Gasc, Paris (Lugt 544; not included in his sale, Paris, 17 January 1865);
L. Tabourier, Paris (sale, Drouot, 20-22 June 1898, no. 144); Richard Owen,
Paris; purchased by Samuel Kress, 1937; entered the National Gallery of Art,
Washington, in 1963.6.34.

EXHIBITIONS
Never exhibited.

BIBLIOGRAPHY
PM 1957 no. 781; Eisler 1977, no. dK505, p. 300, fig. 265; RM 1984 (in press).

PRINTS
The landscape on the verso was etched by Frangois Boucher (Fddc 195). See
the entry.

However, the soldiers” proportions, the lively poses, and the
uniforms, not to mention the treatment of form, space, and
light, fit well into the more sharply drawn series of studies
(see cats. D. 26, 33, 34), related to Departure of the Garrison
(fig. D. 26-1), A Break in the Action (cat. P. 16), and Recruits
Going to Join the Regiment (cat. E. 7). Three small details

fig. 1. Watteau, Two Soldiers,
One Seated and One Standing,
Musée du Louvre, Paris.



bring them even closer to drawings in the Louvre and at
Chantilly (fig. 1 and PM 242) that are related to Departure of
the Garrison: not only do the Yale recruits have their hair tied
back in the same beribboned queue as the four soldiers in
those two studies, but also they wear both a sword and a bay-
onet (or knife) slung in their belts (all of Watteau’s other sol-
diers wear only the sword). In addition, the studies on these
sheets are presented in pairs rather than threes, and the fig-
ures move with athletic ease and a natural freedom that dif-
fers from the more studied movement of the soldiers in some
of the three-figure drawings. The New Haven figures, then,
would be among Watteau’s last soldier drawings, made no
earlier than 1715. Departure of the Garrison, to which the
New Haven drawing is indirectly related, has never been
dated later than 1712 (Cailleux 1959), but unfortunately the
painting itself has not survived, and the print cannot entirely
resolve the question of date. But despite some weaknesses in
the composition, we believe that the painting could well be

contemporary with The Village Betrothal (Soane Museum;
fig. D. 28-1), that is, 1715-1716.

It is an unusual feature of Watteau’s soldier drawings
that every figure is presented only full-length. We do not
know of a single detail study for either a soldier or a camp fol-
lower for any of Watteau’s military paintings.

PROVENANCE
Jean-Pierre Norblin de la Gourdaine (1745-1830); Martin Norblin de la Gour-
daine (1781-1854); Baronne de Conantré; her daughter, Baronne de Ruble; her
daughter, Mme. de Witte; her daughter, the Marquise de Bryas; Cailleux, Paris,

1959; Yale University Art Gallery, University Purchase, 1961, Everett V. Meeks,
B.A., 1901, Fund, 1961.9.39.

EXHIBITIONS
Sarasota 1967; Cambridge 1967.

BIBLIOGRAPHY
Cailleux 1959, pp. ii-iv, fig. 18; Haverkamp-Begemann and Logan 1970, no. 70.

PRINTS
The kneeling figure was etched by Jean Audran (Fddc 242).

38 Two Seated Women, One Playing a Guitar

Red chalk on cream paper
125 x 90 (41%6 X 3%s6)
Private Collection, Switzerland

Neither figure appears in any known painting by Watteau,
but x-rays of The Embarrassing Proposal (cat. P. 39) have
revealed that the left part of that composition was originally
quite different and that the female guitarist in the painting
was first modeled on the one from this drawing. (See Zolotov

and Nemilova 1973, p. 144, where the drawing is mistakenly
identified as PM 57.) Although Zolotov and Nemilova date the
first phase of the painting to 1710-1712, the confident non-
chalance of the execution of the Two Seated Women and the
loosely constructed but full-bodied forms indicate that the
drawing was made c. 1715. The first version of the painting
would therefore be datable to c. 1715-1716. That date is sup-
ported by another drawing for the same picture (cat. D. 54), a
study for the man standing at right who, according to the
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technical information published by the Russian scholars, sur-
vives from the early version of the painting.

When Watteau reworked the picture, he completely
altered the pose of the lady guitarist, using as his model
another drawing (cat. D. 105). The more advanced style of
that study sheet suggests that Watteau returned to the paint-
ing no earlier than 1717 (see the discussion under cat. D. 105).

39 Hunting Dogs and Dead Game

Red chalk on light beige paper
217 x 159 (8%16 x 6%6)
W, P Museum Boymans-van Beuningen, Rotterdam

As Parker pointed out (1931), the shaped top of this design
clearly suggests that the drawing was intended as a study for
a decorative work. The hunting subject indicates that it was
destined for a hunting lodge or a dining room. Whether this
drawing was part of a decorative cycle or whether Watteau
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PROVENANCE
A. Strélin, Paris; Private collection, Switzerland

EXHIBITIONS
Never exhibited.

BIBLIOGRAPHY
PM 1957, no. 78.

actually completed such a project is unknown; no other
drawings or paintings by him have the same arched top.
Both of Watteau’s only two paintings on hunting
themes, The Hunt Meeting (fig. D. 24-1) in the Wallace Collec-
tion and The Return from the Hunt, known only through the
engraving by B. Audran (fig. 1), have still lifes of dead game
that are almost identical in composition to the one of the bird
and rabbit at right in the Rotterdam drawing. Since Watteau
had little experience as a painter of hunt pictures and game

fig. 1. Audran after Watteau,
Return from the Hunt, engraving (DV 19).

fig. 2. Watteau, Huntress with Dogs,
Stddelsches Kunstinstitut, Frankfurt.




still lifes, he apparently repeated the same elements when he
was called on to make one. To that end he might have kept
either the Rotterdam drawing, or perhaps some other
unknown still life sketch, in his album of drawings for use
when the need arose.

