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Directors’ Foreword

Jean-Antoine Houdon (1741-1828) is generally considered to
have been the greatest sculptor in Europe during the period of
the Enlightenment. He is celebrated for his startlingly lifelike
portraits of the most important figures of the day, including
members of the courts of France, Germany, Sweden, and Russia
as well as artists, aristocrats, scientists, political and military
heroes, and leaders of the banking world in France and Switzer-
land. Soon after Thomas Jefferson began serving as represen-
tative of the new American republic in Paris in 1784, he was
asked to find the best artist to execute a statue of George Wash-
ington, and he strongly recommended Houdon. For this com-
mission Houdon crossed the Atlantic in 1785 to model a likeness
of Washington, enhancing a “gallery of worthies” to rival those
of ancient Rome.

Despite Houdon'’s reputation as the foremost sculptor of
the remarkable era that encompassed the American and French
Revolutions and the Directoire and Empire in France, this is
the first international exhibition devoted to his art. Organized
by the National Gallery of Art, the J. Paul Getty Museum, and
the Réunion des musées nationaux and I'Etablissement public
du musée et du domaine national du chiteau de Versailles,
the presentation includes major sculptures spanning the artist’s
entire career, borrowed from collections throughout Europe
and the United States.

Through the generosity of many lenders, the exhibition
ranges from Houdon’s earliest works —such as his life-size
anatomical study of the human figure, the Ecorché, created when
he was a twenty-five-year-old student at the Académie de France
in Rome; and the Morpheus, his “reception piece” for mem-
bership in the prestigious Académie royale de peinture et de
sculpture in Paris —to late works such as his beautiful portraits
of Napoleon and Josephine and his imposing marble statue of
Voltaire. It represents the height of his popularity with his por-
trait busts of Diderot, Voltaire, Rousseau, and Washington as
well as d’Alembert, Lafayette, Jefferson, Benjamin Franklin,

and John Paul Jones. And it includes a number of his famous

mythological and allegorical statues, such as La Frileuse and
Diana the Huntress. Several exciting discoveries distinguish
this exhibition, among them an original plaster bust of the
actress Sophie Arnould, in pristine condition, which had lain
unidentified in storage for nearly a century and a half.

We would like to thank Anne L. Poulet, guest curator, for
her prodigious efforts in organizing this important exhibition.
She also enjoyed a fruitful collaboration on the catalogue with
a group of accomplished scholars, who introduce a body of
new information about the sculptor and an international
perspective on the significance of his work. Scott Schaefer,
curator of European painting and acting curator of European
sculpture at the Getty, is responsible for the installation in Los
Angeles, and Claude Vandalle, curator of sculpture at the Musée
national du chiteau de Versailles, for the presentation in France.

Jean-Antoine Houdon: Sculptor of the Enlightenment is made
possible at the National Gallery of Art by a generous grant from
the Catherine B. Reynolds Foundation. We are also very grateful
for the indemnity support provided by the Federal Council on
the Arts and the Humanities.

Earl A. Powell I11
Director

National Gallery of Art
Washington

Deborah Gribbon
Director

The J. Paul Getty Museum
Los Angeles

Pierre Arizzoli-Clémentel
Directeur Générale
Musée et domaine national

du chéteau de Versailles
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Preface and Acknowledgments

Jean-Antoine Houdon’s career coincided with the flowering of
the Enlightenment in Europe, an age when reason was seen as
the avenue to the truth and scholars enthusiastically studied
and wrote about the world around them. There was an explo-
sion of interest in geology, botany, zoology, physics, aeronau-
tics, and archeology, and their empirical study produced
dramatic discoveries and inventions. Major publications were
undertaken to codify the vast knowledge that was accumulated,
the most famous being the Encyclopédie edited by Denis Diderot
and Jean Le Rond d’Alembert. Philosophers, including Voltaire
and Jean-Jacques Rousseau, explored issues of religion, moral-
ity, and education. Their thinking, joined by economic forces
for change, led to greater focus on the individual and to enor-
mous social, political, and judicial reforms brought about at the
time of the French Revolution. Houdon, in his art, was drawn
into and influenced by many of these Enlightenment ideas,
including his emphasis on the scientific study of anatomy, his
use of life and death masks to execute portraits, his preference
for natural forms over the artificiality of contemporary French
fashion. In turn, the leaders of the Enlightenment saw in
Houdon'’s sculpture the concrete expression of their ideals and
of themselves.

Educated in Paris and in Rome during the 1760s, Houdon
manifested early on his ambition, independence, and innate
artistic ability. Absorbing the lessons of the Académie royale de
peinture et de sculpture in Paris, where he was awarded the Prix
de Rome in 1761, he also studied intensively, and sometimes
copied, antique classical sculptures. Unlike most of his fellow
students at the Académie de France in Rome, Houdon took
courses with a surgeon to learn human anatomy through the
dissection of corpses and modeling of bone and muscle systems
of the body, resulting in his famous figure of a flayed man, known
as the Ecorché, in 1766. When he returned to Paris in late 1768,
he had a fully formed philosophy: he believed that the role of the
artist was to represent what he saw, accurately but selectively,

ennobling the subject by choosing what was most beautiful or

most telling in the model; to him, what was most beautiful
was most natural.

Diderot and Frédéric-Melchior Grimm were among those
Enlightenment figures who most admired Houdon. Grimm was
responsible for introducing Houdon to Duke Ernst II of the Ger-
man court at Saxe-Gotha, an early and avid collector of the sculp-
tor’s work. Grimm and Diderot also promoted Houdon’s work
to Catherine II of Russia throughout the 1770s and early 1780s,
acting as her agents in purchasing, among other works, portraits
of Voltaire and the comte de Buffon. At the Salon of 1771 Houdon
exhibited a portrait bust of Diderot, an extraordinary likeness
that also embodied the subject’s fiery wit and intelligence. This
led to many other portraits of the great men and women of the
Enlightenment, some commissioned by the sitters or sponsor-
ing organizations, others executed at the sculptor’s initiative. In
his studio he displayed many of these works, and it became a
regular stop for visiting statesmen as well as for French collec-
tors and amateurs.

By the time Louis XVI ascended to the throne in 1774,
Houdon had already established an international reputation. The
duc d’Angiviller, who was director of the Batiments du Roi, dis-
liked Houdon, perhaps because of his independence, and gave
him only one official commission for the crown, that for the
marble statue of the maréchal de Tourville in the series of “Great
Men of France.” Nonetheless, he found patrons in courts all over
Europe, not only in Germany and Russia but also in Poland and
Sweden, as well as prominent individuals in France, Switzerland,
and the fledgling United States.

Freemasonry was of essential importance for Houdon’s
Enlightenment contacts. In 1778 he was invited to join the Loge
des Neuf Soeurs, a masonic lodge founded in Paris in 1776 whose
membership comprised philosophers, scientists, artists, clerics,
and musicians. General sympathy was felt for the American war
of independence and the ideals of liberty and equality that it rep-
resented. Among Houdon’s commissions directly associated

with the Loge des Neuf Soeurs were busts of Benjamin Franklin,



then American minister to France and elected a member of the
lodge the same year as Houdon; Voltaire, who joined the lodge
just before his death in May 1778; and the American naval hero
John Paul Jones, all represented in this exhibition.

Thomas Jefferson, who succeeded Franklin as minister to
France, regarded Houdon as a friend and greatly admired his
work. He was responsible for Houdon’s receiving the commis-
sions to do a statue of George Washington and a bust of the
marquis de Lafayette. He also sat for a portrait by Houdon before
he left Paris in 1789 and acquired a number of other busts by
the artist that he installed in his home, Monticello. Houdon’s
connection with the great men of America continued into the
early years of the nineteenth century, with portraits of the inven-
tor Robert Fulton and his close friend the diplomat and poet Joel
Barlow in 1804.

In the period leading up to the French Revolution, Houdon
executed some of his most powerful portraits, such as those of
Jacques Necker and Jean-Sylvain Bailly. In pose and expression
these busts reflect the spirit and strong emotion of the leaders
of this time. In the aftermath of the Revolution, he continued to
work with the same skill and vigor but had fewer patrons. Under
Napoleon he adapted his style to suit the taste of the Empire and
did receive a number of official commissions, including those for
portraits of Napoleon and Josephine, works that reveal an undi-
minished ability to create an accurate depiction not only of his
sitters’ physical appearance but of their inner life. Houdon’s
studio remained a focus of pilgrimage for artists and collectors
alike, as is recorded in two masterful paintings by Boilly that
show the sculptor at work there, surrounded by myriad sculp-
tures and busts arranged on pedestals and shelves that line the
walls. The last sculpture Houdon exhibited at the Salon was the
marble statue of Voltaire, shown in 1812 when the sculptor was
seventy-one. Basing the face on the portrait he had done from life
in 1778, he carved a standing figure of the aged philosopher,
draped in a simple robe, wearing a knotted scarf at his neck and

holding in his hands a sheaf of paper and a quill pen, the tools

of his profession. A comparison with Boilly’s portrait of Houdon
of a few years earlier shows the sculptor standing before his work,
wearing a similar robe or coat while modeling clay. It would seem
that in his late portrait of Voltaire, one of the greatest men of the
age, Houdon was also portraying himself.
+ o+

The study of the life and work of Jean-Antoine Houdon in prepa-
ration for this exhibition has been an extremely rewarding and
satisfying project, owing to the full and enthusiastic support of
the National Gallery of Art, the J. Paul Getty Museum, and the
Musée national du chiteau de Versailles. I would like to express
my deep appreciation to the directors of all three institutions —
Ear]l A. Powell 111, Deborah Gribbon, and Pierre Arizzoli-
Clémentel — for their commitment to the exhibition. It was
Alan Shestack, deputy director of the National Gallery of Art,
who invited me to serve as guest curator of the exhibition. I am
grateful to him for his appreciation of Houdon’s work and for
his unwavering support.

The goal of this exhibition and catalogue has been to show
the full range of Houdon’s artistic activity and to explore the
circumstances that led to his recognition on an international
scale. Through the generosity of many lenders, a significant
number of the sculptor’s finest works have been assembled for
the exhibition. And through the diligent and informed research
of the distinguished contributors to the catalogue, a deeper
understanding of the sculptor and his patrons has been achieved.

It has been a great pleasure to work with Guilhem Scherf,
who has brought his extensive knowledge of French eighteenth-
century sculpture as well as his special interest in Houdon to
bear not only on his essay, in which he places the sculptor in the
context of the period, and on his individual entries in the catalogue,
but on the preparations for the entire exhibition. His collabora-
tion has been invaluable to its success. I especially want to thank
Ulrike D. Mathies, who has worked with me as research assis-
tant on the exhibition for four years and has written several texts

for the catalogue. Her dedication, enthusiasm, and friendship



have made the project a pleasure, and the high quality of her
work greatly enriches the publication. Responsible for research
in German museums and archives, she has made several impor-
tant discoveries, shedding new light on this aspect of Houdon’s
career. I am also deeply grateful to Christoph Frank for sharing
his broad knowledge of Houdon'’s relationship with Grimm and
Diderot and the writers of the Enlightenment as well as the sculp-
tor’s association with the Russian court and Russian patrons in
his essay and catalogue entries. Claude Vandalle has not only
written entries for the catalogue on important sculptures by
Houdon in several French collections but has also been helpful
with the negotiation of loans and the planning of the exhibition
at Versailles. Dean Walker graciously agreed to lend the marble
bust of Benjamin Franklin from the Philadelphia Museum of
Art’s collection to the exhibition as well as to write the entry for
the catalogue.

Monique Barbier deserves special thanks for doing extensive
archival research in France with admirable speed, thoroughness,
and accuracy, and for compiling the chronology for the catalogue,
which draws on a number of unpublished documents. I wish
to thank Pascaline Allez for her assistance with organization
and research in the early stages of the exhibition. [ am grateful
to my valued colleagues Jeffrey Munger and Ellenor Alcorn for
having encouraged me to undertake the Houdon exhibition, and
to John Walsh for his enduring interest, kindness, and belief in
the project. I would also like to express my appreciation to the
Museum of Fine Arts, Boston, for its support of the initial phase
of my work on Houdon and for awarding me two generous
Lamb/Mellon research travel grants.

The organization of the exhibition has been facilitated
throughout by the genial collaboration and expertise of D. Dodge
Thompson and Ann B. Robertson, assisted by Abbie Sprague,
Tamara Wilson, and Elizabeth Middelkoop in the department of
exhibitions at the National Gallery of Art. Susan Arensberg and
Carroll Moore have shown great perspicacity in their interpre-

tation of Houdon's work in educational texts and in film. I wish
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to thank editor in chief Judy Metro, senior editor Karen
Sagstetter, and production manager Chris Vogel for their care-
ful supervision of the catalogue’s progress as well as Mariah
Shay, Sara Sanders-Buell, and Ira Bartfield for their skillful
handling and organization of photography for the catalogue. It
has been a particular pleasure to work with Tam Curry Bryfogle,
editor, whose sensitive, intelligent approach to the material and
unfailing attention to detail while maintaining a vision of the
whole book enhanced the contributions of each author. Antonio
Alcala and his colleagues at Studio A are responsible for the
beautiful design of the catalogue.

Mark Leithauser’s enthusiasm for and understanding of
Houdon’s sculpture are reflected in the handsome installation
he designed for the exhibition in Washington, working with a
talented team that includes William Bowser and Donna Kirk,
while Gordon Anson provided the evocative lighting. Registrar
Michelle Fondas assumed the complex task of arranging for the
transportation of the works of art throughout the exhibition’s
tour. Merv Richard, deputy chief of conservation, and sculpture
conservators Shelley Sturman, Bethann Heinbaugh, and Judy
Ozone have overseen the safe packing and display of the works
while also lending their expertise to the care of works that need
special handling.

On behalf of all contributors to the catalogue, I would like to
thank the following institutions who made their research col-
lections and resources available: Geheimes Staatsarchiv Preufi-
scher Kulturbesitz, Berlin; Museum of Fine Arts Library, Boston;
Bibliotheque Paul Marmottan, Boulogne-Billancourt; Harvard
University Libraries, Cambridge: Fine Arts Library, Houghton
Library, and Widener Library; Archives départementales de la
Cote d’Or, Dijon; Archives municipales, Dijon; Musée des Beaux-
Arts, Dijon; Thiiringisches Staatsarchiv, Gotha; Forschungsbib-
liothek, Gotha; Library of the Courtauld Institute, London; Getty
Research Institute, Los Angeles; Archives départementales des
Landes, Mont-de-Marsan; Frick Art Reference Library, New York;

Archives nationales de France, Paris; Bibliotheque d’art et



d’archéologie, Jacques Doucet, Paris; Bibliothéque du Grand Ori-
ent de France, Paris; Bibliotheque historique de la Ville de Paris;
Bibliothéque Nationale de France, Paris; Musée de la Comédie-
Francaise, Paris; Ecole nationale supérieure des beaux-arts, Paris;
Musée du Louvre, Paris: Bibliotheque et archives, Département
des arts décoratifs, Département des sculptures; Landeshauptarchiv
Schwerin; Bibliothéque municipale, Versailles; Musée Lam-
binet, Versailles; Thiiringisches Hauptstaatsarchiv, Weimar;
Goethe- und Schiller-Archiv, Weimar. In addition, I wish to thank
the board and members of the French Heritage Society for their
moral and material support of the catalogue’s publication.

I would also like to thank the many individuals who gener-
ously provided information, advice, and support during the
preparation of the exhibition: Mikael Ahlund, Stockholm;
Daniel Alcouffe, Paris; Sergei Androssov, St. Petersburg; Colin
Bailey, New York; Joseph Baillio, New York; Isabelle Balandre,
Paris; Alain Barbier, Paris; Jane Bassett, Los Angeles; Arthur
Beale, Boston; Patrice Bellanger, Paris; Shelley Bennett, San
Marino; Kornelia von Berswordt-Wallrabe, Schwerin; Bernard
Black, Paris; Sally Brazil, New York; Charissa Bremer-David,
Los Angeles; Georges Brunel, Paris; Peter Brosche, Bonn;
Maraike Biickling, Frankfurt; Marietta Cambareri, Boston; James
Cheevers, Annapolis; Susan Chore, New York; Philip Conisbee,
Washington; Brian Considine, Los Angeles; Leon Dalva, New
York; Alan P. Darr, Detroit; James D. Draper, New York; Frangois
Fabius, Paris; Regis Fabre, Draguignan; Marie-Rose Figueiredo,
Lisbon; Horst Fleischer, Rudolstadt; Peggy Fogelman, Los Ange-
les; Albéric Froissart, Paris; Detlef Fuchs, Rheinsberg; Peter
Fusco, Los Angeles; Ulrike Goetz, Paris; Michael Hall, New York;
Antoinette Hallé, Paris; Pamela Hatchfield, Boston; Johanna
Hecht, New York; Kristina Hegner, Schwerin; Brigitte Heise,
Lubeck; Bernhard Heitmann, Hamburg; Brigitte Herbach-
Schmidt, Karlsruhe; Katherine Holbrow, Williamstown; Cor-
nelia Hopf, Gotha; Hanna-Sabine Hummel, Eisenach; Saskia
Hiineke, Potsdam; Joel Huthwohl, Paris; Dominique Jacquot,

Toulouse; Bernard Jazzar, Los Angeles; Bernard Jeannot, Paris;

Tracey Kamerer, Richmond; Sergei Karp, St. Petersburg; Wolf-
gang Knobloch, Berlin; Michael Knoche, Weimar; Jutta Kohlen-
bach, Berlin; Leonore Koschnick, Berlin; Paul Lang, Geneva;
Madame Lebail, Paris; Madame Leclos, Mont-de-Marsan; Vin-
cent Lieber, Coppet; Patrick Le Nouéne, Angers; Mary Levkoft,
Los Angeles; Sonja Lucas, Bonn; Alison Luchs, Washington;
Alexandre Maral, Aix-en-Provence; Patrice Marandel, Los Ange-
les; Thomas Matuszak, Altenburg; Lee Miller, San Francisco;
Ulrike Miiller-Harang, Weimar; Alfred Necker, Geneva; Jutta
Penndorf, Altenburg; Christoph Graf von Pfeil, Munich;
Joachim Pissarro, New Haven; Charles Porset, Paris; Petra
Rau, Frankfurt; Tamara Préaud, Paris; Marcel Roethlisberger,
Geneva; Helmut Rohlfing, Géttingen; Bertrand Rondeau, Paris;
Dominique Roussel, Soissons; David Sarkisyan, Moscow; Ljuba
Savinskaya, Moscow; Rupert Schaab, Gotha; Scott Schaefer, Los
Angeles; Allmuth Schuttwolf, Gotha; Emmanuel Schwartz, Paris;
Sophie Serra, Langres; Claire Sibille, Paris; Anthony Sigel, Bos-
ton; Benjamin Simon, Cherbourg; Emmanuel Starcky, Dijon;
Susan Stein, Charlottesville; Guy Stair-Sainty, New York; Chris-
tian Theuerkauff, Berlin; Monsieur Tilliati, Le Bourget; Mar-
jorie Trusted, London; Walter Tschopp, Neuchitel; Gert-Dieter
Ulferts, Weimar; Dieter Vorsteher, Berlin; Uta Wallenstein,
Gotha; Uwe Jens Wandel, Gotha; Richard Wendorf, Boston; Patri-
cia Wengraf, London; Robert Wenley, London; the late Michael
Wentworth, Boston; Lorenz Willmann, Cambridge, MA, and
Groningen; Charles Wirz, Geneva.

Finally, I wish to thank Jeffrey and Jane Marshall for their
enthusiastic support of the exhibition, their belief in its impor-
tance, and their constant encouragement and friendship. My
heartfelt appreciation goes to the members of my family, espe-
cially to Frangois Poulet for his ever-present help, understanding,

and wise counsel.

ANNE L. POULET
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Note to the Reader

Dimensions

Measurements of the sculptures are given in centimeters,
specifying height (H.) —with and without the base —width
(W.), and depth (D.),when known.

Translations
Quotations from primary, unpublished sources are given in
the original language under Provenance and Related Works;
English translations of similar sources are provided in the
texts, with the original French or German quotations cited in
endnotes. If the material has been previously published, Eng-
lish translations are provided by the authors and approved by
Anne L. Poulet.

Texts originally written in French by Guilhem Scherf and
Claude Vandalle were translated by Jane Marie Todd and
reviewed by the authors and by Anne L. Poulet.

Special terms

agréé—a student at the Académie royale de peinture et de
sculpture in Paris who has been admitted as a candidate for
membership pending the approval of his reception piece.

a lantique —a portrait bust in which the sitter is shown without
a wig, nude or wearing an antique garment such as a toga.

a la frangaise— a portrait bust in which the sitter wears contem-
porary French dress.

cachet de l'atelier—a round red wax stamp inscribed “ACADEM.
/ ROYALE |/ DE PEINTURE | ET SCULPT. /| HOUDON / SC.”
that Houdon applied to many of his plaster and some of his
terracotta sculptures between 1776 and 1793, and perhaps later.
cold stamp—a stamp pounded into the surface of a bronze
after the sculpture has been cast.

cold work —work done with a chisel, punch, or file on the sur-
face of a bronze after it has been cast.

death mask — a positive mask in plaster made from an impres-
sion taken, usually in plaster, from the face of a person who
has died.
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life mask—a positive mask in plaster made from an impres-
sion taken, usually in plaster, from the face of a living person,
except for the area of the eyes.

Loge des Neuf Soeurs—a lodge of freemasons, named for the
nine muses, formed in Paris in 1776. Its membership con-
sisted of prominent scientists, musicians, artists, clergymen,
and philosophers.

sculpteur (or peintre) du Roi— sculptor or painter who is a mem-
ber of the Académie royale de peinture et de sculpture, Paris.
téte d’expression—a study made by a sculptor, painter, or drafts-
man of a head expressing emotions such as anger, sadness,
envy, or piety.

téte nue — a head of a man or woman that is represented nat-

urally, without a wig, hat, or other covering.

Bibliographic references

Full references are given in a general bibliography at the back
of the book, with short citations used in the texts and notes
(including authors’ surnames and dates of publication), unless
a source is cited in only one essay or catalogue entry, in which
case the reference is given in full the first time it appears, with
short forms used for subsequent mentions. Exhibition cata-
logues are treated similarly (short citations include cities and
dates of the exhibitions’ first showing). Archival references
are abbreviated throughout, and a list of abbreviations is pro-
vided below.

List of Abbreviations

Journals

AAF — Archives de l'art frangais

BSHAF — Bulletin de la Société de Uhistoire de l'art frangais
G BA— Gazette des beaux-arts

NAAF— Nouvelles archives de l'art francais

RAAM — Revue de l'art ancien et moderne

SIRIO— Shornik imperatorskogo Russkogo istoricheskogo

obshchestva



Institutions and Archival Sources

ADH — Archives départementales de 'Herault, Montpellier
AMAH — Archives of the Musée d’art et d’histoire, Geneva
AMMF — Archives of the Musée des monuments frangais, Paris
AMN — Archives des musées nationaux, Palais du Louvre
AN — Archives nationales, Paris

AN, Min. Cent. — Archives nationales, Paris, Minutier Central
BHVDP — Bibliotheque historique de la Ville de Paris

BMV — Bibliothéque municipale, Versailles, Don Frick

BN — Bibliotheque Nationale, Paris

BNEst— Bibliothéque Nationale, Paris, cabinet des estampes
DA —Duveen Archives, JPGM

Deloynes — Collection of manuscripts and printed
pamphlets, begun by Mariette, continued by Cochin, and
completed by Deloynes (BNEst)

FLB — Forschungs- und Landesbibliothek, Gotha

GNM —Goethe-Nationalmuseum, Weimar

G SA —Goethe- und Schiller-Archiv, Weimar

GStAPK — Geheimes Staatsarchiv PreufSischer Kulturbesitz, Berlin
HAAB —Herzogin Anna Amalia Bibliothek, Weimar

HStA — Thiiringisches Hauptstaatsarchiv Weimar, Hausarchiv
JPGM —]. Paul Getty Museum, Los Angeles

LACMA — Los Angeles County Museum of Art

MFA —Museum of Fine Arts, Boston

NAD — National Academy of Design, New York

NGA — National Gallery of Art, Washington

NStUB — Niedersichsische Staats- und Universitats-
bibliothek Géttingen

PM L — Pierpont Morgan Library, New York

RGADA — Rossiiskii gosudarstvennyi arkhiv drevnikh

aktov, Moscow

StAB — Staatsarchiv, Basel, Sarasinisches Familienarchiv,
Privat-Archive

ThStA —Thiiringisches Staatsarchiv, Bestand Herzogliches
Museum, Gotha

wCA — Wallace Collection Archives, London
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HOUDON, “ABOVE ALL MODERN ARTISTS"

Guilhem Scherf

ccording to Jean-Antoine Houdon, “one of the most beautiful attributes of the difficult art

of statuary is that it preserves forms in all their truth and renders almost imperishable

the images of men who have brought their nation glory or happiness. That idea has

followed me constantly and encouraged me in my long labors.”" For a sculpteur du Roi in the
eighteenth century, the ultimate goal was to create an equestrian monument. That meant ris-
ing to the level of Charles-Antoine Coysevox, Martin Desjardins, Francois Girardon, Jean-
Baptiste I Lemoyne, Edme Bouchardon, or Etienne-Maurice Falconet. For a long time Houdon
believed he would create such a monument to the glory of George Washington, and he went to

America in 1785 in the hope of convincing Congress.’

The economic situation in France in the two decades preceding the Revolution (1769 -1789)
hardly allowed for the undertaking of expensive sculptural programs, whether their costs were to
be assumed by the crown or by the provinces. The only substantive project set in motion was a
monument in honor of Louis XVI, to be placed in Brest facing the ocean. And in r785 both Houdon
and Augustin Pajou vied for that commission —the former supported by the bishop of Saint-
Brieuc, the latter by the comte d’Angiviller. In June of that year the Estates of Brittany prudently
decided to organize a formal competition, with models sent to them. Houdon submitted a pro-
posal in 1786 before the project was definitively abandoned.’ He had just triumphed over his
other rival, Jean-Jacques Caffieri, winning a commission from the Commonwealth of Virginia to
create a statue of Washington: his friendship with Thomas Jefferson had prevailed over earlier
ties between Caffieri and Benjamin Franklin.’

If Houdon was intensely driven to obtain commissions for monuments in the mid-1780s and
during the Revolution, it was not solely for his personal prestige or financial gain: he wanted
to avenge himself before his colleagues in the Académie royale de peinture et de sculpture

and, above all, to compensate for the ostracism of the director of the Batiments du Roi, the

Detail of Winter, also called La Frileuse, cat. 38
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powerful comte d’Angiviller, who was placed in charge of royal
commissions when Louis XVI ascended to the throne in 1774.
D’Angiviller, a personal friend of the sovereign,5 had begun to
commission statues of the prominent men of France from the
sculpteurs du Roi in 1775.6 These commissions were prestigious
for at least three reasons: first, they were intended ultimately
for the adornment of the Grande Galerie of the Louvre; second,
they were to be first exhibited at the entrance to the Salon in the
courtyard of the Louvre, where they would be highly visible and
extensively discussed by the critics; and finally, the remunera-
tion for them was high: 10,000 livres, with the marble provided.

As an official member of the Académie royale since 1777,
Houdon was entitled to receive such a commission, but he had
to wait until those with more seniority were accommodated.
Professors Pajou and Caffieri, assistant professors Etienne
Pierre Adrien Gois and Louis-Philippe Mouchy, and long-time
members Pierre-Francois Berruer and Félix Lecomte therefore
submitted statues for the series to the Salons of 1777 and 1779.
Some preferential treatment was nevertheless obvious: Pajou
was invited to create two statues, those of René Descartes and
Jacques Bénigne Bossuet;7 and Clodion, who was not yet a
full member of the academy, received the commission for
Montesquieu, the model for which he exhibited at the Salon
of 1779.8 Notice was taken of that injustice and presumably

contributed to the poor reception of his plaster:

I don’t know...why M. Houdon, already a member of
the Académie, whose merit is founded on brilliant
successes, was not preferred to the artist responsible for
the statue of Montesquieu, M. Clodion, who is only an
agréé, who is unknown, and who has made his debut
with a work that is universally condemned. I questioned
that modest man, whose only response was silence. I
was confirmed in my opinion that the funds the king
intended for the advancement of the arts would be
diverted to reward groveling subjects who curried favor
from the premier peintre and director. In any case, M.
Houdon is vindicated in the surprise all art lovers feel in

not seeing him employed.9

In 1777 and 1779 Houdon’s submissions to the Salon had been
numerous and spectacular, though for the most part limited to
busts: “M. Houdon is hard-working and loves his art, two major
sources of success; condemned for several years to do only

portraits, his genius may be sadly fettered and may prevent us
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from seeing all his merit. It would be desirable to provide the
means of encouragement to persons who prove capable. One’s
soul shrivels when one does only small things; M. Houdon is very
young and deserves someone to come to his aid.”" D’Angiviller
understood immediately and commissioned Houdon to create
the Maréchal de Tourville (see cat. 52) a few weeks after the Salon
of 1779 closed; at the same time, Pajou was asked to contribute
his third “Great Man,” a statue of Blaise Pascal.