The Rotterdam sketch gives few indications of a pre-
cise date. However, the careless ease with which the trees are
sketched and the sense of atmosphere generated by the soft
chalk strokes give the drawing a very different impression
from the earlier Huntress with Dogs in Frankfurt (fig. 2) with
its sharp lines and pointed detailing. The assured draftsman-
ship in the treatment of both the dogs and the dead game sug-

40 The Birth of Venus

Red chalk
295 x 175 (11% x 67s)
P The Hermitage, Leningrad

This and the following drawing record two of Watteau's
ideas for decorative panels. Like most of his ornamental
drawings and paintings, they have been dated almost auto-
matically to Watteau’s stay with Claude Audran III (c.
1708-1709; see also cats. D. 70, 71). However, the free-flowing
line, the boldly accented contours, and the animation and
summary treatment of the central scenes suggest that these
are more mature pieces, which belong more appropriately to
c. 1715.

In both drawings Watteau seems to have felt no need
either to complete the arabesque—the other side of which, in
keeping with the contemporary aesthetic of balance and
symmetry, would have been nearly identical—or to elaborate
the central design. The central part of The Birth of Venus is
relatively easy to read, with Venus half-reclining on her sea-
shell, surrounded by nymphs and tritons; the prominent shell
motif of the enframing arabesque echoes the maritime theme
of the central scene. In the second arabesque, however, the
central composition is scarcely decipherable. Nevertheless,
the raffia-wrapped wine bottle, the trailing vine leaves, and

fig. 1. Huquier after Watteau, Detail

The Birth of Venus, engraving (DV 283).

gest that Watteau was already very experienced when he
made this sketch. It could therefore date from anytime after
c. 1714.

PROVENANCE
Lord Spencer (Lugt 1530; sale, London, 10 June 1811, no. 816); Franz Koenigs
(1881-1941) (Lugt suppl. 1023a); purchased by D. G. van Beuningen (1877-1955)
and given by him with the Koenigs collection to the Boymans Museum Foun-
dation in 1940, F1. 17.

EXHIBITIONS
Rotterdam 1934-1935, no. 89; Paris 1952, no. 70.

BIBLIOGRAPHY
Parker 1931, pp. 26, 48, no. 88; PM 1957, no. 908.
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the satyr’s head in the surrounding arabesque suggest that
the whole is an allegorical representation of Autumn. That
interpretation is confirmed by an engraving by Gabriel
Huquier (1695-1772) after the drawing (fig. D. 41-1). Those
parts of Watteau’s drawing that were vaguely defined or
almost illegible were freely interpolated by Huquier, whose
final engraving shows a fully finished ornamental frame-
work enclosing a representation of a grape harvest. Interest-
ingly enough, whatlittle of the central scene in the Leningrad
drawing is decipherable actually appears very different from
the scene composed by Huquier, though surely the harvest
theme is faithful.

Huquier also made an engraving after The Birth of
Venus (fig. 1) and published both prints after the Leningrad
drawings as part of a set of six that included the Four Sea-
sons, The Birth of Venus, and Rain. Since the last two prints
are thematically unrelated to the Four Seasons, it seems likely
that Huquier made up the set using arabesque designs by
Watteau that were reasonably similar in format. With a few
judicious adaptations in the shape of the enframement, he
could compile a relatively coherent set of the kind that was
quite popular at the time (see DV, II], nos. 140-143, 283, 284).
The other four drawings for the suite are now lost. Since the
prints clearly indicate that they reproduce drawings (“Wat-
teau in” [Watteau invented it]), it can be assumed that Wat-
teau never carried this project any further.

PROVENANCE
A. Beurdeley (1847-1919) (Lugt 421; the library of Baron Stieglitz College of

Applied Arts, Saint Petersburg; incorporated in 1923 into the Hermitage,
Leningrad, 40764.

EXHIBITIONS
Saint Petersburg 1912, no. 164; Leningrad 1972, no. 58; Leningrad 1983, no. 16.
54; Aarhus 1975, no. 97; Copenhagen 1975, no. 97; Berlin 1975, no. 83;
Melbourne-Sydney 1978-1979, no. 32.

BIBLIOGRAPHY
PM 1957, no. 194; Nemilova 1964, pp. 33-36, pl. 8, p. 190; Zolotov and Nemilova
1973, pp. 28, 150, no. 18, colorpl. (dated 1707-1708).

PRINTS
Engraved by Gabriel Huquier (fig. 1).

COPIES

A very deceptive copy, bearing also the Beurdeley mark (Lugt 421) is in the
National Gallery of Prague (K 40,264). A label on the mount, brought to our
attention by Jiri Kotalik, indicates that this drawing was included in the sale of
objects from the Hermitage held in Leipzig in 1931, no. 261 (Boerner cat.
CLXXI). Parker and Mathey, who mentioned that sale in reference to the two
drawings in this exhibition, did not realize that the originals were still in the
Hermitage.

fig. 1. Huquier after Watteau, Detail
Autumn, engraving (DV 141).
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41 Autumn

Red chalk
290 x 185 (11'%46 x 7V4)
P The Hermitage, Leningrad

See preceding entry.

PROVENANCE
Same as preceding, 40787.

EXHIBITIONS
Saint Petersburg 1912, no. 163; Moscow 1955, p. 73; Stockholm 1963, no. 39;
Leningrad-Moscow 1968, no. 8; Budapest 1970, no. 119; Leningrad 1972, no. 57;
Berlin 1975, no. 82; Leningrad 1983, no. 15.

BIBLIOGRAPHY .
Parker 1931, p. 19 and no. 15; PM 1957, no. 197; Rosenberg 1959, p. 94, fig. 172;
Dobroklonsky 1961, pl. I1I; Nemilova 1964, pp. 35, 36, pl. 10, p. 190; Zolotov and
Nemilova 1973, pp. 28, 149-150, no. 17, colorpl. (dated 1707-1708); Novos-
sclskaya 1976, pp. 470-471.

PRINTS
Engraved by Gabriel Huquier (fig. 1).

COPIES
A deceptive copy was sold with a copy of cat. D. 40 in Leipzig, 1931, no. 261
(present location unknown).




42 The Actor Philippe Poisson

Red chalk over faint outlines in black chalk, with
touches of black chalk in the head, hat, collar, and
hands, on tan paper
337 x 187 (13%6 X 73%4)

P The Trustees of the British Museum, London

This is the original drawing from which one of the prints of
the Figures francoises et comiques (French and Comic Fig-
ures) was derived. Watteau himself made the reduced,
reversed, and highly finished copy of this figure, now in
Stockholm (cat. D. 43), which served as the actual model for
the print by Desplaces (fig. D. 43-1).

The title on the Figures francgoises engraving indicates
that it (and by extension both the British Museum and Stock-
holm drawings) represents “Poisson dressed as a peasant.”
Dacier and Vuaflart pointed out (II, p. 29, no. 55, revised in I,
p. 260, no. 55), that two members of the Poisson family were
actors during Watteau’s lifetime: Paul (1658-1735) and his son
Philippe (1682-1743). Since Paul would have been well over
fifty when this drawing was made, the model must have been
Philippe, two years older than Watteau (but see Moureau in
Appendix A, “Watteau in His Time”). It may be the father, in
his most famous role as Crispin, who appears in Love in the
French Theater (cat. P. 38). Because the same actor in the same
costume, but seated, is recorded in an etching by Caylus (in
his Suite de figures inventées par Watteau; Dacier 1926-1927,
no. 8) that bears the title Blaize, it has been suggested that
Poisson is here represented in the role of Blaise the Miller
from Les Trois Cousines by Dancourt (DV, 111, p. 29, no. 55).
That play is generally thought to have inspired Watteau’s
paintings on the Cythera theme, including the The Island of
Cythera and both Embarkations (cats. P. 9, 61, 62). Parker and
Mathey, however, have suggested that the model here is the
same as the one who posed for the man in The Family (cat. P.
54), a painting said to represent M. and Mme. Le Bouc-
Santussan (see cats. D. 78, 79 and “The Friends of Watteau”).
Aside from the fact that the resemblance between the man in
cat. D. 79 and the man depicted here is by no means convinc-
ing, the highly theatrical, swaggering pose of the British
Museum figure and its inclusion in a series of French and
Comic Figures suggest that the model was indeed an actor,
and therefore probably the younger Poisson.

Both the execution and the spirited pose indicate a
date of c. 1715 for the British Museum sheet, close to the time
that the Figures francoises et comiques series was probably
published (see cat. D. 43). The restrained use of black is simi-
lar in the Petit Palais drawing for Savoyard with a Marmot
(cat. D. 50) of about the same time, though the execution of
Poisson is more spontaneous and energetic.

PROVENANCE
G. Raphael Ward; entered the British Museum in 1870, 1870-5-14-351.

EXHIBITIONS
London 1968, no. 777; Bordeaux 1980, no. 195; London 1980-1981, no. 13.

41

BIBLIOGRAPHY
G 1875, p. 350, no. 18; Lafenestre 1907, pl. 1; Uzanne 1908, pl. 8; R 1928, p. 54, no.
44; Parker 1930, p. 19, no. 11; Parker 1931, no. 32; PM 1957, no. 910; M 1959, p. 52;
pl. 142; Eidelberg 1977, pp. 95-96, fig. 75; Rosenberg 1967, pp. 190-191; Cormack
1970, no. 99 (illustration reversed); P 1984, p. 288, nn. 13, 18.

PRINTS
Engraved for the Figures frangoises et comiques by Desplaces (DV 55) and
etched by J. Audran for the Fddc (202).

COPIES

Copied in reverse and on a smaller scale by Watteau himself as a modello for
Desplaces (see cat. D. 43).
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43 Poisson Dressed as a Peasant

Red chalk, drawn over squaring made with a stylus
120 x 75 (41346 x 3)
P Nationalmuseum, Stockholm

This small drawing and the following one match precisely
Watteau's studies for the Figures de modes (cats. D. 8, 9) in
size, format, and presentation. However, these served as
models for a second series of prints, the Figures francoises et
comiques, etched not by Watteau himself but by several pro-
fessional printmakers (figs. 1; D. 44-1). As they did for the Fig-
ures de modes, Dacier and Vuaflart (II, p. 72) established an
approximate date for the publication of the second series,
this time determining from the publisher’s address on the
prints that they were published in 1715 or later. The Figures
de mode and the Figures frangoises et comiques would there-
fore have been published at least five years apart. Neverthe-
less, some of the figures used in the second suite, including
the Seated Woman (cat. D. 44), are so close in style to some of
the studies for the first (notably cat. D. 9) that they must have
been made at about the same time, c. 1710. Either Watteau, in
compiling the Figures francoises, returned to figures that
were originally intended for use in the Figures de modes, or
he began planning the second set shortly after the comple-
tion of the first. In any case, he also included newly designed
figures such as the one of Poisson (see cat. D. 42).

Unlike the other three exhibited drawings related to
the Figures de modes and the Figures frangoises et comiques,
the modello for Poisson Dressed as a Peasant is a finely ren-
dered copy, made by Watteau himself, after the drawing of
The Actor Philippe Poisson in the British Museum (cat. D. 42).

44 Seated Woman

Red chalk
113 X 77 (4716 X 3 Vae)
P Nationalmuseum, Stockholm

See preceding entry.

PROVENANCE
Same as preceding, NM 2821c¢/1863.

EXHIBITIONS
Stockholm 1922, no. 18; Copenhagen 1935, no. 543; Paris 1935, no. 81.

BIBLIOGRAPHY
Tessin 1739-1742, p. 43v; Tessin 1749, livré 14, no. 35; Sparre 1790, no. 2707¢; DV,
I, p. 198 and 11, p. 72; Engwall 1935, no. 10; PM 1957, no. 174; Eidelberg 1977, p.
94, fig. 66; Bjurstrom 1982, no. 1295.