This was not the first time Houdon had endured official
disfavor. The catalogue for the Salon of 1775 lists his plaster
model for Woman Stepping out of Her Bath (lost), which was
probably not shown, considering the critics never mentioned
it. A note from d’Angiviller to Jean-Baptiste Pierre, director of
the Académie royale and premier peintre du Roi, on 4 July 1775,
set the censorious tone he wished to see applied by members
of the committee responsible for selecting the works for the
Salon: “However persuaded I may be of the attention members
of the committee will pay to seeing that, in [the Salon of 1775),
no work slips through that may offend morals, owing to inde-
cent nudity, I feel obliged to recommend that they carefully
attend to observing that precept...and, since officers of the
academy are not subject to committee review, I exhort them to
be all the more severe in the judgment of their own works, in
terms of the decency they ought to have in order to be exhibited
before the public.”11 In 1779 d’Angiviller refused to have
Houdon’s Bather executed in marble for the king.12 In addition,
all Houdon’s nude female statues were turned down for the
Salon during the reign of Louis XV 1,” and none was acquired
by the royal administration. The artist did not display his
plaster of Diana the Huntress (see cat. 35) or his standing Naiad
(lost) at the Salon of 1777, nor did he display his marble of La
Frileuse (cat. 38) at the Salon of 1783 or even a reduction of it
in 1785: “Tomorrow we will examine the pieces to be admitted
to the Salon. Two half-size figures by M. Houdon were brought
in: one, which is draped, is not wonderful; the other might not
pass because of its kind of nudity. A completely nude figure is
not as indecent as those that are draped with a false modesty."14
Their absence disappointed Houdon’s admirers: “That rare
talent makes us sorry not to see the large figures announced in
the catalogue for the Louvre exhibition.””” But the moral order
set in place under Louis XVI, coinciding with the imprison-
ment of notorious libertines (such as the comte de Mirabeau
and marquis de Sade),16 would not stop Houdon: his marble
Diana, dating from 1780, has very visible genitalia. No one before

him had dared to depict a full-scale female nude (without
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drapery) so realistically.l7 Christophe-Gabriel Allegrain’s
Diana (fig. 1), on view in the sculptor’s studio on the outskirts
of the Salon of 1777 and celebrated as “the masterpiece of
modern sculpture,”18 appears sexless by comparison, as does
Pajou’s Psyche, the plaster for which was withdrawn from
the Salon of 1785 after a complaint from the parish priest of
Saint-Germain IAuxerrois.

Houdon circumvented the Salon and systematically showed
his rejected works, or those subject to rejection, in his studio at
the Bibliotheque du Roi, prompting some to criticize: “Such
innovations must have been frowned on by the Académie royale;
and they display a certain spirit of charlatanism.”” That last
word is a strong one, but Houdon’s most rancorous enemy, his

eternally jealous colleague Cafhieri, had used it first:

What confirms his great reputation, or rather his char-
latanry, with the public is that he shows his work gratis
all year long at the Bibliothéque du Roi. Nevertheless,
people tip the Swiss guard, who is assigned by M.
Houdon to detail at length the beauties of every figure
and portrait, of which there are countless, since the artist
produces a great deal of merchandise. The guard takes
great care in escorting the crowd, and, after eyeing the
free gift, in saying “Ladies and Gentlemen, send us your
relations, your friends, your acquaintances, since M.

Houdon is the most skillful sculptor in Paris.””

This act of denunciation had repercussions at the Bitiments
du Roi: Montucla, d’Angiviller’s chief clerk, added a note to
the letter, “This is too true in the opinion of the officials,”
suggesting that the openness of Houdon’s studio was not
appreciated in high places. The purpose of that openness in fact
was not only to show works that could not be exhibited at the
Salon (statuary that was censored or too heavy to be transported
upstairs): everyone saw that it also served purely commercial
aims.” This was a sensitive subject for d’Angiviller, who was
then suppressing the Académie de Saint-Luc in an attempt to
restore the authority of the Académie royale de peinture et
de sculpture; he would undoubtedly not be happy about the
openly commercial aims of one of the latter’'s members. This
was obviously the result Caffieri desired.

Of course, the problems between Houdon and the king’s
administration in no way obscure the originality of the sculptor’s
art. Marginalized by d’Angiviller, he nevertheless found patrons

to support his genius, beginning with the procureur général of

1. Christophe-Gabriel Allegrain, Diana, 1777, marble,
Musée du Louvre, Paris.

the Carthusian order in Rome, the duke of Saxe-Gotha, the comte
d’Artois, the financiers Simon-Charles Boutin and Anne-Charles
Modenx de Saint-Wast, the banker Jean Girardot de Marigny,
the duc d’Orléans, Voltaire's niece Mme Denis, Catherine II of
Russia, Thomas Jefferson and the Commonwealth of Virginia.
Once a commission was obtained, the artist was driven to find
new ways to treat a model or a concept. His Saint Bruno (cat. 4)
referred to the dynamic statue of the saint by Michel-Ange Slodtz
at Saint Peter’s basilica but proposed an introverted stance.”
His Summer (cat. 40) as well as Ceres for the chateau de Maisons
created an original iconography, distinct from traditional inter-
pretations. His Diana (cat. 35) reinvented the theme, linking
a face devoid of passion to a sexual femininity. His Bather,
accompanied by a black servant woman (cat. 42), was unprece-
dented, and it introduced that subject to the history of sculpture
in the form of a tableau-vivant. Houdon's Seated Voltaire (see
Frank essay, fig. 2) was a soothing response to those whom Jean-
Baptiste Pigalle’s Nude Voltaire (fig. 2) had alngered.24 Houdon
deified “the old man of Ferney” by combining allusions to
antiquity (the robe like a toga and the traditional philosophers’

headband) with a realistic likeness of the face, illuminated
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and humanized by the famous smile. With Diderot’s support,
Pigalle had adopted an intellectual and aesthetically radical
vision, combining an emaciated, dying body with a head full of
life. That type of conflict was alien to Houdon, who practiced an
art of synthesis above all. One can see this also in his figure of
George Washington (see cat. 47, fig. 3). The hero was loath to see
a statue done of him in the antique style, so the sculptor depicted
him in his general’s uniform, his sword hung from a Roman
fasces (symbolizing the thirteen federated states), with a plow
at his feet alluding to Cincinnatus, prematurely returned to
civilian life. That deft mixture of genres—contemporary
clothing and classical symbols —also distinguishes Houdon’s
Washington from the “Great Men” in the comte d’Angiviller’s
series: its forceful sobriety and intellectual efficacy in some ways
eclipse the Tourville, impeccably accurate historically in its

seventeenth-century costume, but overly complicated.

4+ PORTRAIT BUSTS  +

Diderot once said, “The portrait is so difficult that Pigal told me
he had never done one without being tempted to give it up. In
fact, it is especially on the face that life, character, and physiog-
nomy reside.”” The portrait bust established Houdon’s repu-
tation. His unparalleled gallery of subjects has often been
enumerated: portraits of the royal family and the court, minis-
ters, aristocrats, magistrates, doctors, astronomers, writers,
wives of bankers, and heroes of the day graced various social
circles. Of these, notable examples include the influential Loge
des Neuf Soeurs, Mme Necker’s salon, which included Enlight-

enment thinkers and Swiss financiers, and the Lycée des arts.

2. Jean-Baptiste Pigalle,
Nude Voltaire, 1776,
marble, Musée du
Louvre, Paris.
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Although Houdon is rarely cited in memoirs of the time, unlike
Lemoyne and even Pajou, who were more worldly, he was nev-
ertheless present everywhere. His tour de force was to present
his busts at a time when critics were weary of the proliferation
of portraits at the Salon: “a host of busts, portraits of nameless
men. ... What do the images of these financiers...these chief
clerks or assistant clerks, these doleful marquises, these anony-
mous countesses, these no-account judges’ wives matter to
us?...May we see the bust of an illustrious warrior or a man
of genius alongside that of a pen—pusher?”26 This comment,
remarkably, echoes one made at the Salon thirty years earlier,
referring ironically to the “mob of obscure men with no name,
no talent, no reputation, no physiognomy even; all these crea-
tures whose only merit is to be alive.””” Houdon'’s portraits of
the celebrities of his day, which were regularly discussed by the
exhibition critics, stood out from the crowd of unknowns, thus
flattering their sitters. The praise addressed to the busts reflected
back on the subjects: “M. Houdon lacks only the means to make
his portraits speak, since, as for likeness, he lacks nothing”; “It
seems that the only thing missing from M. Houdon’s portraits
in order for them to be the people themselves is the color of the
pupils and skin, parts that sculpture cannot render”””

The essential quality of the portraitist is expressed succinctly:
“I believed I would be allowed to take pride in these works,
whose sole merit is likeness.”” To come as close as possible to
the anatomical truth of his models,” Houdon employed a rig-
orous system of measurements using calipers: his exactitude
was demonstrated when the exhumed skull of John Paul Jones
was compared with the head sculpted by Houdon and the
dimensions were identical (see cat. 44); for his planned eques-
trian statue of Washington, he boasted of having taken “the nec-
essary measurements from the general himself. ! He even took
impressions from the faces of the living (Lafayette, Dumouriez,
Boissy d’Anglas) and of the dead (Rousseau, Mirabeau, Méjanes,
Collin d’Harleville) The use of castings from nature had been
known since antiquity,33 but the practice was not widespread
among portraitists in the eighteenth century, even Coysevox
and Pigalle, two artists with a realist sensibility. In the absence
of the sitter, Houdon wanted, whenever possible, to have at least
a flesh-and-blood person in front of him.”* “For more than an
hour,” d’Angiviller himself stood in for the minister of finance
Jacques Turgot, to whom he bore a publicly notorious resem-
blance;”” and Gouverneur Morris posed in Paris for the statue
of Washington, noting that “the humble role of artist’s model

. R
is rather tiring.”
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3. Jean-Jacques Caffieri, Claude-Adrien Helvétius, 1772, marble,
Musée du Louvre, Paris.

Houdon’s naturalism was given its utmost expression in
the attention he paid to his subjects’ eyes, instilling in them
a presence that was unanimously hailed: “M. Houdon may
be the first sculptor who knew how to do eyes.”37 His technique
first appeared on the Diderot at the Salon of 1771 (cat. 19), shortly
after his return from Rome, where he had been able to study
Bernini’s busts. Carving the iris into the shape of a bowl, he
evoked the pupil by hollowing out a small depression in the
bottom, and he left a section of material in relief along the
edge of the iris to allow for the play of light and shadow and
to simulate the liveliness of the gaze. This formula, which he
applied systematically thereafter, brought new life to the exe-
cution of the sculpted portrait.

At the Académie royale the comte de Caylus had been an
advocate of using the uncarved white eyes seen on early Roman
busts: “The sculptor must not mark the pupils, because he must
not color.... In addition, there is more art and more advantage
to letting the beholder imagine the action of the eyes."38 But
that radical opinion was not shared by all: “The most obstinate
advocates of antiquity could not deny that the art with which

the moderns give expression and life to the eyes by carving the

pupil adds a great deal of value to their heads.”” The way
Lemoyne and his students rendered the eyes differed from
Houdon’s technique.40 The pupil of the eye in Caffieri’s
Claude-Adrien Helvétius (fig. 3) is hollowed but not deeply,
and the contour of the iris is just incised. The same handling
is evident in Pajou’s Comte de Buffon “a la francaise” of 1773
and in his Nathalie de Laborde of 1789.41 Pajou is the artist who
hollows the pupil the least, probably to differentiate himself
from Houdon.

Houdon also distinguished himself from his colleagues in
the way he treated hair — perceived in its totality, sculpted in
masses —and sometimes in his adeptness at depicting the
sitter with parted lips. He shows the subject’s teeth in the
Sophie Arnould and in the portrait of his wife (cats. 8—g and
17)42 and represents the mouth slightly open in busts of Diderot,
Miromesnil, Franklin (cats. 19, 30, 43), and Mme Victoire, sub-
tly animating the surface of the face and using the shadow of
the mouth to balance those formed by the hollows of the eyes.

Houdon explored a variety of formulas for presenting the
head and torso. For portraits in the classical style he showed sit-
ters with short hair and employed a truncation that eliminated
the shoulders (see his busts of Diderot, Rousseau, and d’Alem-
bert; cats. 19, 26, 27). For other portraits he depicted his subjects
in contemporary dress or in uniform and included most of the
torso (such as the duchesse de Mecklenburg or Miromesnil; see
cat. 30). The head could be turned to the side or facing the
viewer; there was no rule, and in this, he shared the approach
of other portraitists. For large-scale compositions that did not
allow a rounded truncation at the shoulders, he confronted the
problem of how to represent the arms. Like his fellow sculp-
tors, he dissimulated the limbs in flowing drapery (see the busts
of Mme Girardot de Vermenoux, Louis XVI, and Mme Adélaide;
cats. 31, 50, and 51). But in his portrait of Mirabeau (fig. 4), he
was bold enough to evoke an arm in motion, pointing forward;
this extraordinarily powerful bust flings a magnificent stump
toward the viewer. No one before Houdon had created such an
audacious composition in marble. In any case, the critics at the
Salon of 1791 did not let him get away with it: “It is beautiful,
but it is troubling that the arms are so disagreeably cut off”;
“sculptors should avoid cutting off the arm at the elbow —such
a revolting image."43 Now one sees the amputation of the arm
more positively, as a sign of the orator’s efficacious bl'utality.44

Houdon’s genius lay in his capacity to show the individual
as a whole, beyond the mimetic representation of the features,

even at the risk of sometimes disappointing a model. Princess
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4. Houdon, Honoré Gabriel Riqueti, Comte de Mirabeau, 1791, marble,
Private Collection.

Dashkova posed for her portrait in 1780 and remarked: “When
the bust was finished, I could not help but notice that the artist
had too much taste to capture a resemblance; instead of the
simple Ninette I was, he draped me like a smart French duchess
with a lace headdress and my neck uncovered.”” Houdon’s
gallery of portraits, unequaled in scope and diversity in the eigh-
teenth century, depicts individuals with extraordinary realism,
not only their characters but also their social stations. Diderot
had written, “Strictly speaking, it is not individuals that must be
placed onstage but conditions.”** The bust of Princess Dashkova
has disappeared, thus it is not possible to have an opinion on
it, but most of Houdon’s portraits clearly project a sense of their

sitters’ social rank.

4+  MULTIPLES +

For Houdon the creation of a portrait almost always culminated
in the execution of a marble bust. In the vast majority of cases
he made only one copy.47 Exceptions include works that were
replicated because of a flaw in the material (such as the busts
of Cagliostro and Buffon; cats. 14 and 28), likenesses of certain

celebrities produced in multiple versions by the studio (Diderot
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and Voltaire; cats. 19—22 and 23-25) —but only in moderation,
for marble was expensive—or in the case of Miromesnil
(cat. 30), presumably responding to a specific request from
the patron.

Different considerations arise in relation to Houdon’s
exploitation of his works for commercial purposes. In such
cases, he used bronze very rarely (preferring to keep this favored
material in reserve) and instead cast terracotta copies or, more
often, plasters. Houdon was the first modern sculptor who did
not hesitate to mass produce his sculptures or to delegate pro-
duction to his workshop. In this he far surpassed Caffieri,
though the latter inundated academic institutions with various
castings of his works. In fact, one scholar has described
Houdon'’s studio as a “veritable factory."48 The terms of his con-
tracts with Sophie Arnould, John Paul Jones (cats. 8, 44), and
Jacques-Antoine-Hippolyte de Guibert support this designa-
tion.”” Houdon even thought of executing one hundred or two
hundred plasters of Washington, “at 2 louis apiece."So When he
sent plasters of his sculptures to the Société des beaux-arts in
Montpellier, he was careful to list his prices, stipulating that it
was forbidden for the society to have casts made of them.” It
was, in fact, an exclusive right of his studio. One ought not to
conclude, however, that Houdon cast many plasters of all of his
portraits: either he executed the terms of a contract or he took
advantage of the fact that the features of some celebrities had,
in some sense, already entered the public domain.”

On this subject, an unpublished exchange of letters sheds
some light on the notions of “original” and “copyright."53 In
1785, just before his departure for America, Houdon did a por-
trait of the cardinal de Rohan,54 and on 6 March 1788 the car-
dinal’s treasurer asked him to send the plaster bust to Strasbourg
so that the prelate could examine it and decide whether to have
it executed in marble. In the draft of his response Houdon
replied that he possessed “only a single plaster of the bust of
His Holy Highness Monseigneur Cardinal de Rohan, which
plaster comes from a cast made from clay and then broken along

with the mold.” He continued:

To accede to the request made in your letter, I would be
obliged to separate myself entirely from one of my
works, something I never do. In addition to those I
deliver to those who honor me with their trust, I always
keep an exemplar for myself....The mold always
belongs to the artist, unless different arrangements are

made. When I had the honor three years ago of doing the
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bust of His Holy Excellency, I was in an extreme rush
because of my trip to America and the desire to display
that bust at the Salon; to accelerate operations, I had it
cast from a waste mold. A waste mold is one with only
two pieces, which must be broken for the plaster to be
removed; the plaster is then unique and serves as a
model equivalent to the clay, which is also lost. I objected
to delivering the bust only out of fear that, should it come
to be broken along the way, I would have to give up any

hope of executing it in marble.

Nevertheless, Houdon was ready to “pay the costs for a second
mold” —that is, to recast from the original model —and provide
the cardinal with several copies.55 A letter dated 12 May 1788
from Lambre, “attaché” to the cardinal de Rohan, returned to
the notion of who owned the mold: “It seems to me that the
mold belongs to the one who employs the artist’s talents, to
reserve for himself the satisfaction of being able to make sev-
eral plasters, even if there is a desire to have the bust executed
in marble.” That was a way of demanding for the patron a kind
of perpetual right: the sculptor provides the master work—the
bust in marble —and also the mold, leaving open the option to
reproduce the object at the patron’s complete discretion. This
interesting exchange of letters énded there: Houdon presumably
sent a plaster copy to Strasbourg (now lost or unidentified) and,
with the approach of the Revolution, probably never executed
a marble.

In reading these documents, one observes how closely
Houdon attended to the notion of the ownership of his works.
Moreover, he was the only one among his contemporaries to
create a red wax seal bearing his name and title as member of
the Académie royale and to place it on his sculptureés for their
authentication. It is difficult to determine at what date he began
to use this cachet de Vatelier. A number of works were probably
stamped at the time of the two studio sales in 1795 and 1828;
for example, the terracotta of the 1771 Diderot (cat. 19) most
likely received its cachet de l'atelier in the posthumous sale of
1828. But Houdon used it well before that: the plasters pur-
chased by the duke of Mecklenburg-Schwerin in 1782 bore the
seal, which, by contrast, is absent from those acquired by the
duke of Saxe-Gotha. A letter from the sculptor, dated 13 Febru-
ary 1776,56 mentions, already at this date, that the cachet de l'ate-
lier was placed on the small plasters of his Ecorché depicted with
one arm raised above the head: “The fear and even certainty

that the sculptors in this academy have of seeing their works

spoiled by that mob of counterfeiters, who, without any talent,
occupy themselves here on a daily basis making new castings
of their products, which they then sell dirt cheap. .. have made
me put off executing this project."57 He finally resolved to have
a notice published announcing the sale of the statuette, speci-
fying the existence of a “seal of the Académie [royale] and my
name,” and indicating that the work “may not be marketedany-
where but in the Bibliothéque [du Roi].”58 It is noteworthy that
Houdon was engaged in this commercial activity before he had
even received full membership in the Académie royale. The
above-mentioned letter from Caffieri to d’Angiviller in 1779
drew attention to the public visibility of his rival’s products,
which must therefore have taken on a certain magnitude by
that time.

Fraudulent copies and irr_litaltions59 continued to appear after
Houdon'’s death, especially during the last third of the nine-
teenth century and the beginning of the twentieth. Three exam-
ples suffice to illustrate the problem. The major art collector
Frangois-Hippolyte Walferdin (r795-1880) allowed Gustave
Deloye (1838 - 1899)60 to make new casts of his terracotta bust
of Diderot (cat. 19), which were carefully reworked with a tool and
quickly became confused with old versions. In addition, around
1872 the sculptor’s great-granddaughter allowed at least two
busts of Mme Houdon (cat. 17) to be cast from the original sculp-
ture. Finally, the newspaper Le Temps indicated on 3 July 1912
that an antiquarian named Fichet had made a cast from a bust
of Michel-Jean Sedaine, executed by Deloye, and had added
Houdon’s signature to it.

Houdon’s commercial activity was not limited to the
diffusion of his plasters and terracottas. He was involved in
the casting of bronzes, and in that capacity he could have played
a not insignificant role in the development of sand-castings.61
He also had a number of models cast by other specialists. That
practice, followed by other sculpteurs du Roi, such as Pajou
and especially Louis-Simon Boizot, is less well documented in
the Houdon literature. The few objects possibly identified —
a clock sold to the prince de Condé in 1770,62 a writing case
that Catherine II offered to Prince Orlov, executed in about
1775—1777,63 and the famous Baiser donné (cat. 41), marketed
before 178764—indicate that such works were created over the

course of the artist’s entire career.
+ HOUDON,“FIRST STATUARY IN THE WORLD" +

Houdon prevailed over his colleagues by virtue of the multi-

plicity of his talents, the originality of his approach to his
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5. Houdon, detail of the Monument of the Comte
d’Ennery, 1781, marble, Musée du Louvre, Paris.

subjects, his deftness in rendering his sitters’ features and in
breathing into them an inimitable touch of authenticity, his
aptitude in marketing and promotion of his work, and the wide
range of his social connections.” After the death of Lemoyne in
1778,66 only Pajou could challenge him in statuary, and Caffieri
in portrait busts.” During Louis XVI’s reign, however, these
sculptors did not have the same patrons: Pajou had a special
relationship with the administration of the Batiments du Roi,
and his activity as a portraitist was secondary and most often
reserved for his friends; Caffieri, a more prolific creator of busts,
intentionally focused on academic and institutional circles.
Houdon could thus appeal to a large audience among private
collectors (many of whom also patronized Clodion, the undis-
puted master of small terracotta sculpture).

Houdon’s aristocratic clients commissioned busts of
themselves, but usually without seeking to acquire other works
by the artist. The duc de Brissac was an exception. When the
sculptor announced he was leaving for America, there was a
sense of urgency among those who wanted to sit for portraits. In
a handwritten note dated 21 June 1785, the duke pressed an invi-
tation on Houdon to come out to the country for a few days,
offering him “three long posing sessions” to clinch the deal.”
What is unusual, or at least little known, is that Brissac also
collected sculpted portraits of his contemporaries:69 he purchased

a plaster of Houdon’s Prince Henry of Prussia (see cat. 54)70 as
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well as one plaster and one terracotta bust of the duc de Niver-
nais (see Mathies essay, fig. 6). The latter two were inventoried
in 1792 in the canopy room of his Paris house.”' More often
collectors of modern sculpture were found among the financiers.
Artlovers such as Vassal de Saint-Hubert, Bergeret de Grand-
court, Bourgeois de Boynes, and Calonne collected works by both
Clodion and Houdon, without commissioning portraits of
themselves. The banker Girardot de Marigny, a close friend of
Houdon, exhibited bronzes of Diana and Apollo in his garden
(cats. 35 and 37) and had two matching versions of the Baiser
donné in white marble in his home (see cat. 41),72 along with
marbles of Anne Audéoud (depicting the daughter of a friend,
the Swiss banker Michel Audéoud) and Sabine (depicting
the sculptor’s daughter),n but did not commission a bust of
himself.”*

In Houdon’s own lifetime his genius attracted nearly unan-
imous praise for iconographical inventiveness, a new approach
to classical sources, the exceptional likenesses —both physical
and spiritual —to his subjects. Much has been made, and rightly
s0, of the realism of Houdon’s portraits and of his general attach-
ment to that which is real.”” But one must also recognize his
sensibility. As Falconet put it, echoing an idea espoused by
Diderot: “To earn universal approval, the sculptor must com-
bine with the studies necessary to him an even greater talent.
This talent, so essential and so rare, though it appears to be
within reach of all artists, is feeling.”76 Houdon would not have
disavowed this remark. One thinks immediately of the exquisite
sensitivity of his portraits of children, treated with a natural-
ness that his contemporaries greatly admired: “Finally, artists
no longer disfigure the heads of children by dusting them
with white powder as was once done.... We no longer see
on children’s heads the rolled curls, the bows, the plastering,
that our eyes, entranced by the practice, too long endured. ...
Childhood has once again assumed the simplicity of that pleas-
ant age.”77 One thinks also of the sorrowful expressions of
Pauline d’Ennery, holding a handkerchief wet with tears, and
also of the comte d’Ennery’s widow, with two tears carefully
chiseled below her eyes (fig. 5).78 Houdon did not invent this
sentimental detail in sculpture,79 but his use of it reveals so
well the aesthetic of an age when this display of emotion was
accepted. The sculptor’s skill is thus also apparent in his abil-
ity to capture the spirit of his time. His art oscillates between
realism and feeling, the portrait of character and the portrait of
condition, unique pieces and works in series. It is this very broad

. . 80
range that makes him an artist “above all modern artists.
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ETAT DES CHOSES:
A RECENTLY DISCOVERED DOCUMENT BY HOUDON

Anne L. Poulet with Ulrike D. Mathies and Christoph Frank

ean-Antoine Houdon first came into contact with the small German court of Saxe-Gotha

in the late summer of 1771 when Frédéric-Melchior Grimm (1723 -1807), the court’s advi-

sor, who had lived in Paris for more than twenty years, proposed that Houdon take over

the commission for a funerary monument to the late duchess, Louise Dorothea.' The young

sculptor, who had returned from four years of study at the Académie de France in Rome at the

end of 1768 and had become an agréé at the Académie royale de peinture et de sculpture in Paris

during the summer of 1769, traveled to Gotha and stayed at Schloss Friedenstein from 25 Octo-

ber to 3 December 1771, bringing with him a terracotta model for the proposed funerary monu-

ment. While there, Houdon won the admiration and confidence of the members of the court,

especially that of the hereditary prince, Ernst Ludwig, who would succeed his father as Duke
Ernst II in March 1772.’

The young duke, strongly influenced by his highly cultivated late mother and key figures of
the Paris Enlightenment, set out to put Gotha on the map as a cultural and intellectual center in
Germany. By 1771 he must have already intended to establish an art academy at his court, an inte-
gral part of which would be a collection of plaster casts of antique and modern sculptures as well
as other works of art that could serve as models for the students. Although this project was not
fully implemented until 1786,” Ernst’s acquisitions in the first years of his reign reveal his early
aspirations. In addition, he sent his protégé, the young German sculptor Friedrich Wilhelm Doell
(1750-1816), who had been referred to the court by Grimm, to Paris with Houdon to be trained
in his studio and learn anatomy at the Académie royale.