PRINTS
Engraved by Henri-Simon Thomassin the Younger (fig. 1).
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Since the Figures frangoises et comiques were to be
engraved by other artists and not by Watteau himself, he
made a number of such clean copies (PM 168, 171, 178) to
ensure that his designs could be easily read. Like Poisson,
those copy drawings are extraordinarily precise and are all
squared with a stylus. The copy after the British Museum fig-
ure is quite faithful to the original, but is much more detailed
in such areas as the ruff, the sleeves, the waist, and the shoes,
and in the rendering of highlights and shading. In keeping
with the series format, Watteau added a landscape setting
and a large vase on a high pedestal. That drawing was surely
executed just prior to the publication of the prints, and like
the British Museum sheet from which it was copied, could
not date any earlier than 1715.

PROVENANCE
Carl Gustav Tessin (1695-1770); sold to King Adolph Frederick of Sweden, 1750
(sale, 1777); repurchased by King Gustav I1I; given by him to the Kongliga
Biblioteket; transferred to the Kongliga Museum at the beginning of the nine-
teenth century (Lugt 1638); incorporated into the Nationalmuseum in 1866, NM
2821b/1863.

EXHIBITIONS
Stockholm 1922, no. 18; Copenhagen 1935, no. 543; Paris 1935, no. 81; Lenin-
grad 1963; New York-Boston-Chicago 1969, no. 99.

BIBLIOGRAPHY
Tessin 1739-1742, p. 43v.; Tessin 1749, livré 14, no. 34; Sparre 1790, no. 2707b; DV,
I, p. 198 and II, p. 72; Engwall 1935, no. 11; PM 1957, no. 172; Eidelberg 1977, pp.
95-96, fig. 74; Bjurstréom 1982, no. 1294; P 1984, pp. 43, 47, 206, 208, 256, 262, fig.
38.

PRINTS
Engraved by Louis Desplaces for the Figures frangoises et comiques (fig. 1). J.
Audran made an etching of the same figure, using as his model the drawing in
the British Museum (cat. D. 42) (Fddc 202).

fig. 43-1. Desplaces after Watteau,
Poisson Dressed as a Peasant, Seated Woman,
engraving (DV 55). engraving (DV 45).

fig. 44-1. Thomassin after Watteau,
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45 Seated Persian

Red and black chalks on chamois paper, laid down
302 x 199 (1% x 77)
Inscribed in brown ink at lower right, Antoine
Watteau fecit; inscribed in graphite on the mount
below, Watteau; then at center, 122; and at right, 29;
inscribed on the verso in brown ink, portrait de
I'ambassadeur de Perse Mehemet Riza Beg/intendant
de la province d’Erivan./qui fit son entré aparis le 7
février 1715/Dessiné d’aprés nature par Antoine
Vateau/il est gravé d’ans loeuvre de ce Maitre,and
along bottom edge, M.-Brisart’s Colln.

w Musée du Louvre, Cabinet des Dessins, Paris

This and the four following drawings belong to a series of
red and black chalk portraits of figures in exotic dress. For a
time, it was thought that the models were members of a Turk-
ish Embassy that was in Paris in 1721 (DV, I, pp. 113-114) and
that this particular man was the Turkish ambassador, Mehe-
met Effendi. In 1939, however, Mathey pointed out that the
costumes and especially the turbans worn by two of the mod-
els (this one and cat. D. 46) matched the garb worn by mem-
bers of a Persian embassy that arrived in Paris on 7 February
1715. An anonymous print in the Bibliothéque Nationale,
Paris (fig. 1) recorded the formal entry of the legation (The
Entry of the Persian Ambassador into Paris, Seen in the Place

Royale, 7 Feb.1715) and shows the accuracy of Mathey’s iden-
tification. How Watteau came to draw some of the members
of the delegation has yet to be discovered, but the experience
must have impressed him since the drawings rank among his
most brilliant works up to that time.

The inscription on the verso of this drawing identifies
the sitter as the Persian ambassador himself, Mehemet Riza
Bey, intendant of the province of Erivan. However, Parker
and Mathey (PM 790) pointed out that the ambassador, as
contemporary prints show, was bearded, and therefore the
model for this sheet must have been some other member of
the embassy. Nevertheless, this man strongly resembles the
ambassador who rides a white horse, his right arm akimbo,
in the print of The Entry of the Persian Ambassador. The
ambassador’s large, down-turned nose, his fleshy jowls, and
his imposing bulk are repeated almost exactly in Watteau’s
drawing. The lack of a beard, however, is critical and seems
to preclude the identification of Watteau’s model as the
ambassador.

The Louvre Persian is a most imposing figure, filling
the entire page with his powerful bulk, yet the expression on
his face is quite gentle and contemplative. Watteau’s sensi-
tive mixing of red and black chalks contributes to the intro-
spective calm of the mood, but he by no means neglects the
decorative possibilities of costume details and fabric design.
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46 Seated Persian in Profile to the Left

Red and black chalks on cream paper, pieced
together 55 mm from lower edge
250 x 212 (9% X 8%)

\%% Teylers Museum, Haarlem

The fierce boldness of this Persian’s pose and his great bulk,
combined with a particularly forceful execution, make it an
image unsurpassed in power and monumentality.

The sitter resembles closely the member of the entou-
rage in the print showing The Entry of the Persian Ambassa-
dor (fig. D. 45-1), who is riding close behind the ambassador,
partially hidden by one of the horses. In the print his head is
tilted back and his massive chest is thrust forward, just as in
this drawing, and the profiles match almost precisely. The
only difference is in the costume, for in the drawing the char-
acteristic turban has been replaced by a soft, fur-bordered

110 Drawings

fig. 1. Anonymous, The Entry
of the Persian Ambassador into Paris, 7 Feb. 1715,
engraving, Bibliothéque nationale, Paris.

PROVENANCE
M. Brisart (sale, 18497); Miss James (sale, London, Christie’s, 22-23 June 1891,
no. 316); Camille Groult; by descent to Pierre Bordeaux-Groult; given to the
Louvre in 1978 by the Société des Amis du Louvre and the Lutéce Foundation,
RF 36,735.

EXHIBITIONS
Paris 1980-1981, no. 40.

BIBLIOGRAPHY
G 1875, p. 268, no. 493; DV, I, pp. 113-114; Parker 1931, p. 20; Mathey 1939, pp.
158-159; PM 1957, no. 790; Cormack 1970, no. 50; Sérullaz 1981, pp. 29-32; P
1984, p. 205, fig. 163.

PRINTS
Etched by Frangois Boucher (Fddc 122).

COPY
A copy in reverse, once thought to be the original (Parker 1928, pl. 8), is in the
Forsyth Wickes coll., Museum of Fine Arts, Boston.

cap and the jacket and tunic have different details. The model
has not been identified, but the proud lift of his head and the
uncompromising set of his arms indicate that this is a man of
unusual distinction and authority and probably an important
member of the Persian embassy.

PROVENANCE

Discovered by E Lugt and H. Buisman in a folder containing anonymous Ital-
ian drawings in the Teylers Muscum, 1923, M. 21a.

EXHIBITIONS _
London 1932, no. 723 (commem. cat. no. 771); Amsterdam 1935, no. 16; Paris
1937, no. 592; Brussels-Rotterdam-Paris 1949-1950, no. 61; Paris-Amsterdam
1964, no. 40; London 1970, no. 113; Amsterdam 1974, no. 133.

BIBLIOGRAPHY
Buisman 1930, pp. 67-68, pl. 63; Parker 1931, pp. 16, 20, 49, and no. 99; Mathey
1939, pp. 158-159; PM 1957, no. 791.

PRINTS
Etched by Frangois Boucher (Fddc 156).



111

Drawings



47 Seated Persian Wearing a Fur Cap

Brownish-red and black chalks on cream paper
295 x 200 (115 x 77%)

Inscribed in pen and brown ink at lower right, 593
Victoria and Albert Museum, London

This and the following drawing represent the same mous-
tached young man wearing the same fleece-lined hat, but in
one he is swathed in a loose mantle with a narrow fleece col-
lar, while in the other the mantle is thrown over his left shoul-
der to reveal a striped garment wrapped by a wide sash at
the waist. Unlike the models for the Louvre and Teylers
Museum drawings (cats. D. 45, 46), this man does not appear
in the print recording the entry of the Persian ambassador
into Paris (fig. D. 45-1). Since he does not have quite the same
commanding air as the other men, we may surmise that he
was a more minor functionary in the mission.

In both drawings, the handling of the face and head is
quite similar in the combining of the chalks and in the
detailing of the features, but the clothing is treated in two dis-
tinct ways. The Standing Persian (cat. D. 48) is drawn with
fine attention to the striped patterning of his clothing and
manipulation of the stripes to model the surface, to indicate
the form beneath, and to intensify the visual richness of the

image. The Seated Persian is drawn with a much more
abstract distribution of the lights and darks. Here, heavy
accents and broad hatchings break up the surface into a geo-
metric jigsaw puzzle. In both drawings, though, the red and
black chalks are combined in the same way, with blacks
strictly limited to certain special details such as the hair, eyes,
eyebrows, moustache, and beard, the fur of the cap, and
touches in the collar and cloak. In all cases the blacks are
placed over reds, indicating that Watteau had originally con-
ceived the figure only in red chalk and returned with the
black accents only after the image was basically complete.

PROVENANCE
Rev. Alexander Dyce (1798-1869); bequeathed by him to the South Kensington
Museum, 1869; incorporated into the Victoria and Albert Museum, Dyce 593.

EXHIBITIONS
Never exhibited.

BIBLIOGRAPHY
Dyce 1880, pp. 41-42 (as Lancret); Parker 1929, p. 27, pl. 30; Parker 1930, p. 67, pl.
8; Parker 1931, p. 20 and no. 98; PM 1957, no. 798.

PRINTS
Etched by Frangois Boucher (Fddc 215). There is a counterproof of the draw-
ing in the Ashmolean Museum, Oxford.

48 Standing Persian Wearing a Fur Cap

Red and black chalks
293 x 146 (11%s x 5%.)
Mr. and Mrs. Eugene Victor Thaw, New York

See preceding entry.

PROVENANCE
Claire-Amélie Masson (according to a note on the old mount); Mme. Chauf-

49 Standing Persian

Red and black chalks on cream paper
319 x 200 (12%6 x 77%)
B Fondation Custodia Lugt, Institut Néerlandais, Paris

Wearing what appears to be the same fur cap and fleece-
lined mantle found in the Thaw and Victoria and Albert
drawings (cats. D. 46, 47), this man would certainly be identi-
fied as the same model were it not for the absence of a mus-
tache. In addition, this figure lacks the foreign air that distin-
guishes those other two, leading one to wonder whether he
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fard, Paris (sale, Paris, Galliera, 7 December 1971, no. 5); Mr. and Mrs. Eugene
Victor Thaw.

EXHIBITIONS
New York-Cleveland-Chicago-Ottawa 1975-1976, no. 33.

BIBLIOGRAPHY
PM 1957, no. 796.

PRINTS
Etched by Frangois Boucher (Fddc 4).

was in fact a member of the Persian embassy. Unlike the first
two drawings in the series (cats. D. 45, 46), this man does not
resemble any of the figures in the print of the Entry of the Per-
sian Ambassador (fig. D. 45-1). It is possible that the man was
an ordinary model dressed up in a costume that Watteau
could have borrowed or could have had in his studio. If the
man were not a Persian, then we could seriously reconsider
the drawing’s date, and indeed the curiously abstract han-
dling of the forms and the chalks corresponds more closely to
Watteau’s work around 1719. It is closest in every way to two
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49

studies of men, the Standing Actor Spreading His Cape for
The Italian Comedians (cat. D. 121) and the Standing Man (PM
661) for Peaceful Love, which both date from c. 1719-1720. In
those two drawings the draperies are treated with the same
broad shading and abstract handling of light and shade, and
they both have similarly accented contours that weave down
the edge of a sleeve. Still, there is a similar element of
abstraction in the Victoria and Albert Museum study of a
Seated Persian (cat. D. 47), and it would not be wise to reject
the Institut Néerlandais drawing from the group without fur-
ther proof or until the works can be studied side by side.
Watteau made another, equally abstract, drawing of
the same “Persian,” this time seen from behind, but clearly
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fig. 1. Watteau, Standing Persian Seen from Behind,
location unknown (PM 580).

recognizable from the distinctive hat and mantle (fig. 1, cata-
logued by Parker and Mathey among the studies of women).
Dominated by the simple oblong shapes of the draperies, the
study is concerned entirely with the bold effects offered by
the sweeping areas of light and shadow.