Ernst I1 enlisted Houdon’s help in assembling an appropriate study collection and thus, as
an unintended consequence, created what is still today the largest group of works by Houdon in
Germany.’ It was heretofore unknown when and how Houdon’s sculptures found their way

to Gotha, but a recently discovered letter by Houdon to the young duke, published here for the first

Detail of the Ecorché, cat. 1

29



/—D {\%

Ferp o =
i J@J =

chodes 'zm[dmuu dana [es ( m.u‘mawm/tw -
a Jon Qligse ¢ )Lunam)muu b e <

e ( n!/wL 2o @

thloiprop oaé Demellee 1 oidze rulelligitle o nlzvrqf'

///mu teconnoibee //al/m chose surle c /un/u par Jenros e ()
% rrnenod 1 r/m];u U//rL'/I A faceic iz weillenens_ct»

€
chacusn Des avlicler - maic voyas gus /’n 4 ‘u//; wein. Sen alloioni
en pasaa e ol Lyele Danic e ('az)/c se i /un cortlrsierd -
S
Comredon L‘Z/’/{!/(/w\_ ca e cheefs Donwvre en fonse
o '/( 7’/ I cle

cap € anSalers D Deertier fy ced verr Seewir D ‘xrm‘wc o lonx

gaee /1/1/: urmr//r Jaunec cfre n/ aré [

lec ot - fe lswoye ol 2 ;‘., e e pour, / g0 par

Hlemanme: Deda Delicalesre Do Contuzee i eirlse Dennor e

ol i te picce Jugen Jn)r/a/m‘ fe vt 7«:/:::/ s tare Dc

alile f"/nﬂlz/ iy

voir s rioule anssy ! Lione [ tfrro- /n

conleibper ﬁf?//amf) atnar gore L pabilete Dicsonlens g
consisle a bien s ger In g / aanile (J/u/[l’l < necestaties ero

7
/tJ/ acer ?(/’mw n/ummm e crrlentt S sy ore et

nen par /m/{w/Jﬂrz 9 II/III/HII\’ S crore /m- Le srons
manfe 'z‘/m/u ot o Deva cenle: U nndiet o o
miifle. jf a/u//;/ sreane 1t ponr le mn-//}/‘ 11 8127 O

e conper] le Podete cn ange nior ceauns: Jul <o menls O,

</:7 1¢ conlercatnile Dnnse tour cexc meonler /'r/u um/ it
]u/ ///‘/u/f 20lre L?/Irlfr leworior je cvotn Devorr prevcn o
//n lonninse ¢ (/wmu/wu meu on Dcballenn : cola o n -
acg e e cerlatie wadene Dien e ve e oo g/u \rlt alve

par lnvarsor

ars

1 Serle D g o uedp st la s

conlie /1/\/0’11 N/JIIIIIH!IU\ /r 7; m/’/‘, crt 47/1/ e

niprds oo fern.a

. « "t . 3 .
e vuidere ?urt scead jone - n/".n'.: L aear 3

1. Title page of Houdon'’s letter to Duke Ernst 11 of Saxe-Gotha,
Forschungs- und Landesbibliothek Gotha, Chart A 712, fol. &r.

time (see the Appendix to this catalogue), answers these ques-
tions and provides valuable new information. The undated, thir-
teen-page manuscript, which survives in the library of Schloss
Friedenstein (fig. 1), bound with other papers from the duke’s
estate,5 discusses some of the sculptor’s most important com-
positions as well as previously unknown pieces; sheds light on
his working methods; and gives a deeper insight into Houdon
as a person, teacher, and artist. It was enclosed in a letter Grimm
wrote to Ernst II on 20 July 1772 with the intention that it pre-
cede the arrival of several crates with works of art that Houdon
had shipped from Paris.’

Although Houdon had only recently completed his train-
ing, the tone of his letter to Ernst II is didactic and avuncular.
It makes clear that he had already formed strong convictions

about teaching models and aesthetics (from which he did not
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waver for the rest of his life). It is also evident that the young
sculptor had won the full confidence of the duke, who entrusted
him not only with forming a collection for his nascent art
academy but also with its crating and shipping. Leaving noth-
ing to chance, Houdon sent instructions for the unpacking,
assembling, identifying, and even repairing of the works of art.
The shipment contained examples of Houdon’s own works in
plaster as well as plaster casts after the antique, prints, draw-
ings, and a group of medals and medal proofs by the Duviviers,
father and son. The selection was made with an eye to econ-
omy. In the letter itself Houdon discusses the usefulness of
sculpture for teaching purposes, and he is preoccupied by
technical issues such as mold making, the quality and type of
materials to be used, the proper assembling of plaster casts,
and appropriate finishes and fixatives. He also addresses the
issue of how art should be exhibited and the importance of

lighting, framing, and placement.

+ CRATES AND CONTENTS  +

In all, Houdon packed three crates, carefully filling any empty
spaces and cavities with additional objects, all of which were
protected by sawdust. The first and largest crate contained as a
centerpiece the life-size figure of the Morpheus and included,
among other works, the Priest of the Lupercalia, the Standing
Vestal, and the Baiser donné as well as two frames containing
medal proofs. The middle-sized crate held the statue of the
Ecorché, under the head of which could be found a smaller box
with a Flayed Horse in addition to the figure of the Saint Bruno
and busts of the Vestal, Saint John the Baptist, and the Peasant
Girl of Frascati. The smallest box, measuring only three feet,
enclosed other selections, such as two wooden frames for medal-
lions, the pastels, prints, and drawings, and a piece of wood
to attach the right arm to the body of the Ecorché. Aiming for
clarity and structure, Houdon had established “an intelligible
and brief system to recognize each object on the spot by using
numbers placed on each object and located in the same way on
each of the articles. But seeing that most of them fell off in the
process of placing the objects in the crate” (Appendix, lines 1-
5), he did not continue. In general, Houdon’s explanations in the
letter adhere to the sequence in which he packed the crates; but
they are interwoven with opinionated digressions, resulting in
a rather confusing text. Immediately following the present essay
is a summary of the objects shipped, listed in thematic and
chronological order, with references to the letter and to Gotha

inventories, where applicable.
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Houdon considered fundamental for Ernst II’s planned art
academy a number of his own works, which represented a wide
range in style, from copies after the antique to tétes d’étude,
anatomical studies, and religious works. Particular importance
was given to his life-size plaster cast of an Ecorché. The model
sent to Gotha, inscribed “Rome 1767,” is the same one that
Houdon had executed in Rome as a study for the figure of Saint
John the Baptist and had sold to the Académie de France there
in 1767 (cat. 1). Houdon explains to the duke that he “had done
this work to teach artists, which is the reason for the ideal-
ization of the composition” (lines 62— 63). Eventually the sculp-
tor was to give or sell casts of his Ecorché to art academies and
schools all over Europe and America.

Included in the shipment was a selection of works that
Houdon had done in Rome and then exhibited in Paris at the
Salon of 1769, immediately following his return from Italy.7
Among them was a beautiful plaster Head of Saint John the
Baptist (see cat. 3, Related Works), done, like the Ecorché, as a
preparatory study for the statue of Saint John, which had been
commissioned for the Carthusian church in Rome in 1766. In
one of the most revealing passages of Houdon’s letter, he
describes how he saw a man at Saint Peter’s in Rome who
was a kind of spiritual hermit living among the people, who
begged for alms and gave to charity all that he did not need to
live himself. Finding his head to be the perfect model for Saint
John, Houdon asked the hermit to model for him: “He said
to me that he was not worthy of serving as a model for a saint”
(lines 350—351). Houdon then went back to the church sev-
eral times without being observed: “I studied him carefully
and stored it in my head as well as I possibly could. I returned
to the academy, which is quite a long distance from St. Peter’s,
and I modeled a mass of clay already prepared for this pur-
pose” (lines 352-355). In this early document Houdon thus
emphasizes the importance of selecting from nature and
observing the model first-hand, which, when necessary, can
be executed later from memory. This technique would serve
Houdon well as a portrait sculptor.

Houdon also sent a reduced version of the statue of Saint
Bruno (cat. 4) that he had carved in marble for the church of
Santa Maria degli Angeli in Rome in 17661767 as a pendant
to his Saint John the Baptist. He states specifically that he is send-
ing “the Saint Bruno that was exhibited at the Salon three years
ago” (lines 316-317). In another crate he packed “The little head
of St. Bruno, founder of the order of the Carthusians. Itis a

bust, and less incorrect than the one that is on the saint. That

2. Houdon, Head of
Saint Bruno, 1776 or
afier, plaster, Musée
des Beaux-Arts, Dijon.

is why Iincluded it” (lines 448 - 450). There is no trace of this
little bust in the collections at Gotha, but from its description,
it must have resembled the delicately modeled small Head of
Saint Bruno at the Musée des Beaux-Arts, Dijon (fig. 2).

As an example of his early experiments with an animated
baroque style, Houdon sent a reduced version of the Priest of the
Lupercalia (cat. 5), pointing out to Ernst II the priest’s unusual
role as an agent of the Roman god Pan in bestowing the gift of
fecundity to women by striking them with leather straps and
the fact that the plaster he was sending to Gotha had been both
in the Salon of 1769 and submitted for his preliminary admis-
sion to the Académie royale in Paris (lines 94 —101). To illus-
trate yet another aspect of his early work Houdon included a
head called the Peasant Girl of Frascati (cat. 6), an idealized study
of a woman with her hair dressed in a local Italian style that
Houdon admired for its simplicity and enhancement of the
natural human form: “This head, and that of my Ecorché have
ears as one should have them in general” (lines 412—414). He
also sent “the head of a Cupid Crowned with Myrtle, composed
by me” (lines 302-303), which is probably identical with one of
the two “Heads of Young Men; one, crowned with myrtle. ... Free
standing and life-size,” shown at the Salon of 1771. These heads
may be recorded in two marbles now in private collections in
New York and Los Angeles (see fig. 3).

Sending a Vestal (fig. 4) copied after the antique, Houdon

wrote to Ernst II questioning its iconography and function: “The
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3. Houdon, Roman Youth, 1775, marble, Collection of Stewart and Lynda
Resnick, Los Angeles.

name Pandora that one gave in Rome to the Vestal I did after
the marble that is in the Capitoline [Museum] and larger than
life doesn’t seem to me to be appropriate, seeing that the vase
that she holds does not resemble Pandora’s box. I do not know
the purpose served by the hole that is in the bottom of the
vase —maybe it is modern. She is 20 to 22 inches high, stands
straight, she holds the vase with both hands” (lines 295-301).
Lost during World War 11, this sculpture is known only through
a photograph. As with other early figures, such as the Saint
Bruno and Saint John the Baptist, Houdon had executed while
in Rome the head of a veiled Vestal (see cat. 6, fig. 2), and he
included this in the shipment to Gotha. Adding that “she is in
my studio, sketched in marble, as is [the head of Saint John]”
(lines 332-334), Houdon indicates that he waited for a specific
commission before carrying out a sculpture in marble, doubt-
less owing to the cost of the material. The same was true of a
“medallion... representing the Head of Minerva (fig. 5), copied
after the antique, corrected by me, [and] the head of Alexan-
der composed by me as a pendant to that of Minerva....I do
not plan to finish them until the opportunity to find a home for

them presents itself” (lines 102-107).
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In a burst of generosity, along with technical and artistic
pride, Houdon wrote, “Since your highness values masterpieces
of all types, I am sending you, without it being repaired, the
Morpheus that was exhibited at the last Salon, which can serve
as a model for all mold makers. I am sending it as is to your
highness so that you can judge for yourself: the delicacy of the
seams.. ., of the minimum of defects there are to repair. It
is rare to see a mold so well made” (lines 6-12). The life-size
plaster Morpheus (see cat. 7, fig. 1), which is still in Gotha, was
the model for Houdon's morceau de réception at the Académie
royale and was shown in the Salon of 1771; it is the only life-
size version known.

Unusual among his own works in the shipment was
“The Couple of Lovers or reciprocal kiss, it is a group with
two heads, half life size” (lines 304 —305). Undoubtedly
inspired by the marble group of Cupid and Psyche in the
Capitoline Museum in Rome (see cat. 41, fig. 2), this group
is nevertheless innovative in that the two heads rest on one
base, an aspect that Houdon emphasizes in his letter (lines
305-1307). As with his other sculptures, he takes particular
pride in the iconographic and technical originality of this
group. The fact that it is an especially decorative work and
charged with erotic expression goes unmentioned.

Some of the sculptures by Houdon’s own hand that were
sent to Gotha remain unidentified. Among them is a “Head of

Medusa” in relief taken from that on the breastplate of a bust

4. Houdon, Vestal,
by 1769, plaster, for-
merly Schlossmuseum
Gotha; whereabouts
unknown.
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5. Houdon, Head of Minerva, probably by 1771, plaster, formerly Schloss-
museum Gotha; whereabouts unknown.

of Hadrian in the Capitoline Museum (fig. 6), a further indi-
cation of the importance of that collection of ancient sculpture
for Houdon’s years of study in Rome. Another work that has
since disappeared from the collection at Gotha was a sculpture
of two little birds. In a touching personal passage Houdon
writes, “A little crate about 6 inches long containing two little
birds in terracotta that I want to give to Madame the Duchess.
I found in doing them that it is difficult with an opaque mate-
rial of one single color, to render the lightness of the feathers and
the down, that nature presents to us. I hope that your Highness
will find some truths there” (lines 397—-403). While acknowl-
edging the difficulty of modeling the delicate texture of a bird’s
feathers, he is also proud of his success in doing so.
Following the example of other art academies, Houdon sent
a number of plaster casts after the antique for Ernst II’s collec-
tion, carefully describing each of them while emphasizing how
reasonably they were priced. He included busts of Homer,
Demosthenes, and Caracalla (see cat. 13, fig. 1). Concerning the
latter, he writes, “it is easy to recognize him with his knitted
brows, his short curly hair, his frizzy beard, and his Roman
cloak, held by a button on the right shoulder. The head of this
emperor was badly organized, but the exterior design pleases me
especially” (lines 122 -126). Of particular interest in this group
is the anatomical study of a flayed horse, “of which the original
is in bronze and is twice the size, in the villa of the Duke Mat-
tei. If it is not antique, it is old, in my opinion, and very beau-

tiful” (lines 80-83). Already in the summer of 1772 Houdon

was dreaming of creating an equestrian statue. In March of that
year he had moved into the du Roule foundry, where the great
equestrian monuments by Jean-Baptiste II Lemoyne, Edme
Bouchardon, and Jean-Baptiste Pigalle had been cast.”

Along with the copies after the antique, Houdon included
bas-reliefs of antique subjects by his student Doell, a series of
unattributed reliefs representing the Four Parts of the World, and
a bas-relief of Louis XIV as Apollo after a model by Balin, the
famous goldsmith to the king. Knowing of Ernst II’s interest
in the casting of commemorative medals, Houdon included a
number of proofs of the works of the great French medalists
Jean Duvivier (1687 -1761) and his son Pierre-Simon-Benjamin
Duvivier (1730-1819), writing, “Another small crate, which
should be in the largest one, containing the medals that I
received from Mr. Duvivier.... my intention in including this,
is to give an idea of what is done in Paris of this type and to
make known the merit of the author” (lines 455-460).

The emphasis throughout the shipment was on sculpture,
after or inspired by the antique, with only a scattering of later
works or works on paper. The prints and pastels that were
shipped were chosen more for their illustration of contempo-
rary fashion or demonstration of techniques of preservation,

such as fixatives, than for their intrinsic quality.

4+ METHODS, THEORIES, AND PERSONALITY  +

Houdon's letter to Duke Ernst II provides a rich variety of insights
into his working methods and his knowledge of the techniques
of casting, assembling, coloring, and finishing sculptures in

plaster. Throughout the document the young sculptor, who had

6. Roman, Emperor
Hadrian, 2nd century
AD, marble, Capitoline
Museum, Rome.
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just turned thirty-one, writes with remarkable confidence and
maturity concerning the quality of his work, his aesthetic the-
ories, and his beliefs about teaching younger artists. In a
digression that is both charming and candid, Houdon airs his
personal opinions about contemporary dress and fashion.
Drawing on the text of the letter, these aspects of Houdon’s

methods and thought are discussed below.

Working Methods and Materials
Houdon, while very pleased with his safe and clever packing
of the crates, is equally concerned with the proper unpacking
of the objects to avoid any breakage. Regarding the largest
crate, which he had filled from both top and bottom to take
advantage of the extra space available inside the open cavity of
the Morpheus, he warns: “In order to avoid breakage I think it
would be best to open the crate from the top; then remove the
sawdust that is at the level of the first plank for fear of hitting
the parts that will be here and there at hand. Then saw that
plank at its two extremities as far as the next layer, and take out
the objects which will probably reveal themselves” (lines 42—
48). He meticulously explains how to assemble the full-length
figure of the Ecorché, the arm of which, traveling in a different
crate, had to be attached and held in place by an eight-inch
long piece of wood, also enclosed. In case of minor damage,
he encourages that the repair be undertaken without the help
of a professional sculptor: “it will suffice to apply a little lead
white [prepared for painting] such as one finds at a color mer-
chant’s [shop], to grind it with a little fatty oil, and apply some
on all of the parts to be rejoined. It is necessary to pay atten-
tion, in view of the fact that it takes a little time to harden, and
support the pieces that would project in the air” (lines 36 -
42). He recommends the same self-reliance in fitting a medal-
lion of the duchess he had executed when in Gotha to the
frame he was sending: “I had taken the measurements of the
medallion of Madame La Duchesse in order to make [a frame)
better suited to it than the one I left behind without being
finished, but I lost it on the way. If the border I am sending
should not fit properly, one could remove or add plaster to the
portrait so that when they are reunited they seem made one
for the other. These borders, in view of my economy, only cost
me [170 livres, 2 sous]” (lines 241—248).

Throughout his text Houdon gives highly valuable infor-
mation on the material and finish of his works, answering
questions later posed by art historians and conservators alike

and revealing his taste for neoclassical simplicity. For the
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Morpheus, the Head of Minerva, and Doell’s reliefs he used the
finest type of plaster, made of talcum powder, while the Head
of Venus [lost], a copy requested by the duchess, is cited for its
unusual degree of whiteness. In emphasizing that the little
Head of Saint Bruno was painted a water-based terracotta color—
with a little bit of gum arabic added — Houdon implies that the
other works in his shipment remained unpainted. He explic-
itly states: “Most of my works are not varnished. That is because
I do not think it appropriate to varnish something that is not
absolutely perfect. I said to M. Doéll that to make these images
shiny was to hide underneath [a coat of] varnish its defects in
the eyes of those people who are not connoisseurs. In addition,
flesh, as well as many other things, is not smooth, polished,
and shiny. When that happens, it is because a greasy sweat
spreads oil over the face, which is not attractive” (lines 374-
383).9 As for his skills as a mold maker, Houdon proudly pres-
ents the Morpheus, which was cast from a piece mold consisting
of about two hundred parts enclosed by eleven mother molds."
He draws attention to the balanced number and sensible place-
ment of the mold pieces, the subtlety of the mold marks, and
the absence of repairs—all of them intentionally visible, as the
surface of the work had not been cleaned and finished.

Even more didactic, although of somewhat confusing out-
come, are Houdon’s explanations of half, low, and very low
reliefs and the importance of hanging these works appropri-
ately to create the desired effect: “It is necessary with very little
relief, to give the impression that the object represented is in the
round, and to convince oneself of this, it is necessary (if the
light be natural or artificial) to place the work a little higher or
lower, more or less to the side, as I had the honor of demon-
strating to his Highness, in regard to the portraits that I had the
advantage of doing in Gotha. It is necessary, at the same time,
to place oneself at an appropriate distance” (lines 250-257).
Similarly, Houdon judges the impact of correct lighting: “The
sculpture that is well lit is quite different from one that is not.
The famous Apollo in the Vatican, does not strike me when lit
from below; I see it as a statue. But lit differently, I forget the
material from which it is made, and only see in him a god”

(lines 257-262).

Aesthetic Theory

Reflecting his familiarity with neoclassical art theories that he
learned in Rome and at the Académie royale in Paris, Houdon
expresses his personal view that achieving greatness in art

results from the careful observation of nature, from which the
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artist must skillfully select and blend what is most perfect and
beautiful. In discussing the Ecorché, Houdon summarizes his
theory of great art, one to which he adhered for the rest of his
life: “In my view the skilled surgeon must study after nature, as
defective as one might find it to be, in order to treat every
infirmity. But we [artists] must study it differently. It is nature
in all her nobility, her perfect state of health, that we are look-
ing for, or if not, we are nothing but wretched imitators. He
who imitates nature as she is found on a daily basis I compare
to a well-organized monkey. But he who knows how to be selec-
tive, and who succeeds in doing it, approaches, in my view, what
is most perfect, and raises up his soul. That is my ambition and
to what I aspire” (lines 68 —78). Through the copies after the
antique that he sends to Ernst II as well as his own sculptures,
Houdon makes clear that the standard by which one measures
perfection in nature is to be found in antiquity.

Even at this early date Houdon manifests his interest in
doing an equestrian statue, believing it to be the most significant
work that a sculptor can create. He tells the duke, “Since I now
occupy the studios of the city, and there is still to be found there
the mold for the Statue of Louis XV, I am going to, depending
on how much it will cost, have cast by order of the Prévost des
Marchands a plaster of that statue before the mold is destroyed.
This piece will greatly enhance the decoration of the interior of
my studio” (lines 88—93).11 Sending Ernst II the half-size copy
of the Flayed Horse from the Villa Mattei in Rome, he comments,
“But if I had to create an equestrian statue, I would want to
know this animal as deeply as I flatter myself to think I know

man” (lines 85-87).

Houdon as a Teacher

From the time Houdon was a student, he had a strong sense of
his role as a teacher. Before leaving Rome, he sold a plaster cast
of his Ecorché to the Académie de France to serve as a model
for students. He was to do the same for the Académie royale in
Paris in 1769. He believed in hard work and discipline with a
concentration on the study of anatomy, on sculpting from the
live model, and on making copies after the antique. A thorough
knowledge of materials, tools, and finishes was essential (see
above). His approach is made clear when he writes to Ernst II
about the young German sculptor who was sent from Gotha to
Paris to study with Houdon:

The copies by M. Doéll, sent to your Highness, will

demonstrate the progress made by your student and

what use he makes of his time. It is not possible to
progress more [quickly]; I beg your Highness not to tell
him all of the good things that I say about him and what
I hope from him; for young people think that they know
everything the instant they begin. It is to be wished that
your Highness demand from him as a proof of his abil-
ity that he win a medal in the Competition [Concours).
He wants to do this; I have even found him working on
it.  made him withdraw his figure, and said to him that
it wasn't good enough, that it was important not to tire
the eyes of the judges, that that would not result in a
good opinion of him, that it was necessary to hone one’s
skills and to make careful preparations before entering
the lists, and to prevail over the others. I do not ask of
him any more than I did myself, without wanting to give
myself as an example. Afterward, he will do more. I am
not the first who will have trained someone more gifted

than himself [lines 274 - 290].12

Houdon is generous with his praise and with his knowledge.
Throughout, he shows a preoccupation with the opinion of the
critics and the public, aiming for the highest honors for him-
self and for his student. He also manifests absolute confidence
in the fact that his own works set the highest possible standard

and are worthy models for any ambitious student to follow.

Assessment of Contemporary Fashion

In a vivid series of personal observations, Houdon criticizes the
extremes of artificiality in contemporary French fashion, includ-
ing hairstyles, corsets, make-up, jewelry, and shoes. He finds
anything that constrains, hides, or deforms the natural shape of
the body to be unhealthy and unworthy of representation by the
artist: “Women who ruin their feet and their waist as well as
their face, no more than those who carry heavy burdens, are
not appropriate to serve as our models, neither the one or the
other” (lines 144 -147). A woman is “spoiled by the paint that
she applies to herself from the tip of her hair to her neck. The
forehead is plucked in order to form seven points; the eyebrows
are shaped, waxed, and painted. The cheeks, great God, you
know about it—the white, the red, everything is permitted. The
ears are ruined by...enormous earrings. ... The neck is often
spoiled by necklaces that are too tight;...the knees...by the
garters, ... the feet by the shoe” (lines 148 -164). Houdon even
goes so far as to design and have made shoes for men or

women that accommodate the natural form of the foot. He
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sends Ernst II a cast of the foot of the Medici Venus, writing
that, “it is a foot neither too small nor too large. It is the shape
of a foot that has never worn shoes. I find in it something to
be desired” (lines 172 —175).

Incensed about women's hairstyles, the sculptor sends four
prints of mediocre quality to the duke to illustrate how outra-
geous they can be, saying, “I would accept dressing the hair
with all of the waves and counter-waves possible as long as it
was flattering to the person” (lines 183-18s5). Houdon goes on
to observe that, in an effort to please men, French women cinch
their waists so tightly that they “make themselves in their bod-
ies like ants, almost separated in the middle” (lines 192-193):
“One day [ asked M. Diderot concerning women what he
thought of cinched waists. What I think about it, he said to me?
You are unaware then of the distinction I make between French
and Italian women. [talian women are made to have children,
and ours to be...he said it to me quite frankly. Your highness
must understand [that] he is a man boiling, all aflame. For pleas-
ure, said he [Diderot], that is the distinction that I make” (lines

211-218).

This discourse on fashion is consistent with Houdon’s general
views of art—that what is most beautiful is most natural and
that the human body in its perfection is far more healthy and
desirable than when it has been painted, adorned with a wig
and heavy jewelry, and reigned in with corsets and tight, high-
heeled shoes. Houdon's reference to Diderot is especially
significant here, for it reveals the closeness and relaxed nature
of their relationship. It is apparent that the sculptor was on inti-
mate terms with the philosopher as well as with Duke Ernst I1
and that he felt comfortable telling the latter this slightly sala-
cious story about the former. It is also an indication that the
young Houdon was a part of the intellectual circle around
Grimm and Diderot and that the abundance of ideas about
aesthetics, sculpture, education, and the role of antiquity that
are articulated in this remarkable document must have been
aired before and profoundly influenced by these powerful

Enlightenment figures.
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+ SUMMARY OBJECT LIST +

The following compilation lists the works Houdon shipped to Duke Ernst
11 of Saxe-Gotha in July 1772, organized in thematic and chronological order.
It also provides the earliest references to each work in the Gotha inventories,
its mention in the most recent catalogue of the collection (Schuttwolf 1995),
and, if applicable, a brief identification and reference to related works. Objects
that have been identified and are extant in the collections in Gotha are indi-

cated with an asterisk (*).

ABBREVIATIONS
cat. 1804-1827: “Verzeichniss der im sogenannten Antiken-Saale
befindlichen Abgiisse, Biisten pp.,” ThStA, Gotha, no. 63 [ca. 1804 -1827]:
“Cap: I. An Abgiissen von Antiken — Statuen und Gruppen”
“Cap: I1. An Biisten, antiken und modernen”
“Cap: I1I. An kleinen Modellen, antik und modern”
“Cap: V. An Biisten, Haut- und Basreliefs, nach den Lokalititen unter-
schieden...”
cat. 1845: “Catalog der Sammlung der Gips-Abgiisse,” Schlossmuseum
Gotha, 1845.
cat. 1857: Eduard Wolfgang, “Verzeichniss der Abgiisse antiker und mod-
erner Bildhauerarbeiten im Herzogl: Antiken-Cabinet zu Gotha,” Schloss-

museum Gotha, 1857.

Works by Houdon

*Ecorché, Rome 1767

Klebe 1796, 87, in “Antiken-Sammlung”: “ein anatomisches Stiick von
Houdon zu Paris”; cat. 18041827, “Cap: I,” fol. 3v, no. 29: “Ein Anatomie
von Houdon”; cat. 1845, “Statuen,” no. 18: “Anatomie / von Houdon”; cat.
1857, no. I11.60; cat. 1869, no. 1V.38; Schuttwolf 1995, 130-131, no. 45.

Related Works: see present cat. 1.

*Head of Saint John the Baptist, Salon of 1769

Cat. 1804 -1827, “Cap: I1,” fol. 4v, nos. 3—4: “Maria und Christus”; cat. 1845,
“Biisten,” no. 38: “Christus / von Houdon”; cat. 1857, no. I11.69; cat. 1869,
no. IV.46; Schuttwolf 1995, 129, no. 44. Related Works: see present cat. 3.

*Saint Bruno, Salon of 1769 (present cat. 4)
Cat. 1804-1827, “Cap: I11,” fol. 5v, no. 17: “Der heilige Bruno”; cat. 1845,
“Kleinere Statuen,” no. 54: “St. Bruno / von Houdon”; cat. 1857, no. 111.61;

cat. 1869, no. [V.37; Schuttwolf 1995, 132, no. 46.

Small Head of Saint Bruno

Possibly one of the reduced heads in cat. 18041827, “Cap: 111,” fol. 6r, nos.
24-28: “Fiinf kleine Kopfe.” Identification and Related Works: see present
cat. 4.

*Priest of the Lupercalia, Salon of 1769 (present cat. 5)

Cat. 18041827, “Cap: I11,” fol. 61, no. 21: “Ein Silen die Becken schlagend”;
Rathgeber 1835, 49; cat. 1845, “Kleinere Statuen,” no. 44: “Ein Priester des
Bachus”; cat. 1857, no. II1.91: “Minnliche laufende Figur”; cat. 1869, no.
1V.49; Schuttwolf 1995, 133, no. 47.

Vestal (see fig. 4)
Lost in WWII; cat. 18041827, “Cap: I11,” fol. 61, no. 23: “Vesta”; cat. 1845,
“Kleinere Statuen,” no. 52: “Eine Vestalin, welche das heilige Feuer tragt”;

cat. 1857, no. I1L.121: “Hydrophore, Copie nach einer antik. [Bronze]”; cat.
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1869, no. 111.74: “Weibliche Figur, heiliges Wasser tragend. Kleine Copie
einer im Capitol befindlichen Marmorstatue”; Schuttwolf 1995, 14, ill.

*Head of a Vestal

Cat. 1804 ~1827, “Cap: 11,” fol. 4v, nos. 3~ 4: “Maria und Christus”; cat. 1845,
“Biisten,” no. 37: “Maria / von Houdon”; cat. 1857, no. 111.70; cat. 1869, no.
[V.47; Schuttwolf 1995, 134 ~135, no. 48.

*Peasant Girl from Frascati, Salon of 1769

Possibly cat. 1804 -1827, “Cap: 11, fol. 51, no. 27: “Eine moderne Biiste von
Houdon”; possibly cat. 1845, “Biisten,” no. 21: “Eine Biiste von Houdon,
unbekannt”; cat. 1857, no. 111.68: “Kopf einer Italienerin, von demselben
[Houdon]”; cat. 1869, no. IV.45; Schuttwolf 1995, 136 -137, no. 49. Related
Works: see present cat. 6.