PROVENANCE
R. Fisher (1809-1890); J. P. Heseltine (1843-1929) (Lugt 1507); Colnaghi’s, Lon-

don, 1912; Frits Lugt (1884-1970) (Lugt 1028); Fondation Custodia Lugt, Institut
Néerlandais, 2312.

EXHIBITIONS
London 1909-1910, no. 156; Amsterdam 1926, no. 203; Amsterdam 1935, no. 12;
London 1952, no. 163; Paris-Amsterdam 1964, no. 42; Amsterdam 1974, no. 132.

BIBLIOGRAPHY
Heseltine 1900, no. 3; Guiraud 1913, no. 98; Parker 1931, p. 20; PM 1957, no. 799.



o0 Standing Savoyard with a Marmot

Red chalk with touches of black on cream paper, laid
down

322 x 201 (12'%16 X 71%6)

Musée du Petit Palais, Paris

By their ragged clothing, traditional headwear, and the tools
of their trades that they carry, the figures in this and the fol-
lowing three drawings can be identified as Savoyards. Thou-
sands of these natives of the poverty-stricken Savoy region
(now French, but Italian in Watteau’s time) migrated to the
great cities of Europe to earn the money necessary to sup-

port their families who remained behind. They worked
mainly in menial jobs as shoeshiners (cat. D. 53), wood-
cutters, chimney sweeps, blade sharpeners (PM 489), or
porters. Some were street entertainers, with either a trained
marmot (this sheet and cat. P. 32), a curiosity box, or both (cat.
D. 52; PM 493-495) to attract the attention of passers-by. (See
Munhall 1968, for a discussion of Savoyards in eighteenth-
century French art.)

Watteau’s Savoyard drawings have been dated as
early as 1708 (Adhémar) and 1712 (exh. cat. Toronto
1972-1973, no. 153), but the powerful combination of red and
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black chalks, the full-bodied forms, the monumentality of the
presentation, and Watteau’s uncritical realism mark these as
more mature works. In many ways, as Parker and Mathey
pointed out (p. 65), these drawings achieve the “perfection”
of the Persians (cats. D. 45-49) of 1715 and of the nude studies
for the Crozat Seasons belonging to 1715-1716 (cats. D. 60,
62-64). The fact that the Uffizi Seated Savoyard (fig. D. 52-1)
was included in the Figures francoises et comiques, pub-
lished in or after 1715, helps place these drawings also at
about that time.

Drawn with a clarity and precision that set it apart
from the other sheets in the Savoyard group, the Standing
Savoyard with a Marmot has the highly finished character of
a modello drawing. The treatment of the form, light,
accenting, and shading is analogous to Watteau’s drawing of
Poisson (cat. D. 42), engraved for the Figures frangoises et
comiques. Though Watteau may have considered using this
young street entertainer in that series also, in the end he con-
structed a painting around it instead (Leningrad; cat. P. 32). In
that picture the drawn figure is faithfully reproduced, but in
reverse. Parker and Mathey (under PM 490) proposed that
Watteau based the painting on a lost counterproof of the
Petit Palais drawing. Though that could have been the case,
their idea could also be taken one step further: perhaps Wat-
teau actually counterproofed the drawing directly onto the
canvas itself. If Watteau did base his painting, literally, on a
counterproof, then this would be the only such case in his
oeuvre.

Watteau may have reversed the Savoyard in the paint-
ing for the simple purpose of achieving compositional sym-

51 Standing Savoyard Woman

Red and black chalks on cream paper
312 x 203 (12%s x 8) (a strip added at the top edge)
On the verso, portions of a letter written in pen and
brown ink in Watteau’s hand, Monsieur, J'ay receu
aujourd’huy vos deux lestres ensemble qui ont autant
donné de peines au facteur pour me les remettre en
main qu’elles m’ont causé de surprise par la qualitée
que vous me donnée de peintre de Son A. R.
Monseign. le Duc d’Orléans, moy indigne et qui n’a
aucun talens pour y aspirer, a moins que d’un miracle.
J’ay tant de foy en vos reliques que je ne doute
nullement de son accomplissement si vous voulez
avoir la bontée de joindre vos priéres au désir que
Jj'ay d’acquérir du credit et de la faveur, mes désirs
sont sans bornes quand me. . .. (The rest has been
cut off))
The Metropolitan Museum of Art, New York,
Bequest of Therese Kuhn Straus in memory of her

P B husband Herbert N. Straus, 1978
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metry with a pendant, The Spinner (fig. D. 30-1). As Posner
first pointed out in 1975 (p. 282), the figures in the prepara-
tory drawings for both works (the other is cat. D. 30) face in
the same direction, and in order to have them face each other
in the paintings Watteau had to reverse one of the images.
Since the spinner could not be shown doing her work left-
handed, it was the young man with his marmot who had to be
changed. Posner has also explained that, even though the
woman spinning is not herself a Savoyard, she was paired
with the Savoyard with a Marmot, not simply because of their
common bond as “popular figures,” but rather for more sala-
cious reasons. In Watteau'’s time, both the flageolet and the
marmot held by the boy and the spindle and distaff held by
the woman had covert sexual meanings that would have
been familiar to both the artist and his audience. (See cat. P.
32 for a discussion of the date of the Leningrad painting.)

PROVENANCE
Sir J. C. Robinson (1824-1913) (Lugt 1433; sale, Paris, 7-8 May 1868); Jacques
Doucet (sale, Paris, Petit, 5-8 May 1912, no. 60; Fr 14,000); bought by Lapauze
for the Petit Palais with Dutuit funds in 1912; entered the Museum on 10 June
1912, Dut. 1041.

EXHIBITIONS
Vienna 1950, no. 65; Tokyo 1979, no. 31.

BIBLIOGRAPHY
Parker 1931, pp. 13-19, 42, and pl. 10; Cat. Dutuit coll. 1925, p. 189, no. 1024;
R 1928, p. 54 no. 34; AH 1950, under no. 13; PM 1957, no. 490; Eidelberg 1977,
p. 163, fig. 162; Exh. cat. Toronto 1972-1973, under no. 154; Zolotov and Nemi-
lova 1973, under no. 4; Posner 1975, pp. 282-284; P. 1984, pp. 31, 279, n. 31.

PRINTS
Etched by Frangois Boucher (Fddc 6).

The same woman with the accoutrements—the long cane,
marmot box, and kerchief—and the same ragged clothes also
appears in another Watteau drawing in the British Museum
(fig. 1). The identical handling of the two drawings and the
exact correspondence of every detail of the costumes indi-
cate that the two studies must have been made in rapid suc-
cession. A third drawing of the same woman, now lost, is
known through an etching made by Caylus for the Figures de
différents caractéres (fig. 2).

Close examination of the Metropolitan drawing
reveals that it was first drawn entirely in red chalk. Watteau
then went over many of the folds, accents, and shadows with
a sooty black chalk that added both color and visual richness
to the image. He then blunted some of the black accents by
going over them once again with thick red, a technique found
also in the Chicago Bearded Savoyard (cat. D. 52). Both the
simple way in which the chalks are combined and the rather
self-conscious posing of the figure suggest that this drawing
was made just before Watteau’'s art reached full maturity.



The isolation of the figure on the page, the broad shading
strokes, the “exotic” nature of the subject, and the visual
richness of the image point to a time near the drawings of
Persians of 1715 (compare the Seated Persian, cat. D. 47). Its
subject and presentation are also extremely close to the Petit
Palais Savoyard with a Marmot (cat. D. 50) of roughly the
same date.

Both the Metropolitan and the British Museum draw-
ings, as well as a study of a Seated Savoyard in the Uffizi,
Florence (fig. D. 52-1), bear on their versos snippets of three
drafts of the same letter. Both the intended recipient and the
date that is was written are unknown, but some phrases give
possible clues to both. Tatlock (1921, p. 157) noted that Wat-
teau’s reference to the Duc d’Orléans as “Son A.R” (His
Royal Highness) indicates that it was written after the duke
had become Regent, and therefore after the death of Louis
X1V in September 1715. (Actually, since the duke was of royal
blood, he was entitled to be referred to as “Son Altesse
Royale” priorto his regency.) In addition, one might point out
that the duke’s desire to have his own First Painter, thereby
equating his patronage of the arts to that of the king, may
indicate that he was already Regent when the letter was writ-
ten. (As it happened, Charles-Antoine Coypel, who had been
named First Painter to the King in October 1715, was also
appointed First Painter to the Duc d’Orléans in July 1717.) At
the same time, one must wonder who among Watteau’s
patrons and acquaintances might have been closely enough
associated with the Regent to be able to intercede on Wat-
teau’s behalf. The most logical choice would be Pierre Crozat
(1665-1740) who is known to have had very close relations
with the Regent, and if indeed he was the addressee, then the
letter would have to have been written prior to Crozat’s
departure for Italy (a trip he undertook on the duke’s behalf)
in October 1714, or after his return in October 1715. The latter
date appears to be more likely.

Even if the draft letters were datable, the drawings
would not necessarily belong to the same time. However, in
the case of the Uffizi sheet, the letter is crossed out in what
appears to be the same distinctive brownish-red chalk that
Watteau used for the Savoyard drawing on the other side,
indicating that the letter probably preceded the drawing.

fig. 1. Watteau, Seated Savoyard Woman,
British Museum, London.

51 verso

51

That Savoyard is the most lavishly treated of the group, with
washes added to the red and black chalks. It was etched for
the Figures frangoises et comiques published in or after 1715
(see cat. D. 43). Given those circumstances, combined with
the fact that all three draft letters must certainly have been

fig. 2. Caylus after Watteau,
Seated Savoyard Woman (Fddc 35).

"
e i
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written in rapid succession and that all three drawings were
surely made within a short time of each other, it is logical to
assume that in all three cases the letters preceded the draw-
ings. Thus the drawing could not have been completed
before the end of 1715.

PROVENANCE
Frederick Locker Lampson (1821-1895) (Lugt 1692); given by him to his son-in-
law, the Right Honorable Augustine Birrell; H. N. Straus, 1929; his wife,

52 Bearded Savoyard, Standing

Red and black chalks with stumping on cream paper,
laid down

360 x 224 (14%16 x 874), cut and pieced together 32 mm
from the bottom edge (the part of the figure on the
added piece seems also to be in Watteau’s hand)

The Art Institute of Chicago, Helen Regenstein
Collection

Watteau made four drawings of this bearded man wearing
the same broad-brimmed hat and carrying the same marmot
case and curiosity box: the Seated Savoyard in the Uffizi,
Florence (fig. 1); Savoyard with a Curiosity Box in the
Museum Boymans-van Beuningen, Rottendam (PM 494); and
Standing Savoyard in the Musée Bonnat, Bayonne (PM 495).
One other drawing, not lost, is known through a print by
Boucher that was used as the frontispiece to the second vol-
ume of the Figures de différents caractéres (fig. 2). Of these,
the Chicago sheet is the most highly finished, the most pow-
erfully executed, and the most gloriously pictorial. The boldly
accented reds and blacks that characterize all of his Savoyard
drawings are here enhanced and held together by beautifully
nuanced stumping, which gives this figure rich surfaces and
brilliant visual effects that the others lack. (The Rotterdam
Savoyard also has extensive stumping, but the drawing as a
whole is much rougher and the effect is much more careless.)

fig. 1. Watteau, Seated Savoyard,
Uffizi, Florence.