*Morpheus, Salon of 1771
Klebe 1796, 87, in “Antiken-Sammlung”: “Morpheus”; cat. 1804 ~1827,
“Cap: 1,” fol. 31, no. 12: “Morpheus, schlafende Figur von Houdon /mod-
ern”; cat. 1845, “Statuen,” no. 21: “Morpheus / von Houdon”; cat. 1857, no.
I11.58; cat. 1869, no. IV.36; Schuttwolf 1995, 138 -139, no. 50. Related
Works: see present cat. 7.

Head of Minerva (see fig. 5)
Lost in WWII; cat. 1804 -1827, “Cap: V,” fol. 8, no. 19: “[Bas-relief] der
V.20 or 48; Schuttwolf 1995, 14, ill.

Related Works: Salon cat. 1777, 49, no. 251, marble medallion, pendant
to Head of Apollo (see Dacier 1909 —1921, 4:59; and Vitry 19oyb, 205); mar-
ble relief offered in posthumous sale of contents of Houdon’s studio, Paris,

15-17 Dec. 1828, 13, no. 1: “destiné 4 étre appliqué sur un fond.”

Head of Alexander

Possibly cat. 1804 -1827, “Cap: V,” fol. 8, no. 17: “Haut Relief, den Griechi-
schen Kaiser Alexander vorstellend.” Possibly in Salon cat. 1771, 49, no. 283:
“La Téte d’Alexandre. Médaillon plus grand que le naturel, pour faire pen-

dant a une téte antique de Minerve de méme grandeur & de méme relief.”

Le Baiser donné

Related Works: see present cat. 41.

Head of a Cupid Crowned with Myrtle (“Roman Youth”)

Possibly cat. 1804 -1827, “Cap: I1,” fol. 4v, no. 11: “Eine mit Wein bekrinzte
Biiste.” Possibly in Salon cat. 1771, 49, no. 284: “Deux Tétes de jeunes
Hommes; I'une, couronnée de Mirte....De ronde bosse & de grandeur
naturelle.”

Related Works: marbles in collections of Peter Guggenheim, New York,
and Stewart and Lynda Resnick, Los Angeles; Houdon’s studio sale, Paris,
8 Oct. 1795, 1314, no. 73: “Une Téte d’Amour, il est coéffé en cheveux
naturellement bouclés & couronné de branche de myrthe, posé sur pié-
douche & socle de méme matiére; hauteur totale 19 pouces” (4,950 livres);
Houdon'’s posthumous sale, 1517 Dec. 1828, 19, no. 59: “Marbre blanc. —

Buste de jeune homme couronné de myrte.”

Head of Medusa
Probably a copy after a head on the breastplate of a bust of the Emperor
Hadrian, Capitoline Museum, Rome (see fig. 6).

Related Works: Salon cat. 1775, no. 262: “Une Téte de Méduse, imitée

de 'Antique”; a marble version was sold in Houdon’s studio sale, 8 Oct.
1795, 14, no. 76: “Méduse, coéftée en cheveux, mélés de serpents, Médail-
lon demi-relief, de 6 pouces g lignes de haut, sur 6 pouces de large” (2001

livres).

Relief of a Priestess of Diana
Possibly cat. 1804 —1827, “Cap: V,” fol. 9r, no. 1y: “Ein Ovales Medaillon

einer opfernden Figur.”

Two little terracotta birds
Unidentified.

Copies

Bas-relief of Hercules Farnese, by Friedrich Wilhelm Doell

Cat. 1804 ~1827, “Cap: V,” fol. 81, no. 2: “[Ein Hautrelief] des farnesischen
Hercules”; cat. 1845, under “Relief,” no. 7; cat. 1857, no. IIL.103; cat. 1869,
no. IV.74.

Bas-relief of Ecorché, by Friedrich Wilhelm Doell
Cat. 1804 -1827, “Cap: V,” fol. 8r, no. 3: “Anatomie von Houdon.”

Homer

Cat. 1843, “Blisten,” no. 25; cat. 1857, no. 1L51; cat. 1869, no. 111.52. Proba-
bly after the Blind Homer in the Capitoline Museum, Rome, a Roman copy
in marble of a ca. 200 BC Hellenistic original.

Demosthenes
Cat. 1845, “Biisten,” no. 9; cat. 1857, no. IL52; cat. 1869, no. IIL.54. Proba-
bly after the original Greek bronze by Polyeuktos of 280 BC, documented

in several Roman copies, including a marble bust in the Louvre.

Caracalla
After the 3rd century AD Roman marble bust in the Museo Nazionale,
Naples.

7. Equestrian Statue of Louis XV, in Bordeaux, medal engraved by Jean
Duvivier, 1733 (Nocq 1911, 172-173, ho. 119).
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8. Henry 1V, prize of the Academy of La Rochelle, medal engraved by
Pierre-Simon-Benjamin Duvivier, 1768 (Nocq 1911, 187-188, no. 157).

Foot of the Venus de Medici
Possibly one of the antique feet in cat. 1845, “Kleinere Statuen,” nos. 88-96:
“8 antike und moderne Fiile”; cat. 1857, nos. IL111-114: “Antike Fiie. drei
davon colossal mit Sandalen.”

Related Works: possibly documented by Louis-Léopold Boilly in a prepara-
tory study for his painting of Houdon in His Studio (see cat. 66, fig. 2).

Bust of an Unknown Man (with drapery)
Unidentified; from an antique group representing a wedding scene; full

copy in plaster formerly in the Palazzo Mancini, Rome (Académie de France).

Small Flayed Horse

Cat. 1804 -1827, “Cap: I11,” fol. 5v, no. 11: “Anatomie eines Pferdes”; cat.
1845, “Kleinere Statuen,” no. so: “Eine Anatomie von einem Pferd”; cat.
1857, no. 138; cat. 1869, 25, no. 107. Unidentified half-size model of a

bronze original, formerly in the Villa Mattei, Rome.

Head of Venus
Unidentified; plaster “repaired” by Houdon and noted for its outstanding

whiteness.

Four bas-reliefs representing the Four Parts of the World

Cat. 1845, no. 5: “Vier Stiick Basreliefs, die Weltheile bedeutend”; cat. 1857,
I11.72~75; cat. 1869, no. IV.16-19: “Die vier Welttheile Europa, Asien, Africa
und America, durch weibliche Figuren versinnbildlicht. Reliefs von grosser
Schonheit aus dem 16. Jahrhundert.” Unidentified; after Balin, as below.

Relief of Louis XIV as Apollo
Unidentified; after the lost table service of Louis XIV by Balin, goldsmith to

the king; copper reliefs belonging to the engraver Duvivier.

Drawings, Paintings, and Prints

Four mediocre prints illustrating hairstyles and fashion.

“Mme Boucher, holding a brochure in her hand,” by Marie-Anne or
Madeleine-Pélagie Houdon, pastel with fixative by M. Loriot.

Several pastels and drawings by Marie-Anne or Madeleine-Pélagie Houdon,
without fixative.
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“A Vestal” and “Two Naiads,” by an unknown artist, pastel drawings under

glass.

“Triumph of Pfan],” engraving by Comte de Caylus (1692 -1765), after
the antique.

“Turned vases,” engraving by Comte de Caylus (?).
Medal proofs

By Jean Duvivier

Coronation of Louis XV, 1722 (Nocq 1911, 153—154, no. 62).

Saint Michael Striking Down the Angels, 1723 (Nocq 1911, 157, no. 70).
Mr. le Maréchal de Villars and its reverse.

Mr. le Duc de Bourbon and its reverse, 1724 (Nocq 1911, 159, 1o. 77).

Equestrian Statue of Louis XV, in Bordeaux, 1733 (Nocq 1911, 172 - 173, 10. I19)
(see fig. 7).

Medals of different dates with the history of the king, measuring 18 lignes

in diameter.

By Pierre-Simon-Benjamin Duvivier
Equestrian Statue of Louis XV with a reverse for the six merchants’ guilds,

1763 (Nocq 1911, 183, no. 147).
The King in Formal Dress, done five years earlier, the resemblance of which
is striking; with two reverses remarkable for the delicacy of the workman-

ship, and the regularity of the buildings.

Henry IV, prize of the Academy of La Rochelle, 1768 (Nocq 1911, 187-188,
no. 156) (see fig. 8).

Duc de Villars, prize of the Academy of Marseilles; reverse with a genius
holding crowns to reward Agriculture, Commerce, and Navigation, 1766
(Nocq 1911, 186-187, no. 154).

Medal cast by the city of Lyons for the same purpose.

Different subjects from the history of Louis XV.

Octagonal jeton in the new fashion, representing Mr. I Evéque de Rheims and

its reverse, 1771 (Nocq 1911, 299, nO. 570).
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In the course of doing research for the present
catalogue, Ulrike D. Mathies (Boston) discovered the
document discussed in this essay. Christoph Frank
(Rome) discovered the same document independently.
Anne Poulet wishes to thank Ms. Mathies for having
compiled the Summary Object List, with its inventory
references, and to thank both Ms. Mathies and Mr.
Frank for their collaboration throughout the study

of this document.

1. For a full discussion of this project see
Frank, Mathies, and Poulet 2002a, 213 -221;
Frank, Mathies, and Poulet 2002b, 475-484.

2. On Houdon'’s portraits of the ducal family see
the essay “Houdon and the German Courts” and
the entries for cats. 55-56 in the present catalogue.

3. For details see Rau 2000, 56-68.
4. Schuttwolf 1995, 14-16, 129~157, nos. 44-65.

5. FLB, Chart A 712, fols. 8r—14r. Its script is that
of a professional copyist, whose services Houdon
occasionally used for important documents.

6. Bayerische Staatsbibliothek, Munich, Hand-
schriftenabteilung, Autogr. IX, A; published in Grimm
(ed. 1972), no. 140, 215-216.

7. Réau 1923, 41-52.

8. Bresc-Bautier 1994, 372-373.

9. Before he joined Houdon’s studio, Doell had been
experimenting with a kind of glossy finish for plasters

(“Gipsglanz”), which he hoped would lend durability to
the figures. See Rau 2000, 22.-23.

10. A mother mold is a larger piece into which the
smaller pieces are fitted to hold them in place.

11. This was the mold for the bronze Equestrian Statue
of Louis XV by Edme Bouchardon that had been cast in
one piece on 6 May 1758 in the studio later occupied
by Houdon. The bronze statue was installed in what is
now the Place de la Concorde but destroyed at the time
of the Revolution. See Bresc-Bautier 1994, 373, 376 nn.
6-10.

12. Doell writes about his experiences in Paris and his

opinion about the academy in a series of letters to his
friend Bertuch, discussed in Rau 2000, 28-32.
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HOUDON AND THE GERMAN COURTS:
SERVING THE FRANCOPHILE PRINCES

Ulrike D. Mathies

ost of the approximately seventy extant works by Houdon in Germany were acquired

in the eighteenth century by German noble families,' a historical link still reflected

in the locations of the main collections in Gotha, Schwerin, Berlin (with Potsdam
and Rheinsberg), and Weimar. For the approximately three hundred sovereign territories within
the German Empire, as for nearly all courts throughout Europe, France was the ultimate cultural
and political model, relentlessly copied in its fashion, literature, architecture, and language.” French
was universally spoken and written by the German aristocracy, and an educational journey to
Paris, the heart of intellectual and court life, belonged to the well-rounded upbringing of young
noblemen or princes. In this context it is less surprising that one of those small Francophile Ger-
man principalities, the court of Saxe-Gotha-Altenburg, became Houdon’s first major patron at a
time when the gifted sculptor was just beginning his career in Paris after his student years in
Rome. Although Houdon’s two visits to Gotha in the early r770s were his only trips to Germany,
his oeuvre and his reputation drew Germans as clients throughout his life.

Central to almost all of Houdon’s German commissions was the expatriate Frédéric-Melchior
Grimm (1723 -1807),” a prominent figure of the Paris Enlightenment who served as advisor
and cultural attaché to several members of the German nobility. A native of the imperial city of
Regensburg, he had settled in the French capital in 1749 and became a close friend of the influen-
tial critic Denis Diderot and his collaborator on the Encyclopédie. With the publication of the Cor-
respondance littéraire, a semiprivate cultural newsletter distributed in manuscript form to an
exclusive circle of ruling foreign families, Grimm had a compelling tool to gain the favor of the
powerful and to shape their opinions.’ His subscribers included King Frederick II and his brother
Prince Henry of Prussia, Duchess Louise Dorothea of Saxe-Gotha and her son Duke Ernst II,
Duke Carl August of Saxe-Weimar, and Margrave Alexander of Ansbach, in addition to the courts

of Russia, Sweden, and Poland.

Detail of Ernst II, Duke of Saxe-Gotha, cat. 56
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Coedited by Diderot and Grimm’s long-standing confidante,
Mme d’Epinay (1726 -1783), the Correspondance littéraire was a
valuable means of communication between the French
philosophes and the European authorities, with the implicit
intent to aid the political realization of Enlightenment ideas by
educating its influential readership.G On a more concrete level
the newsletter was an excellent source of uncensored informa-
tion on Parisian intellectual life. It also helped promote select
authors, composers, or artists, which often resulted in the
increased acquisition of the works reviewed. By the mid-1770s
Grimm withdrew from his activities as a literary critic in favor
of working directly for those in power. He received official
appointments as minister plenipotentiary (Geheimer Rat) for
the duke of Saxe-Gotha in 1775 and councillor of state for Cather-
ine 11 of Russia in 1777. Until his final departure from Paris in
1792, his responsibilities ranged from important diplomatic
missions to art transactions to escorting foreign visitors through
Paris. Both Grimm and Diderot were already on very friendly
terms with Houdon by 1772, when they are recorded as casu-

ally stopping by his house.”

+ HOUDON AND GOTHA  +

From his early days in Paris, Grimm was attached to the court
of Saxe-Gotha,” which in spite of its limited financial resources
had acquired a taste for French splendor and joie de vivre.
Duchess Louise Dorothea (1710 -1767), the highly cultivated
wife of Duke Friedrich III (1699 -1772), was one of the first
subscribers to Grimm’s Correspondance littéraire and played a
key role in bringing the Enlightenment to Gotha.” Her son Ernst
Ludwig (1745— 1804),10 who reigned as Ernst II, focused on the
arts and sciences and, while economically prudent, added con-
siderably to the ducal collections in Schloss Friedenstein. Appar-
ently, as part of an ambitious plan to turn Gotha into a major
center of Enlightenment activities in Germany, he initiated the
foundation of an art academy at his court and established a col-
lection of plaster casts for educational purposes.

In 1771, thanks to Grimm’s intervention, Houdon was
engaged to take over the design and execution of a funerary
monument for the late duchess of Saxe-Gotha, a project that
had already been in the works for several years.11 Houdon trav-
eled to Gotha twice — from 25 October to 3 December 1771, and
again, after the duke’s death, from 2 May to 15 June 1773, when
the plans for the mausoleum were changed to commemorate
both husband and wife. During his first visit Houdon not only

studied the location for the projected tomb but also rendered
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the portraits of several members of the ducal family and
befriended Ernst Ludwig and his spouse, Charlotte Amalie of
Saxe-Meiningen. In anticipation of his cultural plans for Gotha,
the hereditary prince spontaneously decided to send his pro-
tégé Friedrich Wilhelm Doell (1750—1816),12 a former model
maker for porcelain figures, to Paris with Houdon to be trained
as a sculptor in Houdon’s studio.” In July 1772, following Ernst’s
ascension to the throne, Houdon mailed an assortment of six-
teen of his early works in plaster to Gotha, including the figures
of the Saint Bruno and the Priest of the Lupercalia (cats. 4 and 5)
as well as copies after the antique, drawings, and medals, all of
which were intended to be study objects in the duke’s planned
art academy. The shipment was accompanied by a recently dis-
covered letter, in which the sculptor gives a detailed account of
the pieces in the crates, explains or defends some of his com-
positions, and articulates his opinions, granting insight into his
beliefs both as an artistand as a person.14 Despite his dismissal
from the ill-fated tomb project in 1775 and the court’s failure to
keep the marble statue of Diana the Huntress (see cat. 35),
Houdon continued his cordial relationship with the ducal fam-
ily for decades and was highly respected for his skills as a por-
traitist. Over the years the plaster version of the Diana and
several representative portraits were acquired, including busts
of Voltaire, Diderot, Jean-Jacques Rousseau, Benjamin Franklin,
and Jean-Sylvain Bailly (see cat. 33). Originally displayed in the
halls of Schloss Friedenstein or incorporated directly into the
collection of plaster casts that from 1786 onward was overseen
by Houdon’s former student Doell, most of these sculptures
have been preserved until today, forming the largest collection
of works by Houdon outside of France.”

As shown by recently published documents, Grimm and
Diderot were instrumental in the planning of the funerary mon-
ument for the court of Gotha."® Their deliberations as donneurs
d'idées, or iconographic advisors, took the form of a vivid epis-
tolary correspondence and involved the above-mentioned Mme
d’Epinay in Paris as well as her Neapolitan friend, Abbé Ferdi-
nando Galiani (1728 -1787); Grimm acted, as usual, as inter-
mediary for the court. Whereas the long-debated mausoleum
was never realized, the visible results of another instance of such
intellectual patronage can be studied in the portrait medallions
of Friedrich IIT and Ernst II of Saxe-Gotha (cats. 55—56), the ear-
liest known works executed by Houdon for a German patron.
Although smaller in scale, they illustrate the immense influence
the philosophes had in the early 1770s on both the young Duke

Emnst IT in Gotha and the emerging sculptor in Paris.
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Soon after the death of Friedrich III on 10 March 1772, and
amid renewed discussions concerning the mausoleum, Ernst
IT decided to issue a medal in memory of his father. As usual
in such matters he consulted his advisor Grimm, explicitly ask-
ing for the input of the “men of letters and of taste,” especially
the “charming abbot of Naples,” Galiani."” This distinguished
diplomat and economist, an intimate of the Enlightenment cir-
cle surrounding Diderot, was a personal acquaintance of Ernst
and had helped design a celebratory medal for him in the past.18
As a connoisseur and collector of ancient coins, Ernst had a
clear concept of what his medal should look like. In his letter to
Grimm he suggested that the obverse show his father’s bust
truncated at the neck, “copied after the plaster by Houdon, hair
in the antique style,” and that it be inscribed with his father’s
name. For the reverse he imagined a standing génie, an alle-
gorical figure of mourning, supported by an extinguished torch
that pointed at two shields bearing the names “Gotha” and
“Altenbourg,” and inscriptions reading “moeror publicus” and
“D. X. MARS. MDCCLXXI1.” Immediately taking on the organ-
ization of the project, Grimm arranged for the shipment of
Houdon’s plaster from Gotha to his own address in Paris, warn-
ing that every possible precaution should be taken to avoid
transport-related damage.19 Indicating that the medal was to be
struck in Paris, Grimm promised the duke to assure personally
its high quality, in regard both to the importance of the subject
and to the high standards of Gotha’s mint.

In late June Grimm forwarded Ernst’s proposal to Abbé
Galiani in Naples, specifying that the medal “must have an
antique appearance, like the ruins of Herculaneum.””” An expert
in ancient art and history, renowned for his Latin skills, and a
serious coin collector himself, Galiani responded with a com-
prehensive and witty lecture on the subject.21 The ancient Greeks
and Romans, he noted, never mourned their dead princes, and
if there was one country that had no reason to grieve over their
new ruler it was Saxe-Gotha. Thus, one could not find a suit-
able prototype for a commemorative medal among the ancient
coinage until after the Romans had ended the practice of deify-
ing their emperors. From those later examples Galiani chose
two bronze medals honoring the emperors Claudius Gothicus
and Maximianus and bearing the words “Requies optimor:
merit” (Repose of the highest merits),22 both identifiable as part
of a series struck posthumously under Constantine the Great
(fig. 1). “Here is my medal,” Galiani rejoiced, explaining that
the obverse was to display the head of the Friedrich III “hair in
the antique style,” as required by Ernst, but with the royal head-

1. Commemorative bronze coin for Claudius Gothicus, drawing published in
Henry Cohen, Description historique des monnaies frappés sous 'empire
romain, 8 vols. (Paris, 1880-1892), 6:154, fig. 243.

band, the sign of sovereignty worn by all ancient kings, plus the
inscription “Divo Frederico Gothico, optimo principi.” For the
reverse Galiani imagined the seated and elegantly dressed figure
of the duke; in front of him a palm tree, symbol of eternity, with
the coats of arms of Gotha and Altenburg hanging down and
fasces lying at the bottom; and as inscriptions the cited “Requies
optimor: merit” as well as the date of the duke’s death in the
exergue. If, however, the duke insisted on his own ideas, the
abbot mockingly stated, he should consider that such a génie
with his torch upside down pointing at the shields would imply
that the late duke set his states on fire, just as a similar figure
on the reverse of Hadrian’s medals represents the burning
of old debts. Galiani also recommended that the duke limit
the number of génies to one, as they embody the soul of the
deceased, whose spirit is symbolized by the extinguishing torch.
He then corrected the Latin of Ernst’s proposed inscriptions.23

Galiani’s design for the medal was well received in Paris.”*
By the end of 1772 Houdon’s plasters arrived in Paris from
Gotha, and Grimm notified the duke: “Since the medallions
have arrived here in sad shape, they are in the hands of M.
Houdon, who does not allow anyone to readjust them. I also
informed him about all the ideas your Serene Highness had in
regard to the medal: because it is he again who wants to arrange
the head of the late Monseigneur le Duc in plaster so that the
medallist can just copy it; he already consulted the medals indi-
cated for that purpose..... I hope that your Highness will see the
fruits of our conversations on this subject.”25 In January 1773
Grimm announced more meetings with Houdon and made
clear that although everyone was doing their best the medal
could not be finished before the end of the official mourning for

Friedrich III in Mara:h.26 Ten months later, on 16 November
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2a-b. Houdon, obverse and reverse of commemorative medal for Friedrich I11
of Saxe-Gotha, 1773, silver, Schlossmuseum Gotha.

1773, the completed medal, engraved by the famous medallist
Pierre-Simon-Benjamin Duvivier (1730—-1819), entered the ducal
collection in two versions, silver and bronze (see fig. 2a—b; and
cats. 55-506, fig. 1 a—b).27 Grimm confirmed the duke’s satisfac-
tion, “I am delighted that Your Serene Highness is pleased with
the medal,” while Galiani proudly reported to Mme d’Epinay:
“The duke of Saxe-Gotha sent me the medal in gold, engraved
after my design, accompanied by an extraordinary letter””"
Houdon’s medallion of Friedrich IIT (cat. 55) represents the
front of this commemorative medal and follows Galiani’s icono-
graphic advice in all details. Its companion piece, the portrait of
Ernst II (cat. 56), is a congenial adaptation and shows how the
sculptor employed the same artistic principles for the younger
sitter. The accomplished inscriptions on both medallions, with
their abbreviations and complex cases, are also typical of
Galiani’s command of Latin. On the other hand, Ernst IT's pur-
poseful choice of ancient prototypes and his desire to recreate
“the purest antique style”29 reveal a certain propensity for the
highly refined neoclassicism practiced in Italy by followers of
Johann Winckelmann. The same year he became duke and com-
missioned the medal, Ernst II appointed Johann Friedrich
Reiffenstein (1719-1793), Winckelmann's successor in Rome
and an ardent critic of the French style, as councilor to the court
of Gotha. In part through the increasing influence of this anti-
quarian, the court of Gotha eventually withdrew from the
Parisian aesthetics represented by Houdon and abandoned the

mausoleum project.
4+  VISITORS TO PARIS  +

As a result of Houdon’s growing popularity, his studio in Paris,

which was by 1775 situated at the prestigious address of the Bib-
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liotheque du Roi in the rue Richelieu (see cats. 10 and 23),
became a veritable tourist attraction. While his name must have
already been familiar at a number of courts in Germany that
were related to that in Gotha, it was again Grimm and his cir-
cle who made an active effort to introduce visiting foreigners
to the sculptor’s work. For Grimm’s Francophile charges,
Houdon’s studio became one of the customary stops during
their stay in the French capital, along with monuments, muse-
ums, and private collections.

The seventeen-year-old hereditary prince of Saxe-Weimar,
Carl August (1757—1828),30 a cousin of Ernst II of Saxe-Gotha,
traveled to Paris with his younger brother Constantin at the
beginning of 1775.31 As their cicerone, Grimm was entrusted
with organizing the details of their itinerary as well as their
accommodation at the residence of the duc de Chartres in the
rue Richelieu, near Houdon’s studio.”” Carl August’s trip, fol-
lowing his engagement to Princess Louise of Hesse-Darmstadt,
was intended to improve his diplomatic connections and to
enlarge his cultural horizons before he became duke at eighteen.
As was customary for such an educational journey, or “Kava-
liersreise,” the young men were guided by their tutors, Johann
Eustachius Graf von Gortz and the literary Baron Karl Ludwig
von Knebel, in touring the sites, participating in the most fash-
ionable salons, and being introduced to scientists, intellectuals,
and artists.” On 3 March they attended a performance of
Gluck’s opera Iphigénie en Aulide, and five days later they met
the much-acclaimed composer in person, just before his depar-
ture for Vienna.”* Apparently Knebel took a preliminary look
at Houdon’s studio with Diderot” before the whole group went
there on 15 March, as Graf von Gortz wrote in a letter to his
wife.” In the studio they were able to admire, among other
works, the portraits of singer Sophie Arnould and composer
Christoph Willibald Gluck (cats. 8 —10), which Houdon was to
exhibit in the Salon of that year. Carl August was so pleased
with the resemblance of these busts to the illustrious personages
he had just met that he immediately acquired them in plaster.37
Almost ten years later he bought the newly finished portrait of
Prince Henry of Prussia (cat. 54), probably without ever hav-
ing seen it. Carl August’s awakened interest in French art in
general and Houdon’s works in particular continued after his
return to Weimar and his ascension to the throne. In Sep-
tember 1775 the Paris-based Hellenist J.-B. Gaspard d’Ansse de
Villoison, ™ a friend of Knebel who aspired to become the
Weimar court’s literary correspondent and business advisor,

enclosed in his letter to Carl August an account of the sculptures



HOUDON AND THE GERMAN COURTS

3. Houdon, Friedrich Franz I of Mecklenburg-Schwerin, 1782, terracotta,
Staatliches Museum, Schwerin.

in the latest Salon: “As I know your taste for sculpture, my lord,
I asked M. Houdon to write a report on the finest pieces by him
as well as by other artists who exhibited at the Louvre.””

On a comparable journey to Paris in the winter of 1782 the
hereditary prince of the northern German duchy of Meck-
lenburg-Schwerin, Friedrich Franz (1756 - 1842),40 and his wife,
Louise, commissioned their own portraits from Houdon (figs.
3—4). Although in this instance all arrangements were made
by their minister in Paris, the comte Diodati, Grimm was in
contact with the princely couple and dined with them at least
once." Handwritten travel journals by two members of the
entourage, the lady-in-waiting Juliana Marianne von Rantzau
and chamberlain August Georg von Brandenstein, recount
the visits to Houdon’s workshop and are testimony to the
sculptor’s speedy work. As part of their sightseeing program
the Germans toured the Bibliothéque du Roi on 2 December
1782, when Rantzau wrote: “in the large block occupied by the

library is the studio of M. Houdon, great sculptor in marble and

4. Houdon, Louise of Mecklenburg-Schwerin, 1782, terracotta, Staatliches
Museum, Schwerin.

other materials, where we saw some very beautiful statues. The
prince and princess were so tempted to have their busts done
that they will begin their sittings tomorrow.”" Brandenstein
observed: “Their Highnesses saw there the busts of several of
their acquaintances and were so astonished at their likenesses
that they resolved to have their own busts done as well.”*
Princess Louise had her first sittings on the mornings of
4 and 5 December, after which Brandenstein already noticed
considerable resemblance in the advancing portrait45 Following
a three-day excursion to Versailles, the princess resumed her
sittings on 10 December, and Friedrich Franz went in three days
later; by that time Louise’s bust was almost finished, “at least
the features were formed and waited only for the hand of the
master to perfect them.”*’ Only six days later the prince and
his entourage left the French capital carrying several boxes
of souvenirs and artwork, with more shipments to come. A
significant part of Schwerin’s large collection of fifteen busts

by Houdon, most of them made of terracotta-colored plaster
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5. Adolf Menzel, “WeiRlackierte Kammer” in Schlof Rheinsberg (showing
Houdow’s busts of the duc de Nivernais and the comtesse de Sabran), 1860,
graphite on paper, Staatliche Museen zu Berlin, Kupferstichkabinett.

and predating 1782, must have been acquired on this trip.47
Many works represent personalities that Friedrich Franz and
Louise had encountered in Paris, in one way or another —includ-
ing Gluck, one of whose operas they attended; Voltaire,
Rousseau, and d’'Alembert as the acknowledged philosophes;
and the comte de Buffon as the owner of the Cabinet d'histoire
naturelle they visited. A description of Schloss Ludwigslust in
1803 refers to “several busts by Houdon in terracotta,”” installed
in a small room next to the paintings gallery, while the busts of
Friedrich Franz, by then the reigning duke, and his wife would
have been displayed in a more prominent location.”