Therese Kuhn Straus; bequeathed by her to the Metropolitan Museum in 1978,
1978.12.1.

EXHIBITIONS
Ipswich 1927, no. 102; Rotterdam-Paris-New York 1958-1959, no. 86.

BIBLIOGRAPHY
Uzanne 1908, pl. 30; Tatlock 1921, pp. 156-157; Dacier 1926-1927, no. 49; R 1928,
p. 53, no. 24; DV, I, pp. 155, 156, 157; PM 1957, no. 496.

PRINTS
Etched by Caylus, but the print was not included in the Fddc. An impression is
bound into the copy at the Bibliothéque de 'Arsenal, Paris (bet. nos. 84, 85).

The directness of Watteau’s observation and his sym-
pathetic depiction, without criticism or ridicule, surely had
their roots in the paintings of the Le Nain brothers, which
present a similar attitude toward peasants and the poor.
(Watteau’s copy of Le Nain’s Preparations for the Dance with
the study of the bull’s head for Spring of the Crozat Seasons
would have been done at just about the same time as this
drawing. See cat. D. 134.) The man’s expression, neither
happy nor sad but disturbingly forthright, is full of dignity,
conveying a deep sense of self-worth that belies his rags and
menial condition.

PROVENANCE
Jean de Jullienne? (possibly his sale, Paris, 30 March 1767, no. 769, but the cata-
logue description also corresponds to a drawing in Rotterdam, PM 494); Mrs.
A. L. Grimaldi (sale, London, Sotheby’s, 25 February 1948, no. 85); Georges
Wildenstein, Paris; Mrs. Corina Kavanaugh, Buenos Aires (sale, London,

Sotheby’s, 11 March 1964, no. 220); purchased for the Art Institute of Chicago
by the Regenstein Foundation, 1964.74.

EXHIBITIONS
Toronto 1972, no. 153; Chicago 1974, no. 26; Chicago 1976, no. 30; Paris 1976,
no. 1; Frankfurt 1977, no. 1.

BIBLIOGRAPHY
PM 1957, no. 492; Art Q, 27, no. 4 (1964), p. 499, pl. p. 503; GBA suppl. (February
1965), p. 44, no. 186; Edwards 1966, pp. 9-13; Exh. cat. Florence 1968, under no.
63; Munhall 1968, p. 89; Joachim 1976, p. 4; Exh. cat. Cleveland 1980-1981,
fig. 34.

PRINTS
Etched by Fran¢ois Boucher (Fddc 20).

fig. 2. Boucher after Watteau (?),
Savoyard with a Curiosity Box, etching (Fddc 133).
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53 wo Studies of a Shoeshine Boy

Orange-red chalk, black chalk, and stumping on
beige paper, laid down (the feet are partly cut off,
but have been finished by another hand on the old
mount)
223 x 217 (8%4 x 8%1s)
Inscribed on the verso in pen and ink in Caylus’
hand (discernible from the recto), dessein que
Watteau a laissé en/mourant a moy son ami
Caylus/juillet 1721

W, P Museum Boymans-van Beuningen, Rotterdam

This is the only example among Watteau’s extant Savoyard
drawings in which two studies appear on the same page.
That, coupled with the unusually free execution, makes it
more of a study sheet than the majority of the more formal
drawings of the single figures. Nevertheless, the chalks are
combined in the same pictorial way found in Chicago’s
Bearded Savoyard (cat. D. 52) and the poses have the frank
directness that characterizes all of the other drawings of
Savoyards. The Rotterdam sheet clearly belongs to the series
and can be dated accordingly to the same period, c. 1715.
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fig. 1. Caylus after Watteau,

A Shoeshine Boy, etching (Fddc 226).

The presentation of both back and front views sug-
gests that Watteau had a particularly keen interest in every
aspect of the peddler’s clothing and bearing. The model for
both studies could have been the same young man, but sub-
stantial differences in the clothing—most notably in the
breeches and leggings but also in the length, cut, and fit of the
overcoat—suggest that Watteau may have used two models.
Since a study of yet another young man with a tripod stool
appears on a drawing in the Pushkin Museum, Moscow,
etched by Caylus (fig. 1), we can surmise that Watteau may
have been searching for a suitable image for a series of The
Cries of Paris. Such suites of prints representing different
kinds of street peddlers already had an established tradition
(see Beall 1975, pp. 216-227 for some French Cries of Paris
made before Watteau’s time). Watteau could have known
series by Abraham Bosse (1602-1676), from the school of Cal-
lot (see Beall, pp. 220-224), or by his contemporary Nicolas
Guérard (Bruand and Hébert 1970, p. 60, nos. 5-16). The title
Cries of Paris derived from the captions, which recorded the
words called out by the peddlers to attract prospective cus-
tomers. Perhaps Watteau had considered making such a



series of prints as a complement to the Figures francoises et
comiques (cat. D. 43).

PROVENANCE
Comte de Caylus (1692-1765) (Lugt 2919; sale, 18 November 1765); L. Bonnat
(1833-1922) (Lugt 1714); Franz Koenigs (1881-1941) (Lugt suppl. 1023a); pur-
chased by D. G. van Beuningen (1877-1955) and given by him with the Koenigs
collection to the Boymans Museum Foundation in 1940, F1. 68.

EXHIBITIONS
Amsterdam 1929, no. 314; Haarlem 1931, no. 198; Rotterdam 1934-1935, no. 88;
Amsterdam 1935, no. 15; Paris 1937, no. 599; Rotterdam 1938, no. 374; Cologne

54 Two Gentlemen, One Kneeling, One

Red chalk on cream paper
173 x 165 (6'%6 X 6%)
Private Collection

The kneeling figure on this sheet has been cited as a possible
study for the pilgrim in the right foreground of the Louvre
Pilgrimage (c<ns1:XMLFault xmlns:ns1="http://cxf.apache.org/bindings/xformat"><ns1:faultstring xmlns:ns1="http://cxf.apache.org/bindings/xformat">java.lang.OutOfMemoryError: Java heap space</ns1:faultstring></ns1:XMLFault>