Another sizable collection of works by Houdon in Germany
was assembled by Prince Henry of Prussia (1726 -1802), the
younger brother of King Frederick II. Henry was already fifty-
eight years old when he traveled to Paris for the first time in
1784; a second trip followed in 1788—1789‘50 The Francophile
prince, introduced by his longtime correspondent Grimm,
befriended numerous amateurs and members of the enlight-
ened aristocracy and participated in the usual mix of intellectual,

social, and cultural activities, including a visit to Houdon’s stu-
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dio. In a letter to Frederick II of 5 October 1784 Henry lauded
the sculptor’s extraordinary skills and the stunning exactness
of his portraits.Sl He failed to mention, however, the sittings for
his own bust, which survives in two variants and apparently
was intended as a gift to family members and friends (see cat.
54). Over time the prince purchased a number of other works
from Houdon for his palace in Rheinsberg near Betlin, por-
traits of sitters that ranged from the famous encyclopédistes to
his personal friends and ac:quaint:mces.52 Although dispersed
today, the collection can be largely reconstructed’” thanks to the
inventories of the contents of Schloss Rheinsberg taken after
Henry’s death” as well as pictorial documents, especially two
graphite drawings by Adolf Menzel (see fig. 5).55 This famous
German painter and illustrator visited Rheinsberg in 1860,
capturing views of the palace and its decoration in more than
twenty sketches before it fell into neglect in the later nineteenth
century. Evidently all of the busts by Houdon were placed on
matching brackets and mounted high up on the walls, their
former location within the palace suggesting an installation
date after 1786, when the rooms were newly decorated. It was
supposedly here, surrounded by the images of his old French
friends, such as the comtesse de Sabran and the duc de Niver-
nais (figs. 6 and 7), that the aging Henry preferred to stay in
the last years of his life.

Houdon’s German clientele in the eighteenth century con-
sisted primarily of visiting members of smaller courts, who were
interested in portrait busts of public figures or of people they
knew. Owing to their financial limitations, they preferred
the low-cost versions in plaster or terracotta, reinforcing the
souvenir- or memento-like character of their acquisitions. An
exception is Margrave Alexander of Ansbach’s “bust of Voltaire
by Houdon, in white Carrara marble,” which by 1786 he exhib-
ited in his bedroom “on the oriental marble table.””" Even more
extraordinary were Henry of Prussia’'s commission of his own
likeness in bronze and his brother Frederick II's earlier purchase
of a marble bust of Voltaire in 1781 (cat. 24). Although the latter
was not associated with a personal visit to Paris by Frederick but
negotiated in written correspondence over a period of two and
a half years, the transaction was again initiated by a member of
Grimm’s circle of philosophes, Jean Le Rond d’Alembert (1717-
1783), coeditor with Diderot of the Encyclopédie. D’Alembert’s
involvement is characteristic of the way Houdon was systemat-
ically supported and promoted by the proponents of the Paris
Enlightenment, both inside and outside of France, and it indicates

that the sculptor had been chosen to represent in concrete form
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6. Houdon, Duc de
Nivernais, ca. 1787,
terracotta, Stifiung
Schlésser und Gérten
Potsdam-Sanssouci,
Rheinsberg.

their appearance and their ideas. To help Houdon multiply and
spread these images, especially among independent foreign
rulers, was a logical consequence of the philosophes’ larger aspi-
ration to educate those in power and transform them into enlight-
ened monarchs. Even long after the French Revolution, Houdon's
studio remained a magnet for traveling Germans, including

the Prussian King Frederick William III (1770 -1840), as the

7. Houdon, Comtesse
de Sabran, ca. 1785,
terracotta, Stiftung
Schldsser und Gdrten
Potsdam-Sanssouci,
Rheinsberg.

Moniteur universel reported in September 1815: “His Majesty the
King of Prussia, accompanied by the famous traveler, M. de
Humboldt, visited the day before yesterday the studio of M.
Houdon. His Majesty seemed to be satisfied above all with the
bust of Moliére, in which the artist succeeded in conveying the
creative personality and at the same time faithfully rendered

. 57
the features of the creator of our comic theater.”
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“A MAN MORE JEALOUS OF GLORY THAN OF WEALTH":
HOUDON'S DEALINGS WITH RUSSIA

Christoph Frank

Ithough she was to live for another two decades, the empress of Russia providentially
composed her own epitaph on 2 February 1778, not long before the death of her favorite
author and correspondent, Frangois-Marie Arouet de Voltaire. This gave her enough
time, she said, to correct it. In it she aimed not only to sum up her life but also to pay homage
to the importance of literature in her political formation: “Here lies Catherine the Second, born
at Stettin on 21 April [2 May] 1729. She came to Russia in 1744 to marry Peter III. At the age of
fourteen she conceived the triple project to be pleasing to her husband, to [the empress] Eliza-
beth, and to the nation. She overlooked nothing to achieve this. In eighteen years of boredom and
solitude she read many books. Once she had reached the throne of Russia, she wanted only the
good and sought to procure for her subjects happiness, freedom, and property. She forgave with
ease and did not hate anyone; indulgent, happy to be alive, of a cheerful nature, with a republi-
can soul and a good heart, she had friends; work was easy for her, company and the arts pleased
her.”" At the height of her power, no other statement by Catherine II described more succinctly
how she preferred to be seen at home, abroad, as well as eventually by posterity.

Having come to the throne in 1762 by toppling her demented husband, who died in confinement
shortly afterward, she immediately styled herself as the political and dynastic heir to Peter I, with
the aim of expanding the Russian Empire, reforming and modernizing its society and institu-
tions, and thereby creating a European power to be taken seriously.” She regarded herself as
the pupil of the leading Enlightenment philosophers, foremost of Voltaire, whose books she
read as soon as they were published and appreciated for their outstanding literary quality,
polemical wit, and linguistic clarity.’ She established a vital correspondence with Voltaire, Jean
Le Rond d’Alembert, Denis Diderot, and other French intellectuals, whom she had previously
known only through their works. The most prominent of the Russian elite to exchange ideas

with the philosophes, she was eager to give her country a new, more liberal code of laws

Detail of Frangois-Marie Arouet, called Voltaire, cat. 25
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and legal system. In 1767 she formulated the Nakaz, an impor-
tant set of instructions for the Legislative Commission of
Russia, based on key texts of enlightened political philosophy,
such as Montesquieu’s De lesprit des lois (1748), Cesare Becca-
ria’s Dei deliti e delle pene (1764), and articles in the Encyclopédie
(1751-1780). She sought the advice of the philosophes in estab-
lishing regulations for new educational and welfare institutions,
including the Smolny Institute for Young Noble Women in St.
Petersburg and the Moscow Foundling Hospital. The very
month of her coronation she invited Diderot to Russia to com-
plete the Encyclopédie after he encountered trouble with the
French king and his censors.”

Catherine II was extremely conscious of the public sig-
nificance of her patronage, knowing that it was closely watched
throughout Europe, by rulers as well as intellectuals. Among
the first modern heads of state to understand the power of the
printed media, she used her relationship with the philosophes
to promote and publicize her policies. In consequence, the
impact on Russia of the philosophes and French culture in gen-
eral was never stronger than in the decades leading up to the
French Revolution. Literature and the arts were influenced
most profoundly. In the realm of politics, such issues as slavery
and the arbitrary practices of the administration changed
very little, making clear that, whatever theoretical concessions
the empress may have made in her correspondence with the
philosophes, she was not willing to risk losing her power, or
even her life. Diderot’s disillusionment with his imperial patron

after his return to Paris is legendary. He eventually denounced

1. Pierre-Simon-
Benjamin Duvivier,
Frédéric-Melchior
Grimm, charcoal,
Musée Carnavalet,
Paris.
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Catherine’s interest in enlightened philosophy as manipulative
myth-building, which, however successful in its time, some
historians have come to describe as “le mirage russe,” the great
Russian illusion.’

From 1764 until her death in 1796, Catherine II subscribed
to the Parisian Correspondance littéraire, edited by Frédéric-Mel-
chior Grimm (fig. 1) from 1753 to 1773. This bimonthly manu-
script journal covered the literary and artistic news from Paris,
at that time considered the capital of enlightened Europe. It was
sent to select members of the European nobility, including
Duchess Louise Dorothea of Saxe-Gotha, King Gustav III of
Sweden, King Stanistaw Augustus II Poniatowski of Poland,
and Archduke Leopold of Austria.” Reading the Correspondance
littéraire and other diplomatic and literary reports, Catherine 11
could justifiably regard herself as among the best informed of
her time with respect to cultural developments in Paris. And
Grimm, a native of Regensburg in south Germany and a friend
of Diderot and Jean-Jacques Rousseau, made an exceptional
career for himself providing news of Paris to the courts on the
northern and eastern periphery of Europe: “after all, it is an
advantage of no little consideration to have the right to talk twice
a month to all the great and enlightened princes of Europe.”7
The Correspondance littéraire also offered detailed commentary
on the Salon exhibitions, with Diderot as the principal critic
from 1759 to 1781.8 It thus exerted significant influence on the
constitution of art collections outside France, particularly in
Russia. In March 1773, however, Grimm passed on the labori-
ous and time-consuming task of editing the journal to Jacques-
Henri Meister of Zurich, who assured its continued appearance
until 1814. Grimm’s decision was very likely prompted by his
invitation from Catherine II to become her principal literary
and artistic advisor in Paris. The empress and her agent left
behind an extraordinary correspondence that extensively
documents the mechanics and intentions of her cultural and
artistic patronage.g

The 1770s and early 1780s in St. Petersburg marked a period
of intense efforts to build art collections superior to any in west-
ern Europe. This emerging interest in the visual arts on a
national level supported a comprehensive cultural publicity cam-
paign, instigated and partly directed by the Paris philosophes
with the aim of proving to the civilized world the high level of
sophistication the Russian Empire had attained under the rule
of the enlightened empress. Sometimes to the envy and some-
times to the derision of the keenly media-conscious audiences

of eighteenth-century Europe, this was closely monitored abroad.
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2. Houdon, Seated Voltaire, 1781, marble, The State Hermitage Museum,
St. Petersburg.

Nearly all of the sculptures by Houdon that are associated
with Russia reached St. Petersburg during the sculptor’s life-
time, and they constitute some of the most remarkable works
in his oeuvre, including the Seated Voltaire (fig. 2) and a marble
Diana (sold in 1930 by the Soviet government to Calouste Gul-
benkian, now in Lisbon).w It has been noted that Catherine’s
relationships with contemporary artists have not been studied
as thoroughly as they deserve —with the possible exception of
Etienne-Maurice Falconet, with whom she corresponded at a
high philosophical and artistic level throughout his stay in St.
Petersburg (1766 —1778); or her one-time favorite draftsman
Charles-Louis Clérisseau, who procured for her the views of
Rome with which she decorated her personal quarters at the
Winter Palace and at her country residence at Tsarskoye Selo."
The wealth of her personal correspondence and the diplomatic
dispatches of the period testify to considerable knowledge on
the part of the empress and her advisors, through whose offices
such artists as Jean-Baptiste Greuze, Anton Raphael Mengs, or
Joshua Reynolds were either commissioned to do works for

Russia or enticed to go there. Whether this stemmed from a

3. Louis-Claude Vassé after Edme Bouchardon, reduced version of the
Equestrian Monument of Louis XV, 1759-17063, bronze, Musée du
Louvre, Paris.

genuine interest in the arts or from strategic and propagandis-
tic reasoning remains to be determined.

There are indications that in September 1777 Diderot and
his friend Prince Aleksandr Mikhailovich Golitsyn, formerly
Russian ambassador to France, tried to convince the director
of the Academy of Fine Arts in St. Petersburg, Ivan Ivanovich
Betskoi, to nominate Houdon as professor of sculpture at the
academy after the departure of Nicolas-Frangois Gillet. In a
recently discovered letter of March 1778, Golitsyn wrote to Diderot
expressing his regret that their interventions had not led to
the appointment: “Undoubtedly, if one were in need of a
capable sculptor in Russia, one could hardly find better than in
the person of M. Houdon, his merit being already known
through several beautiful Works."12 Nonetheless, it must be
emphasized that Houdon counted his Russian patrons and the
empress in particular among his most important clients. He
worked on Russian commissions from 1773 to 1783 and again in
1814, when he carved the portrait bust of Emperor Alexander 1
(untraced), thought to be his last work, after which he disap-

. .13 . .
peared from the art world in Paris. ~ Catherine commissioned
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from Houdon a portrait bust of Voltaire in 1778 (cat. 25), the
Seated Voltaire soon thereafter, and a bust of her second most
favored author, the naturalist Georges-Louis Leclerc, comte
de Buffon, in 1781 (see cat. 28); in 17831784 she acquired
the full-scale marble Digna that had been done for Duke Ernst
II of Saxe-Gotha (see cat. 35). Yet one of the great ambitions of
Houdon'’s life remained unfulfilled: he had desired to create
equestrian statues that would rival those by Edme Bouchardon
(unveiled in Paris in 1763; see fig. 3) and Falconet (unveiled in
St. Petersburg in 1782; see fig. 6).14

Presumably Houdon’s first work for a Russian patron was
a marble portrait bust of Catherine II wearing the chain of the
Order of Saint Andrew and a kokoshnik, the national headdress
(fig. 4).15 The artist, never having seen the empress in person,
had to rely on portrait drawings and miniatures, which, in addi-
tion to his following Roman imperial prototypes, may account
for the detached and overall uninspired quality of this work."’
The commission came from Count Aleksandr Sergeevich
Stroganov, a highly cultivated member of the Russian aristoc-
racy. Stroganov had spent much of his youth in western Europe,
where he had come under the influence of the philosophes and
freemasonry; he later joined Voltaire and Houdon as a member
of the Loge des Neuf Soeurs —a masonic lodge dedicated to the
Nine Muses and hence to the arts —to which many prominent
artists and writers belonged.17 In 1771, after a brief sojourn in
Geneva, Stroganov returned to Paris, where he remained until
1778 —1779; he moved back to St. Petersburg only to return
again to Paris in 1781, staying until 1783. He was thus a witness
and participant during some of the most active years of the Paris
art scene and built one of the largest private collections in Rus-
sia at that time. Back in St. Petersburg, he installed his collec-
tion in the ostentatious family palace, situated on Nevski
Prospect and designed by Bartolomeo Francesco Rastrelli for
Stroganov’s father, Sergei Grigorievich. This is where some-
time around 1790 a French traveler, Fortia de Piles, saw two
more busts commissioned from Houdon, one of Diderot and
the other of Voltaire.

It has been argued that Stroganov’s commissions of the bust
of Catherine II and, to some extent, those of Diderot and Voltaire
should be read as carefully calculated acquisitions by a promi-
nent Russian living in Paris, who was clearly aware that his
actions were scrutinized not only by the Parisian public but by
the empress, who received regular dispatches about the con-
duct of her envoys.19 This reading is supported by the fact that

the date of the bust of Diderot coincides with the latter’s jour-

54

4. Houdon, Bust of
Catherine 11, 1773,
marble, The State
Hermitage Museum,
St. Petersburg.

ney to St. Petersburg in 1773, and the Voltaire bust was ordered
at the same moment the empress was looking for one herself.
Moreover, the Stroganov Voltaire corresponds closely to one of
the two busts that Catherine received from Houdon in the sum-
mer of 1778 (cat. 23): the one in which the philosopher is ren-
dered naturally, bare-headed and without drapery—in some
ways the purest and most classically restrained version—which
Catherine, in her letters to Grimm, repeatedly claimed to pre-
fer to all the other renderings.20

The widespread awareness of these busts, and that of the
empress in particular, can be demonstrated by the extensive
coverage they received in reviews of the Salons; and Stroganov’s
decision to exhibit the works publicly further suggests that he
was indeed trying to make an impression on his sovereign with
the commissions. Pidansat de Mairobert, who had assumed
responsibility for Bachaumont’s Mémoires secrets, a periodical
that competed with Grimm'’s Correspondance littéraire, wrote in
his criticism of the Salon of 1773: “The same artist [Houdon)]
has also exhibited the bust of the empress of Russia. This beau-
tiful head, stronger than the ordinary form, appears to announce
that nature has made an effort to conceive the immortal sover-
eign that she represents.”21 The obvious flattery was directed
toward the person depicted rather than the sculptor, though
Houdon received praise at the same Salon for another impor-
tant Russian commission, the model of the funerary monu-
ment for field marshal Mikhail Mikhailovich Golitsyn (cat. 57) 2
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By the late 1770s Houdon’s rendering of Catherine I1, which
some felt was lacking in expressiveness, had become nonethe-
less one of her official portraits, as can be deduced from the
proliferation of copies in plaster. Clérisseau in 1779 had wanted
to place one copy on an “altar of gratitude” as part of a public
exhibition of his drawings, just before shipping them to St.
Petersburg:

This devil Clérisseau promenades around everywhere,
his head twice as big as before. “So, the Empress of Rus-
sia has made him prodigiously rich?” asks the comte
d’Angiviller, director of the Batiments du Roi, that is to
say, the Betskoi of this country. “In fact, so rich,” replies
Clérisseau to him, “that it is no longer in your power to
do me any good.” Note that the court never gave him
any encouragement. From there he goes to Houdon’s
studio and commissions from him the bust of Your
Imperial Majesty. “Make me the bust of the Empress,
so that it can be placed in my home on the altar of grat-
itude; all those who come to me must know that every-

thing I have I owe to her””

Clérisseau’s conscious mise-en-scéne set a new standard for
fawning, which was imitated a few weeks later by the poet and
dramatist Michel-Jean Sedaine, who received a pension from
Catherine in recognition of his talent, well before the French
king had been inclined to do so: Sedaine ordered “one of the
portraits of Your Majesty. .. to be placed at his house, as Cléris-
seau had commissioned his bust from Houdon. Thus finally
there are two of them placed at the Louvre, as Sedaine and
Clérisseau reside there because of their academic positions. I do
not despair to see the portraits der wohltitigen Kaiserin [of the
charitable empress] multiplied in the Louvre, in the Capitol, or
anywhere there are rewards to bestow on real and modest
merit.””* Obviously Catherine’s liberal patronage was meant to
impress where the monarchs of the civilized West might fail.
Houdon’s marble bust of the empress, before leaving Paris
with Stroganov in 1783, was put to work one more time during
the visit of Catherine’s son Paul and his second wife, Maria
Fedorovna, in 1782.25 Traveling incognito as the “comte and
comtesse du Nord” at the insistence of the emﬁress, the royal
couple undertook what was in effect a Grand Tour through sev-
eral European countries, supposedly with the aim of establish-
ing closer ties with neighboring powers, the Habsburgs in

particular. Catherine made sure that her estranged son would

not interfere in her politics, however, by sending him to all the
great sites with the means to buy luxury goods and works of
art on a lavish scale for his summer residence at Pavlovsk. On
2 June 1782 the couple visited the Bibliothéque du Roi and
Houdon’s studio, where they saw not only the almost finished
Seated Voltaire and the bust of Buffon, both commissioned by
Catherine, but also the bust of the empress herself, probably
moved there for the occasion from Stroganov’s Paris residence
at the prompting of Grimm and Stroganov. Charles-Frangois
de Lubersac de Livron, a poet and self-styled specialist in royal
monuments, described the visit: “Their Imperial Highnesses,
who at this moment seem to do themselves honor by showing
no interest in anything but the sciences, the arts, and the tal-
ents, come here and recognize in the same instant, but not with-
out surprise, the marble bust of their August Mother. Flattering
and deserved eulogies emerged immediately from the mouths
of their graces, becoming for the artist present [Houdon] at that
moment an honorable reward, befitting his talents.””
Lubersac de Livron’s publication of 1782 included the
description of a projected public monument to the glory of the
enlightened emi)ress, which the author seems to have sent to
Catherine in manuscript form as early as August 1778, accord-
ing to a surviving presentation copy at the National Library of
Russia in St. Petersburg.27 The second part of the book focused
on the journey of the “comte and comtesse du Nord,” as if pur-
sued solely to serve the interests of the state, and it cites the
examples of other “enlightened” rulers such as Peter the Great,
Gustav III of Sweden, Christian VII of Denmark, and Joseph II
of Austria. Yet despite the dedication to Paul, first in the impe-
rial line of succession, the extravagant publication gives more
than one indication that Catherine is the real subject of its pan-
egyric discourses. For example, Lubersac had commissioned
for the frontispiece an engraving of Houdon’s bust of the
empress shown in profile (fig. 5), with the highly potent inscrip-
tion: “Catherine II. Impératrice des Russies. Mére de ses peu-
ples. Née le 2 May 1729.” The title mater patriae, or “Mother of
the Fatherland,” had been officially offered to the empress on
12 August 1767 by the deputies of the Legislative Commission
gathered in Moscow to write the new code of laws.” She
accepted this title in recognition of her divine right to power,
on the basis of which, it was understood, her people had been
entrusted to her. Moreover, this print, by Charles-Etienne
Gaucher, one of the leading engravers in Paris, was executed
after a drawing by Greuze, one of Catherine’s favorite artists;

another telling inscription emphasized that Greuze had drawn

55



CATHERIN I 1 .
Ty Ee’ra(:ricc des Ruflies
Mo e Ml/'wv.

Voo /e 4

i

3 ’" [

e of or 4 .auda nch -

5. Charles-Etienne Gaucher, Catherine 11, 1782, engraving after drawing by
Jean-Baptiste Greuze of bust by Houdon, BNEst.

the bust after the original and implied that this had happened
under the guidance of the sculptor himself: “Greuze del. sub
Stat. Houdon.”” This may represent the artistic network that
was trying to persuade the empress to commission her own
monument; the visits by her son and his wife to the studios of
Greuze and Houdon were particularly stressed in a separate
note to Meister’s account in the Correspondance littéraire.””
According to Lubersac de Livron’s program, the monument
would be erected in the center of St. Petersburg, between the
River Neva and the Winter Palace, the latter being the official seat
of government.31 A statue of the empress in the guise of the sea
goddess Thetis, leader of the Nereides who had the gift of
prophecy, would stand in a temple surrounded by a moat that
would prevent anyone from coming near her. The temple would
De situated at the center of a giant semicircular Doric colon-

nade, which would eventually be completed with colossal images
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of illustrious Russians, each placed on a high pedestal. The tem-
ple would be decorated with allegorical representations of the
virtues, talents, and achievements of the sovereign. The key ele-
ment in this rather baroque composition was the proposed
statue of the empress: “Catherine Il clothed in her imperial
garb, the crown on her head, holding the imperial sceptre in
her right hand, will have a retinue of various genii representing
the great worthies of the empire. .. . this statue of the Empress
made of white marble, of a stature larger than life, will appear
standing, supported by Minerva who will accompany her;
approaching with a majestic and proud air from the side of the
port where her fleet lies will be Neptune, sovereign of the sea,
aboard his chariot and landing at the base of the temple."32

The image was thus intended to commemorate Catherine’s
directions to the commission drawing up the new law code for
Russia in 1767 as well as her military exploits at sea—that is,
Alexei Orlov’s victory over the Turks at Chesme in 1770. It is
probably not a coincidence that such a sculptural program was
proposed to Catherine at the moment Falconet’s unrivaled chef-
d’oeuvre, the equestrian statue of Peter the Great, was being
installed in front of the Russian senate building in August 1782
(fig. 6). Famous for its daring composition and the ingenious
simplicity of its inscription, “Petro Primo / Catharina Secunda,”
this was a monument that celebrated the person who was
represented as much as the person who had commissioned and
dedicated it. Catherine’s contemporaries understood this incon-
gruity. The English envoy to Russia, Sir James Harris, wrote
only two days after the unveiling: “I could not avoid, during this
ceremony, reflecting how impossible it was that any successor
of Her Imperial Majesty who might, in some future day, erect
a statue in commemoration of Her great Actions, ever should
be so much superior to Her, as she Herself is superior to Peter
the Great, both in the art of governing, and in that of making
Her People respected and happy.”33

The idea of a monument to Catherine IT was not new.
Voltaire had written to Falconet on 17 June 1772: “Your quill
gives me a very good idea of your chisel. I see ingenuity in
everything you write, and I judge that this genius will breathe
life into the statue of Peter the Great. If I were not an octoge-
narian, and if I were in good health, I would go to see this
masterpiece. But this would be on the condition that I would
find a statue of Catherine the Second in front of that of Peter
the First.”"" Voltaire’s letter shows that the concept of a full-
scale statue dedicated to Catherine II, juxtaposed with Fal-

conet’s equestrian statue of Peter I, had been a subject of
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discussion among the philosophes for some time. Falconet
himself had suggested such a monument to the empress as
early as 1768, but it never got further than a model, which
appears to have been lost: “I have made a sketch which I will
not show to anyone until Your Majesty shall have seen it.
Catherine the Second gives the laws to her Empire. She deigns to
lower her sceptre to suggest to her citizens the means to render them
happier. 1f this simple idea is not suitable, 1 do not know of
anything that might be more so, or more glorious.”35 Despite
these early initiatives and the endorsement of Lubersac de
Livron’s project of 1778 —1782 by prominent philosophes like
the comte de Buffon, the empress could not be convinced to
commission her own monument.”* The last and presumably
most forceful proposal, clearly stating that the assignment
should be given to no one but Houdon, was made by Grimm,

Catherine’s confidant in literary and artistic matters.

6. Etienne-Maurice Falconet, Equestrian Monument of Peter the Great,
1766-1782, bronze, Senate Square, St. Petersburg.

Anunpublished letter of June 1785 from Grimm to Cather-

ine reveals the extent and complexity of the situation.:

It is in every way suitable and appropriate that at the
moment the Duke of Saxe-Gotha sees a plaster of the
Hercules Farnese issued from the Imperial Academy
[of Fine Arts] arrive in his quarters, they will send me
a marble of the Hyperborean Minerva, who, despite
having had the same father, was a lady of a completely
different rock than the lord Hercules, courageous knight
that he was. In truth I would have preferred to own [one]
from the chisel of Houdon rather than from anyone
else; but as one is not a lady of such extraction, without
suffering from terrible disadvantages in one’s character,
I recognize that I lose hope in my influence to make her
understand that the first Praxiteles or Phidias of this cen-
tury would not be good enough to conserve her traits to

the admiration and veneration of the loyal of all ages. ....

Houdon will spend four or five months in America to do
the portrait of Washington, then return to France to exe-
cute his statue for the United States. Is it not deplorable
that an emerging republic, which has hardly reached the
age of puberty that the Adolescent Hercules by Shchedrin
has already passed, whose means are in consequence
so new and so limited, could demonstrate its gratitude
toward the greatest of its citizens, and that it should not
be permissible to the senate of Russia to consecrate its
own [gratitude] in a similar monument for its first citizen
[the empress], in recognition of twenty-three years of
favors and services? One shrugs one’s shoulders when
one thinks of it with a clear head. Surely Houdon would
not be any more ill going to Russia than crossing the sea
to look for Washington on his estates in Virginia, and
one would find enough strength and courage to under-
take the two most [beautiful] monuments, when a long
succession of centuries will not produce anything com-
parable. But set yourself to preach to the deaf, says the
Apostle Saint Paul to the Thessalonians, and you will
have your rewards. Shchedrin thus makes the bust of
Minerva through the [mediation of the] people of Grimm,
who desire passionately for the people of Petersburg her
[Catherine’s] statue by Houdon, once he comes back from
America; that will be in any case undone and badly paid,

37
one draws from that whatever one can.
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In 1782 Grimm had written Catherine II to secure a num-
ber of commissions for Feodosy Fedorovich Shchedrin, and by
1785 he was expressing the desire to own a bust of the empress
by that artist for himself, which he would place on the altar of
an imaginary cathedral dedicated to Catherine in the imaginary
town of “Grimma.” Despite his efforts to promote Shchedrin’s
work,m itis obvious that Grimm’s primary goal was to convince
Catherine to commission her statue from Houdon. He applied
his considerable argumentative skills to move the empress in
that direction, not least by comparing their initiative to that of
the Assembly of the Commonwealth of Virginia, whose mem-
bers had invited Houdon to come to America to create a full-
scale statue of George Washington (cat. 47, fig. 3). Houdon had
accepted this project on the understanding that he would receive
another, more prestigious commission for an equestrian statue
of Washington to be placed at the center of the as-yet-unbuilt
capital of the United States.”

In 1784 Thomas Jefferson, then ambassador to France and
a friend of Grimm, had recommended Houdon, whom he
considered “the first statuary in the world,” to execute the statue
for Richmond. But two days before Jefferson officially informed
the Virginia delegates on 12 July 1785 that Houdon would
come to America,” he had written to Washington that the artist
had had to decline an offer from the empress of Russia in order
to accept their commission; this offer presumably amounted
to nothing more than an invitation to work on a statue to be
placed opposite the monument of Peter the Great: “He has had
difficulty to withdraw himself from an order of the Empress of
Russia, a difficulty however which arose from a desire to shew
her respect, but which never gave him a moment’s hesitation
about his present voyage which he considers as promising the
brightest chapter of his history."42

The correspondence suggests that Houdon tried to use his
health as a pretext to turn down Catherine’s monument in
favor of Washington’s. As Grimm acrimoniously hinted in his
letter of June 1785, the artist apparently claimed to be too ill to
travel to Russia but was fit enough to cross the Atlantic Ocean;
he thought that Houdon suffered from delusions about the
unlimited possibilities that should present themselves to him
in the New World.” According to Grimm, not even the meager
pay he could expect there had discouraged the artist. Houdon,
who strongly preferred to work from life (especially after
his bust of Catherine II in 1773), spent the first two weeks of
October 1785 at Mount Vernon in Virginia, making a clay bust

of Washington’s head and taking measurements for the full
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figure, then returned to Paris to work on it over the following
decade. Yet, famously, despite Houdon'’s insistence that he could
cast an equestrian statue at relatively little expense, as he still
possessed the furnaces and molds that had been used for
Bouchardon’s statue of Louis XV, nothing came of the Wash-
ington project, nor indeed of Catherine’s.

According to his letter to Catherine in June 1785, Grimm
was well informed of all the details, to the point of spelling out
what price might entice Houdon to come to Russia after all. It
is most likely that Grimm received this information from none
other than Thomas Jefferson, with whom he interacted nearly
every day in the same intellectual and diplomatic circles of Paris.
But although the network that operated behind the scenes can
be largely reconstructed, Houdon left no reliable evidence of
his own thoughts and intentions. It seems unlikely that he
would have relinquished a contract with Russia because of
republican sympathies; he had worked primarily for the Euro-
pean nobility up to this point in his career. In the end, however,
Houdon may have simply preferred to be acknowledged as
the first sculptor in America capable of producing such a
statue rather than the second in Russia, where such undertak-
ings could end rather badly, as demonstrated by Falconet’s
abrupt departure from St. Petersburg in 1778 after the failed
first cast of his equestrian monument.

Yet presumably following ancient and humanistic topoi,
according to which human beings are not meant to commis-
sion or even consecrate a monument to themselves during their
own lifetimes, the empress informed her agent in response to
his initiative: “As regards those gentlemen from America, I
believe them to be taken to talk senselessly; the old and the
young republics of this century are inclined toward these kinds
of things. As far as my statue is concerned, it will not exist in

P
my lifetime.”



“A MAN MORE JEALOUS OF GLORY THAN OF WEALTH"

The title of this essay derives from a recently discov-
ered letter from Diderot to Aleksandr Mikhailovich
Golitsyn, 16 May 1777, published in Karp 1998, 77-79,
no. 20. The author gratefully acknowledges the sup-
port of the German Research Foundation (DFG) and
the Bibliotheca Hertziana — Max-Planck-Institut fiir
Kunstgeschichte (Rome); also the invitation of Sergei
Karp, Institute of Universal History of the Russian
Academy of Sciences (Moscow), and Georges Dulac,
Université Paul-Valéry (Montpellier), to contribute

to the new edition of the correspondence of Frédéric-
Melchior Grimm and Catherine I1. In view of the
persistence of political mirages, Russian and other,
this contribution is dedicated to Paul Frank (Breitnau).

1. In letter of 2 Feb. 1778 to Grimm (SIRIO 1878,
77 n. 1). All translations from French are the author’s
own. Catherine II (1729 -1796), of German origin,
was the daughter of Prince Christian August of
Anhalt-Zerbst and Johanna, princess of Holstein-
Gottorp, whose brother became king of Sweden in
1751. Selected as bride for her second cousin Karl
Peter Ulrich of Holstein-Gottorp, heir of the childless
Empress Elizabeth of Russia, she was married on 21
August 1745. With no legitimate claim to the Russian
throne, she overthrew her husband just six months
after his accession as Peter I1I to rule in her own right.
The two ciphers often given for Russian dates
relate to the coexistence of the Julian calendar (widely
applied in Orthodoxy) and the Gregorian calendar
(adopted by Pope Paul I1I in 1582). In the eighteenth
century the difference amounted to eleven days.

2. For a survey of the period in English see Isabel de
Madariaga, Russia in the Age of Catherine the Great,
2nd ed. (London, 2002).

3. The most recent monographic analysis of Franco-
Russian cultural relations under Catherine II

(in Russian) is Karp 1998; for the wider eighteenth-
century context see the excellent catalogue Paris 1986a;
and Dulac 1997, 961-967.

4. Maurice Tourneux, Diderot et Catherine II (Paris,
1899; reprint, Geneva, 1970).

5. Le Mirage russe au XVIIle siécle, ed. Sergei Karp
and Larry Wolff, Publications du Centre international
d’étude du XVIlIle siécle, vol. 10 (Ferney-Voltaire,

2001).

6. Jochen Schlobach, “Diderot und Grimms Correspon-
dance littéraire,” in Diderot und die Aufklirung, ed.
Herbert Dieckmann, Wolfenbiitteler Forschungen 10
(Munich, 1980), 50.

7. Grimm to Caroline of Hesse-Darmstadt, 20 July 1771
(Schlobach 1972, no. 85, 138). See also Scherer 1887;
and Schlobach 1997, 274-277.

8. Seznec and Adhémar 1957-1967; Paris 1984 -198s;
and Jacques Chouillet, “Grimm critique d’art. Le Salon
de 1757,” in La Correspondance littéraire de Grimm

et de Meister (1754—~1813), colloquium at Saarbriicken,
22-24 Feb. 1974, ed. B. Bray, ]. Schlobach, and

J. Varloot (Paris, 1976), 191-199.

9. See SIRIO 1878; and SIRIO 188s. See also Sergei
Karp and Sergei Iskul, “Les Lettres inédites de Grimm
a Catherine I1,” Recherches sur Diderot et sur IEncy-
clopédie, no. 10 (Apr. 1991), 41-55; and Sergei Karp,
“Der Briefwechsel Friedrich Melchior Grimms mit
Katharina I1,” Europa in der Frithen Neuzeit. Festschrift
fiir Giinter Miihlpfordt, ed. Erich Donnert (Weimar,
Cologne, and Vienna, 1997), 3:151-176.

10. For surveys based on research prior to the October
Revolution see V. Vereshchagin, “Proizvedeniya
Gudona v’ Rossiiy,” Starye Gody (June 1908), 333~ 341;
Réau 1914; Réau 1917; and Réau 1924a, 189-196.

11. See Claus Scharf, Katharina I1., Deutschland und die
Deutschen (Mainz, 1996), 186; with regard to Cather-
ine’s relationship with contemporary artists see SIRIO
1876 and Charles-Louis Clérisseau (1721-1820). Dessins
du musée de I'Ermitage Saint-Pétersbourg [exh. cat.,
Musee du Louvre] (Paris, 1995). See also Martin Postle,
“Sir Joshua Reynolds and the Court of Catherine the
Great,” British Art Treasures from Russian Imperial
Collections in the Hermitage, ed. Brian Allan and Larissa
Dukelskaya (New Haven and London, 1996), 56-67;
and Christoph Frank, “Plus il y en aura, mieux ce
sera’— Caterina II di Russia e Anton Raphael Mengs.
Sul ruolo degli agenti ‘cesarei’ Grimm e Reiffenstein,”
Mengs. La Scoperta del Neoclassico, ed. Steffi Roettgen
[exh. cat., Palazzo Zabarella] (Padua, 2001), 86-95.

12. Aleksandr Mikhailovich Golitsyn to Diderot, 12 [23]
March 1778; Moscow, RGADA, Fonds 1263, opis 1, no.
12433, fols. 10-11; Karp 1998, 96-97,and 92 n. 1.

13. Réau 1914, 51; Réau 1924a, 196; Réau 1964,
1:400-40L.

14. See Houdon’s “Tableau de ce qu'on|t] cotté
plusieurs statues en bronze et le nom des artistes qui
les ont exécutées,” in Chinard 1930, 15-16; and an
unpublished note in English about the equestrian
statue by Falconet in his estate papers (BMV, F 946,
no. 46).

15. Exhibited at the Salon of 1773, no. 231.
16. See Frankfurt 1999 -2000, 252—254, no. 147.

17. See Hecht 1994, 28 -35; and Réau 1964,
1396-397-

18. Fortia de Piles 1796, 3:42. These two busts are now
at The Metropolitan Museum of Art in New York. The
Diderot is signed and dated 1773 (inv. 1974.291); the
Voltaire is signed and dated 1778 (inv. 1972.61). Both
were in the legendary Stroganov sale at the Rudolph
Lepke auction house: Sammlung Stroganoff Leningrad
(Berlin, 1931), 222225, nos. 224 -225, ill.

19. Hecht 1994, 31.
20. SIRIO 1878, 104, 107-108.

21. Bachaumont 1780-1789, 13:148, letter of 21 Sept.
1773.

22. Bachaumont 1780-1789, 13:147-148.

23. Grimm to Catherine, Paris, 6 [17] Sept. 1779
(SIRIO 1885, 61) [quotation marks added to set off
dialogue]. One contemporary copy of the bust in
plaster, acquired from the artist by the prince of
Mecklenburg-Schwerin in 1782, has survived at the
Staatliches Museum, Schwerin (inv. Pl. 277); see
Schwerin 2000, 170-171, no. I.

24. Grimm to Catherine, 277 Oct. [y Nov,] 1779 (SIRIO
1885, 73).

25. See A. N. Guzanov, “The Grand Tour of the Comte
and the Comtesse du Nord,” in Pavlovsk: The Palace
and the Park, ed. Emmanuel Ducamp (Paris, 1993),
17-38; also Réau 1924a, 225-256.

26. Lubersac de Livron, Premier discours sur lutilité
et les avantages que les princes peuvent retirer de leurs
voyages (St. Petersburg and Paris, 1782), 78 (copy

at BN, R. 6334). Lubersac seems to have accompanied
the royal couple throughout their stay in Paris. See
also Alexandre Jacques Louis Du Coudray, Le Comte
et la Comtesse du Nord. Anecdote russe (Paris, 1782), 76.
The imperial visit led to two more commissions from
Houdon: for marble busts of Ivan Petrovich Saltykov,
signed and dated 1783 (The State Hermitage Museum,
St. Petersburg; inv. H. ck. 1441); and his son Nicolai
Ivanovich (untraced); see Paris 1986a, 259, no. 398.

27. See MS Erm. fr. 116, esp. fols. 441-48v. Lubersac
de Livron signed and dated the dedication “Labbe Cte
de Lubersac, le 22 aoust 1778.” The description of the
monument is identical with that published four years
later in Lubersac 1782, 43— 48. The volume does not
contain any illustration of the projected monument.
The author would like to thank Natalia Yelagina,
curator of manuscripts, National Library of Russia,
for her gracious assistance.

28. See Madariaga 1982, 139 -163. The epithets “great”
and “most wise” were already attached to her name,
although Catherine did not like the former.

29. The ambiguity derives from the fact that the abbre-
viation cannot be easily expanded: thus “Stat.” could
refer to the bust (statua) or the sculptor (statuarius).
30. Corr. littéraire, 13:146.

31. Lubersac 1782, 43-48.

32. Lubersac 1782, 46-47.

33. Communication to Lord Grantham, g [20] Aug.
1782 (London, Public Record Office, FO 65/8, n.p.).

34. BN, MS n.a.fr. 24.983, fols. 332-333 (Bestermann
D 17784). The famous letter concluded with the words:
“Vous faites, Monsieur, beaucoup d’honneur 2 notre

nation dans les pais étrangers; nous en avions besoin.”
35. Falconet to Catherine II, 13 June 1768 (RGADA,

Fonds §, no. 143, fol. 28); first published by Polotsov
in SIRIO 1876, 42-43, 0. 24.

59



36. Lubersac de Livron had sent his description as
well as a drawing to Buffon, who replied on 15 April
1782 that it had given him the greatest pleasure.
Buffon's letter was included in the prospectus of
Lubersac 1782, iii.

37. Archives of the St. Petersburg branch of the
Institute of Russian History of the Russian Academy
of Sciences, Fonds 203, opis 1, no. 151, fols. gr-ror.
The complete text of these letters will be published
for the first time in the forthcoming volume of
correspondence compiled and edited by Sergei Karp,
Georges Dulac, and the present author.

38. See SIRI0 1878, 258, 260-2061, 262-263, 265,
284, 297, 332, 339, 371, 405; SIRIO 1885, 256-257,
267, 281, 283, 313, 335, 342. The cathedral idea is
expressed in Grimm's letter to Catherine of 19 [30]
June 1785 (see preceding note). What has become
of the bust, as indeed of Grimm’s art collection,
remains unknown.

39. Shchedrin was at the time an impecunious
Russian pensionnaire at the Academy of Fine Arts

in St. Petersburg. After a brief period in Rome
(1773-1774), he had worked for nearly ten years

in the Paris studio of Christophe-Gabriel Allegrain
before returning to Russia in 1785. See A. Kaganovich,
Feodosy Feodorovich Shchedrin (Moscow, 1953); and
Elena F. Petinova, F. F. Shchedrin (Leningrad, 1977).

6o

40. See David Bindman, “King of the New Republic:
Houdon’s equestrian monument to George Washing-
ton,” paper given at the conference on “Royal Monu-
ments and Urban Public Space in Eighteenth-Century
Europe,” Henry-Moore-Institute, Leeds, 8- 9 Mar.
2002 (forthcoming).

41. George Washington Papers, Library of Congress,
Washington, DC, ser. 4, general correspondence,
1697-1799; see Chinard 1930, 5, 13-15.

42. Thomas Jefferson Papers, Library of Congress,
Washington, DC, ser. 1, general correspondence,
1651-1827, Jefferson to Washington, 10 July 178s;
see Chinard 1930, 10-11.

43. Grimm here mocks Houdon’s elevated rhetoric in
connection with his American commissions, which
seems to have antagonized the Paris art community.
In a review of the 1785 Salon in the Correspondance
littéraire (14:297), presumably written by Meister
under the direct influence of Grimm, it is claimed
that Houdon’s absence served as a pretext to exclude
most of his works from the exhibition: “One has
thought to owe this all too small consolation to rivals
depressed by the glory conveyed upon him [Houdonj]
by being called to consecrate for future centuries the
august image of the hero of America and of liberty.”

44. Catherine II to Grimm, 21 Sept. 1785 (SIRIO
1878, 362). It is not entirely clear whether she meant
that she did not want a monument as a matter of
principle or that she simply could not get one. See
also Christoph Frank, “Das Denkmal des GroRen
Kurfiirsten von Andreas Schliiter im Spiegel seiner
ffentlichen Rezeption,” Preuflen 1701. Eine euro-
paische Geschichte [exh. cat., Schloss Charlottenburg]
(Berlin, 2001), 2:341-352. There were full-scale statues
of the empress commissioned and erected in her own
lifetime, although not by her personally. Prince Grigory
Aleksandrovich Potemkin commission at least two,
both representing her as a lawgiver: one from Wilhelm
Christian Meyer in 1782, erected in Ekaterinoslav in
1846 (melted down during the German occupation
in 1941), and one from Fedot Ivanovich Shubin in
1789 -1790 (Russian Museum, St. Petersburg). See
Sibylle Badstiibner-Gréger, “Die Zeichnung eines
Standbildes von Katharina II. und das Schicksal

eines Denkmals — Der Beginn einer Untersuchung,”
Zeitschrift des Deutschen Vereins fiir Kunstwissenschaft 43,
pt. 2 (1989), 21-30; Sibylle Badstiibner-Gréger, “Ein
Denkmal Katharinas der Groen fiir Ekaterinoslav,.”
Russische Aufkldrungsrezeption im Kontext offizieller
Bildungskonzepte (1700~-1825), ed. G. Lehmann-Carli,
etal. (Berlin, 2001), 3-17; Sergei Konstantinovich
Isakov, Fedot Shubin (Moscow, 1938); and Olga
Pavlovna Lazareva, Russkiy skul‘ptor Fedot Shubin
(Moscow, 1965).



WO







+ L'Ecorché ( Figure of a Flayed Man, Right Arm Extended Horizontally)

Dated 1767

White plaster with self-base

H. (with base) 181 cm (base: H. 8.5 cm, W. 59 cm)
Inscribed on tree trunk: houdon / f. Rome / 1767.

Académie de France, Rome (inv. 319)

Houdon’s figure of an Ecorché is one of his earliest, most
famous, and most widely reproduced works. The twenty-five-
year-old sculptor first executed a life-size figure of a flayed man
as a preparatory study for his statue of Saint John the Baptist
(cat. 3), commissioned in 1766 by Dom André Le Masson, the
French procureur général of the Carthusian order of friars in
Rome for the church of Santa Maria degli Angeli. He was already
deeply interested in the study of human anatomy when he
received the commission. One of his friends, the German artist
Johann Christian von Mannlich, who was a visiting pensionnaire
at the Académie de France in Rome, recounts in his memoirs:
“At dawn, my neighbor and friend Houdon came to get me
to go to Saint-Louis des Frangais where M. Séguier, professor
of surgery, gave us a lesson in anatomy on cadavers for which
the king paid. We were the only people from the academy to
follow this course, and we profited all the more for it.” Mannlich
goes on to say that Houdon was doing a statue of Saint John
the Baptist at this time and that he had “the idea to do the model
in clay... first as an écorché, and every day he used our [anatomy]
lesson and my drawings in order to study the system of mus-
cles thoroughly. This work had the complete approval of

M. Séguier, who often came to see it, making observations and

criticisms. It also had [the approval] of all the artists and ama-
teurs who urged Houdon to have a mold made of his écorché
before he transformed it into a Saint John, and they judged it to
be the best anatomical statue ever to have been created.”” That
the Ecorché was immediately recognized as an important work
of art in its own right and one that would be useful for study
in art academies is echoed by Charles Natoire, director of
the Académie de France in Rome, in a letter of early 1767.3 The
sculpture quickly became a key work in the academy’s plaster
collection. By 1775 Vien, who succeeded Natoire as director of
the academy, included as part of the rules he wrote for the
students’ curriculum, “One will learn anatomy from the study
of the écorché that M. Houdon made for the academy."4
Already in this youthful work several of the dominant char-
acteristics of Houdon’s mature style are evident. His preoccu-
pation with the accurate observation and depiction of the bones
and muscles as well as the exterior surface of the human body
eventually led him to use life and death masks for his closely
observed portraits. At the same time, he transformed his stud-
ies of stiff, dissected corpses into an animated, graceful figure
of classical proportions. This blend of an almost scientific record-

ing of nature with its abstraction and idealization is explained
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by Houdon in a letter of July 1772 written to Ernst II of Saxe-

Gotha, to whom he was sending a plaster cast of the Ecorché:

If some skilled surgeons find something with which to
find fault in this work, I wouldn’t be surprised, in spite
of the fact that all those to whom I showed it in Rome
as well as here seemed to me to be very satisfied. The
few whom I forced to find something to criticize about
it, persuaded that men do not all see alike, said to me
that they wanted a certain thing in such and such an
area. But...I had done this work to teach artists, which
is the reason for the correction of the design....Sur-
geons, as skilled as they may be, are not artists, and
artists are not surgeons. In my view the skilled surgeon
must study after nature, as defective as one may find it
to be, in order to be able to treat every infirmity. But we
[artists] must study it differently. It is nature in all her
nobility, her perfect state of health, that we are looking

. . . 5
for, or if not, we are nothing but wretched imitators.

Houdon was also aware of the long tradition of sculptors’ rep-
resentations of flayed figures, and he consciously set out to
compete with them.’ There was a growing interest in the study
of anatomy among artists in Paris in the r750s. M. Ste, asso-
ciate professor of anatomy and a central influence in this trend,
began teaching a course for artists in 1755. The sculptors Jean-
Baptiste Pigalle and Guillaume Coustou were among his stu-
dents. Houdon would also have known Edme Bouchardon’s
illustrations of an écorché for L'Anatomie nécessaire pour lusage
du dessein, engraved by Jacques-Gabriel Huquier and first pub-
lished in 1741 (fig. I).7

In the present Ecorché it is evident that Houdon was plan-
ning to do his statue of Saint John the Baptist in marble, as he
included a tree trunk that would be necessary to support the
weight of the figure in marble or stone. Following the enthusi-
astic reception of the sculpture by his professors and colleagues,
he seized the opportunity to duplicate and sell his Ecorché, begin-
ning at the Académie de France in Rome. Once he returned to
Paris and began to distribute the work, he eliminated the tree
trunk, as it was not needed to support the lighter-weight figure
when executed in plaster or in bronze.

The Ecorché is an early example of Houdon's self-interested,
entrepreneurial temperament. In an unpublished letter of
13 February 1776 the sculptor proudly wrote of the enthusiastic

. . 8 .. —
reception this youthful work had met.” His motives in pro-

64

Detail of cat. 1

Signature on cat. 1

moting it seem to have been in part didactic, as he believed his
sculpture was an ideal figure from which art and medical stu-
dents could study anatomy, a belief that has been borne out by
its enduring popularity. He also saw that reproducing the sculp-
ture in plaster would both enhance his reputation and bring
him a substantial income. He was to continue this practice of
making and selling plaster casts of his sculptures throughout
his career. Listed in the sale held after Houdon’s death in 1828
(see Related Works) was the plaster mold for the large Ecorché.
The catalogue specifies that the acquisition of the mold would
transfer ownership of the figure to the buyer. Thus the work

continued to be reproduced after Houdon’s lifetime.

ANNE L. POULET
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1. Jacques-Gabriel Huquier, Ecorché, engraving after Edme Bouchardon,
for LAnatomie nécessaire pour I'usage du dessein, first published in 1741.

PROVENANCE

Completed by 11 Feb. 1767, as indicated in a letter of that date from Charles
Natoire, director of the Académie de France in Rome, to the marquis de
Marigny, director of the Batiments du Roi (Corr. directeurs, 12:140, no. 5946;
Réau 1964, 1:40, publishes all of this correspondence). Marigny approved
the purchase in a letter to Natoire, 9 Apr. 1767 (Corr. directeurs, 12:146, no.
5952); Natoire confirmed Houdon’s agreement to the academy’s purchase
of the Ecorché in a letter of 6 May 1767 (Corr. directeurs, 12:151, no. 5959).
Listed in an inventory of the Académie de France in 1781 prepared by M.
Vien, then director, and verified 9 July 1796 (Corr. directeurs, 16:440); moved
in 1803 with the rest of the academy’s collections from the Palazzo Mancini

to the Villa Medici, where it remains today.

REFERENCES

Bachaumont 1780-1789, 11:103; Montaiglon and Duplessis 1855, 160-165;
Duval and Cuyer 1899, 202, 204 ~205; 203, fig. 74; Corr. directeurs, 12:119,
122, 140, 140, 151; 13:158; 15:186; 16:440; Lami 1910-1911, 1:413; Glacometti
19181919, 1:28 -34; 3:140—144; Calosso 1922, 290-300, 306 nn. 10, 11,
12; ill. p. 91; Vitry 1923, 77; Giacometti 1929, 1:8—9, 180, 207; 2:246-248;
Réau 1934, 36, 39; Réau and Vallery-Radot 1938, 176, ill. p. 78 (wrong photo);
Réau 1945, 95-96, 114; pl. 18; Mansfeld 1955, 25-28, 33-34; Puech 1960,
30-32; Réau 1964, 1:39—41, 50, 93, 94, 99, 142, 169, 180, 204 -209;
2:15-16, no. 16A; Worcester 1964, 18, 20; London 1972, 251~252, no. 389;
Arnason 1975, 13—15, 107 nn. 12, 13; Paris 1993 -1994, 104; Luisa Somaini,
“Due celebri statue anatomiche del settecento. Gli écorchés di Lelli e di
Houdon,” Due secoli di anatomia artistica. Dalla macchina corporea al corpo
vissuto [exh. cat., Accademia di belle arti di Brera] (Milan, 2000), 78 -88; ill.
pp. 80-81.

2. Houdon, Ecorché, 1769, white plaster, Ecole nationale supérieure des beaux-
arts, Paris.

RELATED WORKS

No thorough study has yet been made of the life-size casts of Houdon’s
Ecorché, the institutions that acquired them during his lifetime, or the
institutions in which the early casts survive. Réau and Vallery-Radot 1938,
176-181, establishes a preliminary list of documented figures of the Ecorché,
which is repeated in Réau 1964, 1:40—41. A partial list of known life-size
plasters of the model with the arm extended in front of the figure follows.

For the model with the right arm raised over the head see cat. 2.

Life-size plaster with tree trunk

Schlossmuseum Gotha (inv. P 25); H. (with base) 184 cm, W. 79 cm; painted
white; inscribed on tree trunk: “houdon / f. Rome / 1767"; slightly larger than
the plaster in the Académie de France in Rome and in better condition, but
otherwise identical; perhaps cast while Houdon was in Rome or soon after
his return to Paris in 1768; shipped to Duke Ernst II of Saxe-Gotha in July
1772 (see Appendix, lines 49 -55) and installed in Schloss Friedenstein where
it has remained ever since. See Schuttwolf 1995, 130-131, no. 45, ill.

Life-size plasters without tree trunk

Ecole nationale supérieure des beaux-arts, Paris (inv. MU-12193) (see fig. 2);
H. 170 cm, W. 56 cm; white plaster; offered by Houdon to the Académie
royale de peinture et de sculpture, 30 Sept. 1769. See Procés-verbaux, 8:24;
Fontaine 1910, 71; Arnason 1975, 14, fig. 58.

Formerly Académie de chirurgie, Paris; destroyed. See Pierre-Thomas-
Nicolas Hurtaut and Abrahm Magny, Dictionnaire historique de la Ville de
Paris (Paris, 1779), 1:163; and Legrand 1911, 307.

Ecole régionale des beaux-arts, Rouen; H. 170 cm; given to the Académie
de Rouen by M. de Cideville in Feb. 1776. See Houdon'’s letter of 29 Feb. 1776
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to ].-B. Descamps, reproduced in Réau 1964, 1:40; see also Rouen 1977, 44,
no. 6.

Pennsylvania Academy of the Fine Arts, Philadelphia; H. 182 c¢m; pur-
chased in 180s; listed in 1807 catalogue as “The First Set of Muscles in the
Human Subject.” See Frank H. Goodyear Jr., “Tolerable Likenesses” The
Portrait Busts of William Rush,” William Rush: American Sculptor [exh. cat.,
Pennsylvania Academy of the Fine Arts] (Philadelphia, 1982), 51.

Undesignated life-size plaster

According to a document sent to Mr. De Heyderveydt & Co., Philadelphia,
dated 26 Oct. 1785, a life-size plaster Ecorché was sent by Houdon to the
“Etats de Virginie” (BMV, F 946, no. 49 bis). Present location unknown.

Plasters in sales catalogues before 1828
Dandré-Bardon, “peintre du Roi,” Paris, 23 June 1783, 6, no. 21: “LEcorché
de M. Houdon. Quelques figures et Médaillons en platre.”
Posthumous sale of Macret, engraver, Paris, 13 Jan. 1784, no. 6: “Plusieurs
morceaux de sculpture en platre dont I'écorché de M. Houdon.”
Brenet, professor at the Académie royale, Paris, 16 Apr. 1792, no. 70: “30
figures et animaux en platre dont le grand écorché vif d’aprés M. Houdon.”
Posthumous sale of Suvée, painter, Paris, 4 Nov. 1807, no. 153: “Deux
figures et un buste d’Ecorché par M. Houdon et 15 autres études de méme
genre, plusieurs sont moulés sur nature et 6 petits torses” (66 livres).
Posthumous sale of contents of Houdon’s studio, Paris, 15-17 Dec. 1828,
19-20, nos. 64-66: “Platre— Le grand Ecorché, épreuve peinte a lhuile et
offrant les couleurs des muscles vines et tendons”; “Platre— Le moule de la
figure précédente. Lacquisition de ce moule conférera la propriété de la figure,

T'une des plus estimées de notre école”; “Téte de I'Ecorché, peinte a 'huile.”

Back view of cat. 1

1. Mannlich (ed. 1989 -1993), 260.
2. Mannlich (ed. 1989-1993), 260.
3. Corr. directeurs, 12:141, no. 5946.

4. Corr. directeurs, 13:158.
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5. Appendix in present catalogue, lines 55-73.

6. For a discussion of Houdon’s place in this tradition
see Réau and Vallery-Radot 1938, 170-184.

7. See Duval and Cuyer 1899, 186-192.

8. BMV, F 946, no. 229: “J'ai fait 2 Rome en qualité
d’éleve de 'Académie royale de peinture et sculpture

une figure anatomique de grandeur naturelle com-
munément appelée Ecorché, cette figure dont il se
trouve des platres dans les académies de Rome, Paris,
Toulouse, Flandres et Bordeaux qui y ont donné leur
agrément, est utile et méme nécessaire pour I'étude
du dessein. J'ai 'avantage aussi de voir des Cours
souveraines et étrangeres posséder de ces platres et

y donner leurs applaudissemens, telles que celle de
Pologne, Parme, Russi et Gotha.”



+ L'Ecorché ( Figure of a Flayed Man, Right Arm Raised above His Head)

1790

Bronze H. (to tip of right arm, with self-base) 203 cm; H. (to top of head, with base) 178 cm (diam. of base: 63 cm)

Inscribed on edge of base: houdon f-

Ecole nationale supérieure des beaux-arts, Paris (inv. MU11974)

This imposing life-size figure of a flayed man with his right
arm raised above his head is one of Houdon’s finest works in
bronze. A variant of the famous Ecorché created in Rome in
1767 (cat. 1), it was cast in Paris in r790. Houdon may well have
created this version of his Ecorché while still in Rome as a study
for an alternative pose for his statue of Saint John the Baptist
(cat. 3); but the first mention of this later model appears in an
unpublished letter of 13 February 1776 in which Houdon wrote
of the enormous success of the first version of his life-size
Ecorché and the fact that casts of it had been acquired by acad-
emies and courts all over Europe. He continued, “When I
returned from Rome in 1769 and had the honor to be a candi-
date for membership in the Académie [royale], several of my
colleagues requested that I undertake making a small version
of this figure in order to make it easier and less expensive to
acquire.”" He explained that he had postponed doing this
because there were so many unauthorized casts and copies
being made of sculptors’ works and sold at low prices, “depriv-
ing artists of the esteem and the glory to which they aspire, as
well as robbing them of the fruits of their labor.” He then wrote
that, with the assurance that the police would provide protection

against counterfeiters, he had just finished the sculpture and

that it would be available for sale in his studio in the Biblio-
théque du Roi, “a figure of an Ecorché in plaster 19% pouces
[48.9 cm] high, including the arm, which is raised above the
head, and the base on which the figure is posed, where the seal
of the Académie [royale] and my name is applied.”

Houdon does not explain why he chose to change the pose.
It may Dbe in part because the raised arm shows the muscles
and tendons of the torso, shoulder, and arm in a different
configuration from those of the extended arm, making it more
useful as a model for artists. The pose is very similar to that of
the Ecorché drawn by Bouchardon and engraved by Huquier,
with which Houdon was certainly familiar (see cat. 1, fig. 1). It
also may have been easier to cast and less likely to break than
its predecessor. Because Houdon was already so preoccupied
with the counterfeiting of his sculptures, he also may have
wanted to change the model in order to better control its sale and

distribution. It is significant that in this document Houdon

" mentions for the first time his use of the cachet de l'atelier on

his works, another device by which he sought to distinguish
his authentic production from unauthorized copies. Houdon’s
concern about controlling the distribution of images of his

Ecorché is further evident in an unpublished contract of 1814
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between the print dealer “Jean” and Mme Houdon acting on
her husband’s behalf, in which permission to make and sell
prints of three engravings by Pariseau after Houdon’s bronze
Ecorché is given for 300 francs, with the stipulation that the
plates will be returned either to Mme Houdon or to the Acad-
émie des beaux-arts upon Houdon’s death.”

Life-size plaster casts of this second model were being
made at least by 4 December 1778, when Houdon wrote to M.
Fontanel, curator of the cast collection at the Société des beaux-
arts in Montpellier, concerning the acquisition of a large plas-
ter Ecorché of this type for 300 livres (see Related \)Vorks).3 On
26 February 1779 the sculptor wrote again to say that he had
finished (réparé) the Ecorché himself and was sending it, along

with some other plaster casts, for the use of the students.

My goal, in devoting myself to this arduous work, is to
offer to the young and to amateurs a representation of
nature without flaws, each part of the study that [ am
sending to you having been made after a large number
of models, from which I did not copy exactly and in the
tiniest detail the one which at first glance seemed to be
the most beautiful, having as a principle to defy this
deceptive appearance. For a simple copy, as of a head, a
foot, an ear, the model I use is the object itself that I have
decided to copy. But when it is a question of a beautiful
statue, [ must review all of the models of the age that
I am to represent without focusing on any one of them,
and at the same time imitate and unite them into one
whole, that Monsieur, is the spirit in which I have made
my Ecorchés, my skulls, and the other pieces that I have

the honor of sending you.4

In April 1790 Houdon asked the members of the Académie
royale to choose one of the two models of his Ecorché for their
collection. They voted unanimously for the earlier model, even
though he had already given them a plaster of it in 1769.5 They
then must have changed their minds, because in the fall of the
same year Houdon made the present bronze cast of the second
model of the Ecorché for them. In a letter dated 1 November

1790 Gerhard Anton von Halem wrote:

I was at Houdon’s last Sunday [31 or 22 October] in very
brilliant company. He had distributed quite a few tick-
ets for people to come and see the bronze cast of the

Ecorché, destined for the Académie [des beaux-arts].

Back view of cat. 2

Thanks to the generosity of a friend, I had one of these
tickets, and in the evening when I made my visit, I found
myself in a throng of aristocrats among whom I recog-
nized only Mme d’Orléans and M. de Chartres. To tell
the truth, one doesn’t see much of the bronze. It only
seems to be an occasion for the artist to show his works
in a brilliant light to high society. The vast room in which
his works are displayed was lit from above in a very

. 6
flattering way.

The bronze Ecorché unites the two aspects of his work that
Houdon considered most important, and he was enormously
proud of it. In a mémoire addressed to Bachelier on 11 October
1794, he wrote, “I can say that I devoted myself to only two types
of study that filled my entire life, and to which I sacrificed all that
I earned.. . anatomy and the casting [in bronze] of statues.” The
cast is of very high quality and beautifully chased. It remains
an important model for the study of anatomy at the Ecole des

beaux-arts today.

ANNE L. POULET



PROVENANCE

Cast in Paris Oct. 1790 (see text above and von Halem [ed. 1990], 188);
offered by Houdon to the Académie royale de peinture et de sculpture and
accepted 277 Oct. 1792 (Procés-verbaux, 10:187); following suppression of the
academy 8 Aug. 1793, the movements of the sculpture are not clear. It does
not appear in the inventory of the academy’s holdings ordered by the Con-
vention nationale and completed 9 Dec. 1793 by Naigeon and LeBrun, pub-
lished in Fontaine 1910, 141-269. The academy’s collections officially
became the property of the Museum National on 2 Aug. 1794 (Fontaine
1910, 88 n. 1). The sculpture may have remained in the Ecole des beaux-arts
in the Salle du Laocodn at the Louvre until 1807, when it may have been
moved to the Musée des monuments frangais in the Petits Augustins until
the Restoration of the monarchy in 1814. The bronze does not appear in

nineteenth-century inventories of the school’s holdings.

EXHIBITIONS

Paris 1928, 81-83, no. 78; P. Lavallée, Art francais des XVIIme & XVIIIme sié-
cles. Exposition de dessins de maitres, livres, piéces d’archives et sculptures faisant
partie des collections de I'Ecole [exh. cat., Ecole nationale supérieure des beaux-
arts] (Paris, 1933), 59— 60, no. 199; Les Artistes francais en Italie de Poussin a
Renoir [exh. cat., Musée des arts décoratifs] (Paris, 1934), 116, no. 774; W.
Bouleau-Rabaud, L'Art frangais au XVIIIe siécle [exh. cat., Ecole nationale
supérieure des beaux-arts] (Paris, 1965), no. 131; Bernard Mahieu, Ariane
Ducro, and Odile Dresch, Rome a Paris [exh. cat., Musée du Petit Palais]
(Paris, 1968), no. 586, ill.; London 1972, 251 - 252, no. 389; Rouen 1977, 45,
no. 8, ill. p. 142; Paris 1993-1994, 108, no. 66, ill. p. 108.
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1. Louis-Léopold Boilly, A Painter’s Studio,
ca. 1800, oil on canvas, National Gallery of Art,
Washington.
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RELATED WORKS

A complete study of Houdon’s Ecorchés has not yet been made. Below are
listed the sculptures documented as being of the second model, with the right
arm held above the figure’s head. For a list of other related works see cat. 1.

Life-size plasters
Musée Fabre, Montpellier (formerly the Société des beaux-arts) (inv. 806.32);
white plaster; H. 185 cm, W. 8o cm; damaged. Recorded in minutes of soci-
ety’s meeting, 7 Mar. 1779, that Houdon had sent them “un Grand Ecorché,
réparé par lui-méme,” at a cost of 300 livres, and “son Petit Ecorché” (Stein
1913, 379)-

Ecole des beaux-arts, Paris; painted in polychrome by Siie fils, 1792 -

1793; lost and presumed destroyed (see Procés-verbaux, 10:197, 210— 211, 213).
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Reduced-size terracotta
Houdon’s studio sale, Paris, 8 Oct. 1795, 16, no. go: “LEcorché, figure de

petite proportion; hauteur 18 pouces [45.7 cm]” (4000 francs).

Reduced-size plaster

According to a document sent to Mr. De Heyderveydt & Co., Philadelphia,
dated 26 Oct. 1875, a “petit écorché” was given to Robert Edge Pine by
Houdon (BMV, F 946, no. 49 bis).

Reduced-size bronzes

Houdon’s studio sale, Paris, 8 Oct. 1795, 12, no. 65: “Une Figure d’' Homme
écorché le bras droit élevé, il est posé sur terrasse; hauteur 18 pouces [45.7
cm]” (14,600 francs).

[Lucien-Frangois] Feuchere pére sale, Paris, 29 Nov. 1824, 11: M. Houdon,
no. 15 bis: “un écorché fait avec soin— H.: 20 pouces [50.8 cm]” (201 francs,
to Emmerson).

Feuchére and Fossey sale, Paris, 12 Dec. 1831, no. 2: “L’Ecorché de
Houdon—16 pouces [33 cm] de proportion. Bronze trés soigné par M.

Thomire” (8o francs).

Signature on cat. 2

Odiot pere sale, Paris, 1 Mar. 1847, no. 23: “LEcorché de Houdon. Bronze
fondu et ciselé par Thomire en 1776” (62 francs, to Rolin).

Posthumous sale Comte [de Imécourt], Paris, Hétel Drouot, 23 May
1872, no. 117: “L'Ecorché de Houdon. Beau bronze portant I'inscription

"

‘Houdon f. fondu ciselé par Thomire, 1776’” (200 francs).

Formerly Edmond Courty collection, Chatillon-sous-Bagneux; H. 58.42
cm; inscribed on base: “Houdon F. Fondu cisele par Thomire 1776” (see
Arnason 1964, 18-20, ill.); differs from large bronze in that the figure’s
right arm is raised and bent so that the fingers touch the top of the head;
probably identical with bronze in Comte [de Imécourt] sale, 23 May 1872

(see above).

Boilly paintings

Small-scale plaster of the Ecorché depicted in A Painter’s Studio by Boilly (fig.
1), on the artist’s table to the right. Both of Boilly’s paintings of Houdon in
His Studio (see cat. 66) show a life-size figure of the Ecorché with arm raised
above his head at the extreme left. The figures appear to be bronze, or

plaster painted to resemble bronze.

1. BMV, F 946, no. 229.

2. BMV, F 946, no. 227, contract for making prints
after the Ecorché: “Entre les soussignés Marie Ange
Cécile Houdon, chargée de pouvoir de monsieur le
chevalier Houdon, sculpteur, membre de I'Institut
royal de France, et Jean, marchand d’estampes, demeu-
rant rue St.-Jean de Beauvau a Paris, a été convenu ce
qui suit: Que la dame Houdon, du consentement de
M. Houdon, son mari, avait et passait la propriété au
sieur Jean, marchand d’estampes, des trois planches
de cuivre gravées en 1781 par le sieur Pariseau d’aprés
la statue de I'Ecorché en bronze de M. Houdon, pour
en faire le nombre d’épreuves qu'il jugera convenable
pendant la vie durante de M. Houdon. De laquelle
propriété le sieur Jean jouira moyennant la somme
de 300 francs qu'il payera a la dame Houdon lors de
la remise des dites planches gravées.

“Que le sieur Jean s’engage i payer la dite
somme de 300 francs a la dame Houdon pour la jouis-
sance et propriété des dites planches pendant la vie

de M. Houdon. Qu'en outre, il s’oblige 4 remettre
formellement les dites planches gravées entre les
mains de la dite dame Houdon ot1 2 'Academie de
France, selon qu'il ne sera requis un mois aprés la
mort de M. Houdon, époque ot se feront la jouissance
et comission qui lui seront faites par le présent.”
Signed and dated 29 Dec. 1814. Examples of these
engravings have not yet been found.

3. ADH, in records predating 1790, Archives civiles,
ser. D 233: “"ai 'honneur de vous faire part qu'ayant
désir de mettre des platres de mon ECORCHE dans
toutes les académies j’y ai mis un prix fort modique
relativement a toutes les peines et les dépenses que
j'ai été obligé de faire a ce sujet. La somme est de

trois cent livres.”

4. ADH, Archives civiles, ser. D 233: “Mon but, en me
livrant a ces travaux pénibles est d’offrir 4 la jeunesse
et aux amateurs la représentation de la nature sans
défauts, chacune des parties d’etude que je vous

envoie, ayant été faite d’aprés un grand nombre de
modeles, dont je ne me suis point asservi a copier juste
et dans la plus mince exactitude celui qui au premier
coup d'oeil paraissait le plus beau ayant pour principe
de me défier de cette trompeuse apparence. Pour une
imitation simple, telle que d’une téte, d’un pied, d’'une
oreille le modeéle dont je me sers est I'objet méme que
je m'assujettis a copier. Mais lorsqu'il s’agit d’'une belle
statue, je dois passer en revue tous ceux de 'age que
j’ai a représenter, de me fixer sur aucun, et cependant
les imiter et les réunir pour ainsi dire tous en un seul,
voila Monsieur, I'esprit avec lequel j’ai fait mes
Ecorchés, mes tétes de mort et les différentes pieces
que j’ai 'honneur de vous envoyer.”

5. Procés-verbaux, 10:58.
6. Von Halem (ed. 1990), 188.

7. Reproduced in Réau 1964, 1:99.
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+ Saint John the Baptist

1766-1767

Plaster, painted white

H. 169 cm (with self-base: 178 cm) (base: H. 9 cm, W. 58.74 cm, D. ca. 50.8.cm)

Galleria Borghese, Rome (inv. CCLXXI)

In 1766 Houdon, who was a student at the Académie de France,
Rome, was given the very prestigious commission for two over-
life-size statues —one of Saint Bruno (see cat. 4) and the other
of Saint John the Baptist— by Dom André Le Masson, the French
procureur général of the Carthusian order of friars. These sculp-
tures, the former representing the patron saint of the Carthu-
sians, the latter the prototype of the virtues and ideals of the
order, were to occupy facing niches in the church of Santa Maria
degli Angeli, the seat of the Carthusian order in Rome. Built
into the ancient baths of Diocletian,2 the church had been
designed by Michelangelo in 1561 and had undergone a num-
ber of subsequent transformations. In 1749 the architect Luigi
Vanvitelli was asked to regularize the plan of the building and
to make its decoration harmonious throughout. Both he and
Michelangelo had kept the two large niches in the walls between
the vestibule and the nave of the church, which had been part
of the original Roman baths.’ The renovation work was not
completed until 1765, and the commission for the two statues
followed shortly thereafter. In 1767 Houdon installed the colos-
sal marble statue of Saint Bruno in its niche, where it remains
today. For reasons that are not entirely clear —possibly lack of

money or lack of time—Houdon executed the large pendant

figure of Saint John the Baptist only in plaster, placing it in its
niche before he left Rome at the end of 1768. This enormous
plaster (H. 315 cm) remained in position until the night of
3—4 June 1894, when it fell and broke into small pieces.5 Unfor-
tunately, no photographs of the statue have survived, so its
exact composition is unknown.

The present life-size plaster statue of Saint John the Baptist
was discovered in 1921 in the storerooms of the Museo
Nazionale in Rome. Like the church of Santa Maria degli Angeli,
the museum is built directly on the site of the ancient Roman
baths of Diocletian. Despite the sculpture’s damaged condition,
Achille Bertini Calosso recognized it as Houdon’s model for the
statue commissioned by the Carthusians in 1766.6 Itis the only
known surviving version of the full statue. In striking contrast
to the Saint Bruno, Houdon’s Saint John the Baptist is shown
in an animated pose and is represented nude except for an
animal skin draped around his loins and held in place by a
strap that runs diagonally across his chest. His right arm is
extended horizontally in front of him in a gesture of blessing,
while his left arm falls at his side. The saint’s weight rests on his
left foot, and his right leg is bent behind him as though he is

about to step forward. An indication that Houdon intended to
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1. Houdon, Head of Saint John the Baptist, 17661767, plaster, painted
white, Schlossmuseum Gotha.

execute the sculpture in marble is found in the support that
appears at his side, which would have been necessary to sus-
tain the weight of the figure in marble.

In preparation for the execution of this first major com-
mission, Houdon modeled a figure of a flayed man in the same
pose (see cat. 1). Johann Christian von Mannlich, Houdon’s
friend and fellow student at the Académie de France in Rome,
wrote in his diary, “My friend Houdon, who at that time was
doing a statue representing Saint John the Baptist for the Church
of the Carthusians, had the idea to do the model in clay that he
had at hand, first as an écorché, and every day he used our
[anatomy] lesson and my drawings in order to study the system
of muscles 1‘ho1roughly.”7 A comparison with Houdon'’s plaster
Ecorché of 1767 reveals how closely his statue of Saint John the
Baptist follows it in proportions and pose.

Among the sculptures that Houdon sent to Duke Ernst Il in
Gotha in July 1772 was a plaster Head of Saint John the Baptist (fig.
1). In the letter of explanation that he sent with the shipment,
Houdon revealed the model he used for the head of the saint as

well as valuable information about his working methods.

I found a kind of hermit living among the people, bare
feet, wearing a sort of cape of a Capuchin friar, and with
a head that suited me fairly well....I approached him as
he left [St. Peter’s] and asked him to serve as the model
for the Head only. Neither gold nor silver nor even
prayers would make him agree to do it. He said to me
that he was not worthy of serving as a model for a saint.

I decided to use him without having any obligation to him.
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I studied him carefully and stored it in my head as well as
I possibly could. I returned to the academy, which is quite
along distance from St. Peter’s, and I modeled a mass of
clay already prepared for this purpose. I returned the next
day and the day after that to see him again and finished
my head in fact without obligation to him.”

Just as he had with the Ecorché, Houdon worked selectively from
nature, choosing a model that corresponded to his idea of Saint
John, then perfecting it.

This letter also reveals that the young sculptor was anxious

to win the approval of his teachers and friends:

I showed [the head of Saint John] to my superior and to
my colleagues, who found it to be very good. But there
were several minds who... said to me that it would be
even better if there were more spiritual fire, in a word
more action....I wanted to satisfy everyone, but I also
feared that I would undo what I declare now to have
never done better....In order to have no reason to
reproach myself, I had it cast, and on the clay I did what
one wanted me to do. The two heads placed next to
each other were generally found to be good, but most
people preferred the first one. It wouldn’t have taken
much so that in wanting to do too well, [ would have

ruined a good head if  hadn’t taken the measure of pre-

serving it by means of a mold.”

2-3. Gabriel de Saint-Aubin, two drawings of Saint John the Baptist in Salon
catalogue of 1769, 38 and 7e garde/verso (detail), BNEst.
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It is significant that Houdon did a second, more baroque head
(lost) to please his critics, but that he and they preferred the
quieter, more classical version in the end. Already in the early
part of his career the artist was preserving his compositions in
plaster through the use of piece molds, a practice he would con-
tinue for the rest of his life.

Houdon also executed two models of the entire figure of
Saint John —one with the right arm stretched out in front of
him in a gesture of blessing, as in the present plaster, and the
other with the right arm raised above his head, as recorded in two
drawings by Saint-Aubin in his copy of the Salon catalogue of
1769 (figs. 2—3). Houdon may well have executed an Ecorché
in this second pose as a study while still in Rome (see cat. 2).
Although no photographs survive of the original Saint John as
installed at Santa Maria degli Angeli, a strong indication that the
second pose was used is the fact that the sculptor exhibited that
version, along with his Saint Bruno— his two most famous Roman

sculptures, both shown in niches —at his first Salon in 1769.

In a review of the 1769 Salon a critic called Pingeron wrote,

“M. Houdon exhibited a statue of Saint John the Baptist that

reminds amateurs of the Christ Holding the Cross by Michelan- 4. Michelangelo, Christ Holding the Cross, 15181521, white marble,
gelo, which one admires in the church of the Minerva in Church of Santa Maria Sopra Minerva, Rome:
Rome.”" This relationship has been repeated by Houdon schol-
ars into the twentieth century11 and seems to be well founded,
particularly when one compares the figure of Christ to the
version of Saint John with the arm raised (fig. 3). Like Michelan-
gelo’s Christ (fig. 4), Houdon’s Saint John is a powerful, ide-
alized standing male nude with his weight balanced on one leg.
There is a close resemblance between the heads of the two
figures, both with long, wavy hair parted in the middle, short
beards and a mustache, and deep-set, lightly incised eyes. They
share a great beauty of modeling and spiritual expression. In
early inventories at Gotha, Houdon’s head of Saint John was
mistaken for a head of Christ.'” It was fitting that Houdon found
inspiration in the sculpture of Michelangelo, who as architect
of Santa Maria degli Angeli had designed the entrance and
vestibule of the church. Combining the Christ of Michelangelo
with anatomical studies and classical prototypes, Houdon
invented a superb figure that was the active counterpart to the

passive, contemplative Saint Bruno installed in the facing niche.

ANNE L. POULET

Detail of cat. 3
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In 1921 Achille Bertini Calosso identified the present plaster, found in the
collection of the Museo Nazionale, Rome, by its director, Robert Paribeni, as
the life-size model for Houdon’s Saint John the Baptist (see Calosso 1922,
298); following its restoration by Cesare Fossi, it was transferred to the

Galleria di Villa Borghese, where it remains today.

REFERENCES

Dierks 1887, 17—-18; Paul Vitry, “Le ‘Saint Jean-Baptiste’ de Houdon,” BSHAF
(1910), 207; Giacometti 1918 ~1919, 1:34; 3:220—221; Calosso 1922,
289-307; Réau 1922b, 316-318; Réau 1923, 43-52, ill. pp. 48-49; Vitry
1923, 77~ 81, ill.; Giacometti 1929, 1:8—9, ill. opp. p. 22; Réau 1934, 36, 38;
Réau 1945, 96-98; Italo Faldi, Galleria Borghese. Le Sculture dal secolo XVI
al XIX (Rome, 1954), 57, no. 54; Puech 1960, 30-32; Réau 1964, 1:39-42,
94, 99, 142, 144, 146, 147, 199 —200, 204, 205, 210 -212; 2:16, no. 17,
pl. XXI1; Arnason 1975, 11, 13~15, 45, fig. 59; Schuttwolf 1995, 129; Mannlich
(ed. 1989-1993), 260; Moreno and Stefani 2000, 125, no. 7, ill.

RELATED WORKS
Plasters
Life-size statue (lost), shown at Salon of 1769 (not in cat.; see Réau 1923,
43—-52). Two drawings by Gabriel de Saint-Aubin (see figs. 2—3; and Dacier
1909 -1921, 2:89, nos. 38 and 7e garde/verso) show the figure standing in
a niche with his right arm raised and holding in his left hand a staff sur-
mounted by a cross.

Schlossmuseum Gotha, Head of Saint John the Baptist (inv. P 39) (see fig.
1); painted white; H. 66.5 cm, W. 38 cm, D. 34 cm; exhibited at Salon of 1769
(not in cat.); see Réau 1923, 4445, 51-52, ill. p. 41; Schuttwolf 1995, 129,
no. 44, ill.

Boilly paintings
A terracotta-colored Head of Saint John the Baptist appears on the center bot-
tom shelf at the back of the room in both of Boilly’s paintings of Houdon’s
studio (cat. 66).

1. Corr. directeurs, 12:119, 122, 140, 146, 151, Nos. 5911,
5915, 5946, 5952, and 5959.

this information.
2. See Mario Rotili, Vita di Luigi Vanvitelli (Naples,

But no mention of the commission was found there.
The author wishes to thank Dr. Christoph Frank for

9. Appendix, lines 357-374.

10. Réau 1923, 44.

1975), 132-136.

3. See Marcel Raymond and Charles Marcel-Raymond,

“Vanvitelli et Michel-Ange a Sainte-Marie-des-Anges,”
GBA, sth ser., 7 (Sept.-Oct., 1922), 195217, esp.
203-204, ill. p. 199.

4. The records of Santa Maria degli Angeli are con-

served in the Archivio de Stato di Roma. See James
Hogg, The Charterhouse of Rome (Salzburg, 1984), 12.
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Saint Bruno

Probably 1766 -1767
Plaster, painted white
H. 84.4 cm, W. 32.5 cm

Schlossmuseum Gotha (inv. P 27)

This statue of Saint Bruno is the same one that Houdon exhib-
ited in the Salon of 1769. Its identification is confirmed by Saint-
Aubin's drawing of the figure in his copy of the Salon catalogue
(hg. 1)1 as well as by the letter Houdon wrote to accompany a
shipment of his works to the Duke Ernst II of Saxe-Gotha in
July 1772, specifying “the Saint Bruno that was exhibited at the
Salon three years ago.”2 Of the five examples of Houdon’s work
shown at his first Salon in 1769, all dating from his years in
Rome, four were sent to the court of Saxe-Gotha in 1772.

This plaster is a small-scale version of Houdon’s over-life-size
marble of Saint Bruno in the church of Santa Maria degli Angeli
in Rome (fig. 2). It may be the original presentation model for
the marble or a cast of it, for the plaster is virtually identical to
the marble in its proportions and pose; even the back is roughly
finished, as is that of the marble, which was intended to be seen
only from the front and sides. The composition of the figure is
simple, closed, and almost columnar. The saint, who has his
eyes lowered in contemplation, is conceived to fit quietly into the
space of a niche.

The Saint Bruno, along with a statue of Saint John the Bap-
tist (cat. 3), was created in 1766 —1767 by the twenty-five-year-old

Houdon, who had arrived in Rome in late 1764 as a Prix de

Rome winner at the Académie de France. Both works were
commissioned by Dom André Le Masson, the French procureur
général of the Carthusian order of friars. Representing the patron
saint and the founder of the order, respectively, the statues were
to occupy two niches flanking the space between the vestibule
and the nave of the church, which was the seat of the Carthu-
sian order in Rome. Charles Natoire, director of the academy,
wrote to Marigny, director of the Bitiments du Roi, on 16 July
1766 to tell him that Houdon had already begun to work on
this prestigious commission, that he was highly qualified, and
that it should contribute to the advancement of his career. The
colossal marble statue of Saint Bruno was completed and
installed in its niche in 1767.

Houdon's Saint Bruno is a remarkable achievement for a young
sculptor. It was conceived as a stylistic alternative to the dramatic
neobaroque marble Saint Bruno done by his teacher, Michel-Ange
Slodtz, in 1744 for Saint Peter’s in Rome. In contrast to Slodtz’
figure — gesturing with his left hand to refuse a bishop’s miter and
staff offered by a putto while twisting to point to a skull with
his right hand — Houdon'’s robed saint stands motionless and
introspective, without attributes, his arms folded across his chest,

and his eyes lowered. Contemporary critics praised the figure
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for embodying the humility, faith, and vow of silence associated
with the Carthusian order. Avoiding all narrative detail, Houdon
distilled these qualities in his monumental figure of the saint.
Johann Christian von Mannlich, a friend and fellow student
of Houdon's at the Académie de France in Rome, wrote that in
1766 Houdon was studying anétomy by dissecting corpses under
the tutelage of a French professor of surgery named Séguier at
Saint-Louis des Frangais in Rome." From these studies he com-
posed his famous Ecorché (cat. 1), which served as a preparatory
model for his Saint John the Baptist. These anatomical studies
also inform the composition of the Saint Bruno. One senses the
body of the saint under his heavy robes. The head of the saint,
with the sharp definition of the face and skull, also relies on the
Ecorché. At the same time, the proportions and pose of the figure
recall those of the famous classical statue of Antinous in the
Capitoline Museum (fig. 3), a sculpture that was greatly admired
in France in the eighteenth century and considered to be a model
for the ideal figure of a young man.’ The style of the Saint Bruno,
which was the result of the sculptor’s close study of anatomy
combined with an equally careful study of classical prototypes,

was to characterize all of Houdon’s later work.

ANNE L. POULET
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1. Gabriel de Saint-Aubin,
drawing of Saint Bruno in a
Niche in Salon catalogue of
1769, 55, 7€ garde (detail),
BNEst.

2. Houdon, Saint Bruno,
1766~1767, marble, Santa Maria degli
Angeli, Rome.

3. Antinous, Hadrianic copy of a
Hermes from the early 4th century BC,
marble, Capitoline Museum, Rome.
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Identical with the plaster Houdon exhibited at Salon of 1769 (see text above);
sent by Houdon to Duke Ernst I1 of Saxe-Gotha in July 1772 and incorporated
into the plaster cast collection at Schloss Friedenstein; listed as “Der heilige
Bruno” under “Cap: I11. An kleinen Modellen, antik und modern” in the
collection’s earliest known written inventory, “Verzeichniss der im soge-
nannten Antiken-Saale befindlichen Abgiisse, Biisten pp.” (undated, ThStA
Gotha, no. 63, ca. 1804-1827, fol. 5v), no. 17; listed in subsequent invento-
ries: “Catalog der Sammlung der Gips-Abgiisse” (Schlossmuseum Gotha,
1845), under “Kleinere Statuen,” no. 54, as “St. Bruno /von Houdon”; Eduard
Wolfgang, “Verzeichniss der Abgiisse antiker und moderner Bildhauerar-
beiten im Herzogl: Antiken-Cabinet zu Gotha” (Schlossmuseum Gotha,

1857), no. I11.61; and Wolfgang 1869, 23, no. 1v.37.

EXHIBITIONS

Paris, Salon of 1769 (not in cat.; see Réau 1923, 41-52); Berlin 1955, 67, ill.
pp. 18, 20; Duisburg 1987, 136, no. 8s, ill. p. 137; Art in Rome in the Eigh-
teenth Century, ed. Edgar Peters Bowron and Joseph J. Rishel [exh. cat.,
Philadelphia Museum of Art] (Philadelphia, 2000), 256257, cat. 131, ill.

REFERENCES

Lettre sur lexposition. .. au Salon du Louvre 1769 (Paris, 1769), 49 (Deloynes
IX, no. 120); L'Année littéraire (Paris, 1769), 320 (Deloynes IX, no. 128);
L'Avant-coureur, no. 39 (Paris, 1769), 404 (Deloynes IX, no. 137); [Daudet de
Jossac), Sentiments sur les tableaux exposés au Salon (Paris, 1769), 277 (Deloynes
IX, no. 122); “Lettre. .. au sujet des ouvrages exposés au Salon du Louvre en
1769” (1769), 370 (Deloynes IX, no. 133); Dierks 1887, 25, 116; Carl Alden-
hoven, “Houdon in Gotha (188y),” in Gesammelte Aufsitze, ed. A. Lindner
(Leipzig, 1911), 142; Dacier 1909 -~1921, 2:88 -89, pl. 7e garde/verso; Gia-
cometti 19181919, 2:26; 3:218 - 219; Calosso 1922, 289-307, ill. p. 291;
Réau 1923, 4346, 49-50, 52; Brinckmann 1925, 132-133; Schwark 1930,
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49, pl. 40.1; CM.A.A. Lindeman, “Een tweetal onbekende ontwerpen voor
den H. Bruno van Houdon,” Maandblad voor Beeldende Kunsten 19 (Oct.
1942), 228 -235, fig. 2; Réau 1945, 96-98; Mansfeld 1955, 2832, no. 2;
Bogyay 1964, 113; Réau 1964, 2:16, no. 18; Arnason 197, 12, pl. 7; Schuttwolf
1995, 132, no. 46, ill. p. 173.

RELATED WORKS

Full-length statues

Marble

Over-life-size marble in church of Santa Maria degli Angeli, Rome (see fig.
2); H. 315 cm; commissioned from Houdon in 1766; installed in a niche

between nave and vestibule in 1767.

Plaster

Musée des monuments frangais, Paris (inv. 551); plaster cast of the marble;
H. 350 cm, W. 103 cm; recorded as having entered the collection ca. 1883
(AMME).

Reductions

Plasters—sales

Documented in the catalogues of the Bergeret sale, Paris, 24 Apr. 1786, 127,
no. 496: “Un Saint-Bruno en platre, par M. Houdon, sur piédestal en bois
de chéne. Hauteur § pieds 6 pouces [167.6 cm]”; and the posthumous sale
of the contents of Houdon'’s studio, Paris, 1517 Dec. 1828, no. 9: “Platre
peint. Petit modele de la belle statue de Saint Bruno, exécutée en marbre

par M Houdon et placée & Rome dans I'église des Chartreux.”

Marble

There is a nineteenth-century copy in the Museum of the History of Religion,
St. Petersburg, Russia (inv. A.14772.111); H. 107 cm, W. 39 cm. The author
wishes to thank Guithem Scherf for bringing this sculpture to her attention.

Terracottas

Kunstgewerbemuseum, Hamburg (inv. 1959.256 and 257); two terracotta
statuettes, attributed to Houdon and considered preparatory studies for
the statue; H. 44 cm, W. 16.2 cm; and H. 46.1 cm, W. 17.7 cm; acquired
on the art market in Amsterdam in 1959. In one the saint holds an open
book, and in the other his hands are clasped in front of him in a slightly
more active pose as he looks down to his right. See Christian Theuerkauff
et al., Di¢ Bildwerke des 18. Jahrhunderts. Museum fiir Kunst und Gewerbe
Hamburg (Braunschweig, 1977), 280-283, nos. 164, 165, ill. While these
terracottas clearly bear a relationship to Houdon’s Saint Bruno and appear
to date from the eighteenth century, it is uncertain whether they are pre-
liminary sketches by Houdon’s hand.

Drawing

Gabriel de Saint-Aubin drew a sketch of Houdon'’s plaster statue of Saint
Bruno in a niche in his copy of the Salon catalogue of 1769 (see fig. 1; and
Dacier 1909 -1921, 2:88 -89, pl. 7e garde).

Reductions of the Head of Saint Bruno
Houdon also executed several reductions of the Head of Saint Bruno as inde-

pendent sculptures in plaster and bronze:

Plaster—extant

Musée des Beaux-Arts, Dijon (inv. CA-757); painted terracotta color; H. 18 cm
(with base: 23 cm), W. at shoulders 10.6 cmn; cachet de Latelier on center back;
collection of Frangois Devosge (1732—1811), founder and director of Ecole
de dessin, Dijon; by inheritance to his son Anatole Devosge (1770 -1850);
bequeathed to the city of Dijon; transferred to the Musée des Beaux-Arts,
Dijon, in 1850 (see Quarré 1960, 45, no. 247; Réau 1964, 2:16, no. 18, pl.
XX1v, fig. 18/71).

Plasters— lost or location unknown
A small Head of Saint Bruno, painted terracotta color, shipped by Houdon to
the Duke Ernst Il of Saxe-Gotha in July 1772 (see Appendix, lines 448 — 452),
does not appear in any inventories of the royal collection at Gotha, and it
does not exist in the collection today.

Other reductions appeared in the Francois sale, Paris, 19 June r777, no.
31: “La téte de Saint Bruno. ... sous un cage de verre avec un pied doré” (with-
out indication of medium, but all but one of the other sculptures by Houdon
in the sale were plasters); and in the Beauvais sale, Paris, 8 July 1793, no.

118: “Le buste de Saint Bruno. Joli plitre par Houdon.”

Bronze—lost or location unknown

Houdon's studio sale, Paris, 8 Oct. 1795, 12, no. 67, under “Figures et bustes
en bronze”: “Le Buste de Saint Bruno, extrait de la Statue en marbre faite
pour 'Eglise des Chartreux a Rome, il est pose sur pied douche en bronze
doré; hauteur totale: 8 pouce g lignes [ca. 22.6 cm]” (752 livres, as noted
by Rigault Delaland).

Back view of cat. 4

1. Dacier 1909-1921, 2:88—89, mistakenly identifies
the statue of Saint Bruno drawn by Saint-Aubin as a
work by Etienne Pierre Adrien Gois (no. 221 in the 3. Corr. directeurs, 12:119.

Salon cat.).

8o

2. Appendix in the present catalogue, lines 316-317.

4. Mannlich (ed. 1989-1993), 1:260, 269.

5. Haskell and Penny 1981, 143-144, no. 5, fig. 74.



Priest of the Lupercalia

Probably 1768

Plaster, painted white, with self-base

H. (with base) 78 cm, W. 49 cm (diam. of base: 31 cm)
Schlossmuseum Gotha (inv. P 38)

For many decades mistaken for a “running youth,” this stat-
uette actually represents the unusual subject of a priest of
the ancient Roman spring festival known as the Lupercalia.
Observed on 15 February, this fertility and purifying rite hon-
ored the god Lupercus, or Faunus (Greek: P:;m).1 Proceedings
started at the Lupercal cave on the Palatine Hill, where the
she-wolf (Latin: lupa) is said to have suckled the infants Romu-
lus and Remus, legendary founders of Rome. The festivities
included the sacrificial offering of one or more goats, after which
the ceremony officials —the Luperci—would anoint themselves
with goats’ blood and race through the streets, nude except for
a girdle cut from the animals’ hide. Wielding bloody thongs
of goatskin, they would lash at onlookers, especially women, in
an action intended to promote fertility and facilitate childbirth,
a superstition also put forward in ovid.” Houdon's Priest of the
Lupercalia is captured at this moment, running with his right
arm raised, ready to swing one of the rolled-up strips of goat
hide in his hand.”

The present plaster of the Priest of the Lupercalia is the only
known surviving version and comes directly from the sculptor’s
studio. Houdon sent it to Duke Ernst II of Saxe-Gotha in July

1772 as part of a larger shipment of sculptures, noting in the

accompanying letter, preserved in the library of Schloss Frieden-
stein in Gotha: “One will find a small figure enclosed in a crate
that is inserted inside the large one, representing the Priest of
the Lupercalia. .. This plaster is the one with which I was agré¢.
It was exhibited at the Salon of 1769."4 Houdon here ascribes
special importance to the Priest of the Lupercalia by singling it
out as the one piece that secured his preliminary admission to
the Académie royale de peinture et de sculpture in 1769, yet he
reportedly submitted several sculpt'ures.5 Although not listed in
the official Salon catalogue, it was documented in a drawing by
Saint-Aubin (fig. 1) and was highly praised by the critics: “The
Luperque by M. Houdon is certainly in motion, as antiquity

”, «

would require of these kinds of priests of the god Pan”; “a charm-
ing figure, seized in movement perfectly; it is nature caught as
she is and embellished by the execution”; “full of grace and of
informed refinement”; “full of warmth”; and “with a refined
design, great subtlety of surface, and a light composition.”6
Houdon’s statuette is a dynamic study of the male body in
motion. Balanced on the ball of his left foot, the figure stretches
his right arm forward and his right leg back in a strong diag-
onal. The pose recalls that of the famous Borghese Gladiator,

which, from the time of its discovery in the early seventeenth
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EARLY WORKS

1. Gabriel de Saint-Aubin,
drawing of Priest of the
Lupercalia in Salon catalogue
of 1769 (detail), BNEst.

century, was widely celebrated for its truthful rendering of
;matomy.7 In the eighteenth century the work could be seen in
the Villa Borghese in Rome, where numerous artists admired
and copied it. Houdon’s Priest of the Lupercalia transformed this
antique nude into a running figure by tilting it slightly forward
onto one foot and lifting the other foot. The impression of move-
ment is enhanced by the windblown hair and fluttering animal
pelt, and the face is animated by the pupils defined in the eyes
and teeth showing in a slightly opened mouth. Almost a century
and a half earlier, Gian Lorenzo Bernini used similar devices
in his Apollo and Daphne (1622), also displayed at the Villa
Borghese.8 Another possible prototype for Houdon’s Priest of the
Lupercalia, and maybe closest of all, is Nicolas Coustou’s Apollo
(fig. 2), executed for the gardens of Marly around 1713 -1714.
Coustou drew inspiration from both Bernini and the Gladiator,
consciously combining elements from the antique and the
Roman baroque. The Priest of the Lupercalia is the most baroque
expression in Houdon'’s career, distinguished from all later
figures by its animation and extension into space.

Unlike the Bacchanalia, the theme of the Lupercalia was
never popular in the fine arts, and possible models are rare. Doc-
umented depictions of the subject include a series of seventeenth-
century etchings mentioned by Pierre Jean Mariette.” Under “Les
cérémonies des fétes Lupercales,” Mariette lists fifteen prints
by Jean Le Pautre and Louis de Chétillon, finished by Jean
Boulanger, after drawings by Francois Tortebat. The series, dated

1659, is based on a fresco cycle representing the story of

Romulus and Remus, which Agostino, Annibale, and Ludovico
Carracci executed around 1590 for the Palazzo Magnani in
Bologna. Only one scene is named, “Ludi Lupercali,” and it shows
a youthful priest, nude but for a cloth around his hips, wielding
a whip and chasing a fleeing woman (fig. 3).10 His dynamic pos-
ture on one leg, his lean but muscular body, the disheveled hair
and fluttering fabric, all are elements that can be seen in
Houdon'’s Priest of the Lupercalia. Prints of this kind were widely
distributed and regularly copied by artists and craftsmen.

Réau suggests that Houdon may have gotten the idea for
his Priest of the Lupercalia from Michel-Francois Dandré-
Bardon.”' Dandré-Bardon was a professor of historical costumes
and Roman history at the Ecole royale des éléves protégés, the
exclusive school at the Académie royale de peinture et de sculp-
ture in Paris where Houdon studied for three years prior to his
stay in Rome."” Dandré-Bardon explains the particulars of the
Lupercalia feast in the first volume of his Costume des anciens
peuples, published in 1772, and he even illustrates several
ﬁgures.13 Although his drawing of a nude celebrant holding
strips of goatskin was clearly not the model for Houdon’s Priest
of the Lupercalia, it is conceivable that a class on the religious
rituals of ancient Rome sparked the sculptor’s interest in this

unusual subject.

ULRIKE D. MATHIES

2. Nicolas Coustou, Apollo, ca. 1713—1714, marble, Musée du Louvre, Paris.
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Alternate views of cat. §

3. Louis de Chatillon, Ludi Lupercali, 1659, etching,
Instituto nazionale per la grafica, Rome, Storie di Romulo
e Remo, plate without number (FC 4607, vol. 26 M 18).




EARLY WORKS

PROVENANCE

Sent by Houdon to Duke Ernst II of Saxe-Gotha in July 1772 and incorpo-
rated into the collection of plaster casts at Schloss Friedenstein; possibly
identical with “Ein Silen die Becken schlagend” mentioned under “Cap: I11.
An kleinen Modellen, antik und modern” in the collection’s earliest known
inventory, “Verzeichniss der im sogenannten Antiken-Saale befindlichen
Abgiisse, Biisten pp.” (undated, ThStA Gotha, no. 63, ca. 1804-1827, fol. 61),
no. 21; in 1835 recorded in Rathgeber 1835, 49; listed as “Ein Priester des
Bachus” in “Catalog der Sammlung der Gips-Abgiisse” (Schlossmuseum
Gotha, 1845, no. 44); and as a running male figure in later inventories:
Eduard Wolfgang, “Verzeichniss der Abgiisse antiker und moderner Bild-
hauerarbeiten im Herzogl: Antiken-Cabinet zu Gotha” (Schlossmuseum
Gotha, 1857, no. 111.91): “Minnliche laufende Figur”; and Wolfgang 1869,
23, no. 1V.49, as “Minnliche Figur, laufend, von Houdon (?).”

EXHIBITIONS

Paris, Salon of 1769 (not in cat,; see text above and Réau 1923, 41-52); Berlin
1955, 68, ill. p. 26; Duisburg 1987, 138, no. 86, ill. p. 139; Gotha 1989 (not
in cat.).

REFERENCES

L'Année littéraire 5, letter 13 (Paris, 1769), 320 (Deloynes IX, no. 128);
LAvant-coureur, no. 39 (Paris, 1769), 404 (Deloynes IX, no. 137); Lettre sur
Vexposition...au Salon du Louvre 1769 (Paris, 1769), 49 (Deloynes IX, no.
120); [Daudet de Jossac], Sentiments sur les tableaux exposés au Salon (Paris,
1769), 27 (Deloynes IX, no. 122); {Des Boulmiers], “Exposition...dans le
Salon du Louvre,” Mercure de France (Oct. 1969), 360 (Deloynes XLIX, no.
1313); Dierks 1887, 25 n. 2; Vitry 1907¢, 151-154; Dacier 19091921, 2:89,
pl. 7e garde/verso; Lami 19101911, 1:414; Giacometti 19181919, 1:36;
3:162-163; Réau 1923, 41-52, ill. p. 47; Maillard 1931, 1516, pl. 6; Mans-
feld 1955, 38 -39, no. 4; Réau 1964, 1:38, 41— 42, 200-202; 2:11, no. 2, pl.
I; Arnason 1975, 15, fig. 61, pl. 8; Schuttwolf 1995, 133, no. 47, ill. p. 172.

RELATED WORKS
Only extant version. A copy in plaster appeared in the Frangois sale, Paris, 19
June 1777, 5, no. 32: “un jeune Homme courant a la féte des Lupercales, trés

belle figure en platre; morceau de réception de M. Houdon a 'Académie.”

Bronze

Mentioned in Houdon's autograph list of his own works from ca. 1784 (Vitry
1907b, 197), no. 10: “Un figure sur 2 pieds de hauteur representant un prétre
des fétes lupercales, morcau dagrée [sic] 2 l'académie, et a été exécuté en
bronze.” Apparently cast after 1777, it remained in the artist’s possession
(see his mémoire to Bachelier of 11 Oct. 1794, in Réau 1964, 1:99: “A mon
retour [de Rome], pour mon morceau de réception, un Morphée en marbre
demi-nature; depuis un Prétre des Lupercales en bronze, 2 moy”) until his
studio sale, 8 Oct. 1795, 12, no. 64, under “Figures et bustes en bronze”:
“Un Prétre des fétes Lupercales, il tient d’'une main des couroyes, & de l'autre
un couteau. Cette Figure sur terrasse, porte 31 pouces de haut {78.75 cm]”
(18,000 livres). It resurfaced in the [Lucien-Francois] Feuchére pére sale,
Paris, 29 Nov. 1824, 11, no. 14: “Un prétre des fétes Lupercales, seul bronze

existant de ce modeéle. 31 pouces” (543 or 8oo francs, to Lafontaine).

Drawing
Saint-Aubin sketched the figure in his copy of the Salon catalogue of 1769
(see fig. 1; and Dacier 1909 -1921, 2:89).

Detail of cat. §

1. See Christoph Ulf, Das Romische Lupercalienfest.
Ein Modellfall fiir Methodenprobleme in der Altertums-
wissenschaft (Darmstadt, 1982).

2. Ovid, Fasti, trans. and ed. A. ]. Boyle and R. D.

Woodard (London, 2000), 39-40; 2.425-428, 445-448.

3. The bronze version in Houdon'’s studio sale (see
Related Works) was described as holding “strips in one
hand and a knife in the other.” These tools are not
identifiable in the plaster.

4. Appendix in the present catalogue, lines 94 -101.
5. Ultimately Houdon created the Morpheus (cat. 7)

as his reception piece for full membership in the
Académie royale (see Vitry 1907¢, 149 -156).

G. See LAvant-coureur, 404; [Des Boulmiers], 360;
L'Année littéraire, 320; [Daudet de Jossac], 27; and
Lettre sur lexposition, 49.

7. Today in the Musée du Louvre (inv. Ma 527); see

D’Aprés lantique [exh. cat., Musée du Louvre] (Paris,
2000), 151, n0. 1, ill. p. 150; and Haskell and Penny
1981, 110. 43, 221~-224, fig. 115.

8. Inv. CV; see Moreno and Stefani 2000, 110, 154,
no. 7, ill.

9. Listed in Réau 1964, 1:38, 210. See also Ph. de Chen-

nevieres and Anatole de Montaiglon, eds., “Abecedario
de P.]. Mariette, et autres notes inedites de cet ama-
teur sur les arts et les artistes,” AAF 2 (1851-1853), 321;
and 6 (1854-1856), 185.

10. Annibale Carracci e i suoi incisori [exh. cat., Ecole
frangaise] (Rome, 1986), 35, no. XI11/15, ill.

11. Réau 1964, 1:201.

12. Dandré-Bardon must have known Houdon as
an artist after his return from Rome, since a copy of
Houdon's Ecorché appeared in Dandré-Bardon’s

posthumous sale, 23 June 1783, no. 21.

13. See Michel-Frangois Dandré-Bardon, Costume des
anciens peuples (Paris, 1772), 1:10, pl. 2.
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+ Peasant Girl of Frascati

Dated 1774

White Carrara marble with small gray inclusions

H. 38 cm (with base: 50.7 cm), W. 21 cm

Inscribed on back and proper right edge of truncation: Houdon Sculpsit 1774

Musée Cognacq-Jay, Paris (inv. ].223)

This marble bust of a young girl is a later version of a plaster bust
called the Peasant Girl of Frascati (fig. 1),1 which Houdon sub-
mitted to the Salon of 1769 —the first Salon in which he par-
ticipated. The plaster head, along with the other sculptures he
showed at the Salon, had been executed during his time as a
student at the Académie de France in Rome.

After he returned to Paris from Rome in 1768, Houdon
often created multiple versions of his sculptures in marble,
bronze, and plaster. This marble Peasant Girl of Frascati is one
of the earliest instances in which he duplicated a plaster study.
He made two marble busts of the head, the present one dated
1774 and a second one, now in the Hermitage Museum, dated
1775 (see Related Works). The sculptor devoted more attention
to surface texture in the Cognacq-Jay marble than he did in the
plaster, contrasting the smooth, matte skin of the face and neck
with the undulating strands of hair and with the polished coil
of hair wrapped in a striped cloth and held in place with a pin.
Even the underside of the back has been embellished with chis-
eled radiating lines, a practice Houdon was to repeat in many
of his marble busts.

The Peasant Girl of Frascati is not a true portrait, nor is it a

copy after the antique. It is rather a “téte d’étude” in which the

young sculptor blends an idealized female head inspired by
antique prototypes with the observation of everyday Italian life.
Houdon shipped the plaster version to Duke Ernst II of Saxe-
Gotha in the summer of 1772, and in a letter concerning the

shipment he gives a telling description of the bust:

The head of a woman of frescati [sic], a city 6 leagues
[24 kilometers] from Rome. It was exhibited at the Salon
before last [1769), and can give an idea of the hairstyles
of Ttaly, not of the first ladies of Rome, who adopt ours,
and who for the most part, exaggerate them to the point
of the ridiculous. I like this kind of hairstyle, which
draws-up all of the hair to the back, then is held in place
by gold pins, silver, and other materials. Their hairstyles
for the day and for the night do not prevent their ears
from growing according to nature’s course. This head,
and that of my Ecorché have ears as one should have

them in general.2
Houdon'’s letter provides a number of valuable insights con-

cerning this early bust and his approach to sculpture. He is pre-

occupied by and very critical of the excesses and artificiality of
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1. Houdon, Peasant Girl of Frascati, by 1769, plaster, Schlossmuseum Gotha.

French contemporary fashion and of the women in Rome who
imitate it. In contrast, he presents the image of an Italian peas-
ant girl to the duke as an example of the simple, natural beauty
of an ordinary young woman from a town outside of Rome.
While Houdon makes clear that the Peasant Girl of Frascati is not
a portrait, he nonetheless is quite specific about having observed
the hairstyle and the way it complements the natural form of the
ears of the women in Frascati who wear it. He qualifies his
emphasis on the first-hand study from nature by stating that
an artist who simply imitates nature is no better than a well-
trained monkey, and that he must choose what is most noble in
her in order to achieve perfection and to elevate the soul.”

For Houdon, antique prototypes were integral to choosing
the most noble aspects of nature. The sculptor’s evocation of
an antique ideal is reflected in the frontal pose, regular features,
straight nose, finely shaped eyes and lips, and undraped neck
of the Peasant Girl of Frascati. This type of neoclassical female

head is similar to another plaster bust that Houdon exhibited

88

2. Houdon, Head of a Vestal, by 1769, plaster, Schlossmuseum Gotha.

at the Salon of 1769 (fig. 2) and later shipped to Gotha, where
it remains today.4 In his letter to Ernst II he describes it as “A
study of a head, that one can call a Vestal, she has a veil on her
head and was composed and made in Rome. She is in my stu-
dio, sketched in marble.”” As with the Peasant Girl of Frascati,
the plaster Head of a Vestal has lightly incised eyes. The roughed-
out marble version of the Vestal that he said was in his studio in
1772 and that he must have finished later is probably identical
with the Head of a Vestal, dated 1788, now in the Louvre.”

ANNE L. POULET



EARLY WORKS

PROVENANCE

Collection of Markus von Schuetzenau-Trenck, Taberhof (Steiermark), Aus-
tria, in 1910 (see Berlin 1910); “il est ensuite passé en France et se trouvait,
peu avant la guerre, chez I'antiquaire Friedel” (Giacometti 1929, 2:200—
201); listed in the archives of the Musée Cognacq-Jay as coming from Azura
Temple (neither Friedel nor Azura Temple is found in the Bottins commer-
ciaux for Paris in 1908 -1918, and both remain unverified); acquired by
Ernest Cognacq (1839 —1928), 12 June 1918, for 250,000 francs through
Mme Béque, one of his agents, according to an unpublished inventory from
1923-1924 in the archives of the Musée Cognacg-Jay; bequeathed with the
rest of his collection to the Fondation Cognacq-Jay and the city of Paris.

EXHIBITIONS
Berlin 1910, 25, 47, no. 238, fig. 12 (see also 2nd rev. ed., 30, no. 12); London

1972, 247—248, no. 382.

REFERENCES

Giacometti 1819-1919, 3:34—36; Giacometti 1929, 2: 200—201; Edouard
Jonas, Collections léguées a la ville de Paris par Ernest Cognacq (Paris, 1930), 63,
no. 223; Worcester 1964, 4; Bogyay 1964, 110, 129 nn. 37-39, fig. 2; Réau
1964, 1:216 - 217; 2:57, no. 2777¢, pl. CLX111, 61; Thomas von Bogyay, review
of Réau 1964, in Zeitschrift fiir Kunstgeschichte 31, no. 1 (1968), 76; Francois
Periset, “LAge néo-classique. Les Expositions de Londres, 1972,” Dix-huitiéme
siécle 5 (1973), 371; Arnason 1975, 13, 17, 30, 37, 102—103, 122, fig. 63;
Schuttwolf 1995, 136 -137.

Back view of cat. 6

Signature on cat. 6

RELATED WORKS

Plaster

Schlossmuseum Gotha (inv. P 40) (see fig. 1); H. 39.4 cm (with base: 52.2
cm), W. 23 cm. The bust differs from the Cognacq-Jay marble in that the
irises and pupils of the eyes are lightly incised rather than blank, there is no
signature or date, and the finish on the back of the truncation is smooth
rather than incised. Houdon executed the plaster in Rome, exhibited it at
the Salon of 1769, and shipped it to the court at Gotha in July 1772 (see
Appendix, lines 404—400). It has remained in the collection at Schloss
Friedenstein since that time. See Schuttwolf 1995, 136 -137, no. 49.

Marble

The State Hermitage Museum, St. Petersburg (inv. NH CK. 374); H. 39 cm
(with base: 50.9 cm), W. 22 cm; inscribed across back edge of truncation:
“HOUDON. F. 1775.” The dimensions of this bust correspond very closely
to those of both the plaster and the marble at the Musée Cognacq-Jay. The
truncation is squared at shoulder level in back, as is that of the plaster,
whereas the Paris bust is rounded at the shoulders. The backs of both the
Hermitage and Gotha busts have a smooth finish, in contrast to the radiat-
ing striations on the back of the Cognacq-Jay bust. The eyes are blank. Réau
claims this bust was exhibited at the Salon of 1775, listed in the catalogue
(39, no. 261) under “Plusieurs Tétes ou Portraits en marbre, sous le méme
Numéro” (Réau 1914, 43, 52). It was in the collection of Mikhail Aleksan-
drovich Golitsyn (1804 —1860); inherited by his son Sergei Mikhailovich Golit-
syn (1843 —after 1892). The latter opened a private museum in Moscow
in which the bust was included. See Ukazatel golitzinskogo Museja (Moscow,
1882), 46, nos. 587, 588. The author is grateful to Dr. Ljuba Savinskaya,
Moscow, for providing this information. In 1886 Golitsyn sold his collection
to Emperor Alexander III, and it was taken to St. Petersburg (Réau 1917, 139).

1. Although none of the sculptures submitted by
Houdon is listed in the Salon cat. of 1769, this bust
can be identified from one of the reviews, Réflexions sur
quelques morceaux de peinture et de sculpture exposés

au Sallon du Louvre. .. (Paris, 1769), 27: “M. Houdon

a exposé une statue de Saint Jean-Baptiste....On ne

quitte qu'avec regret, le buste d’'une paysane de Fres-

3. See Appendix, lines 75-77.

4. Inv. P 35; see Schuttwolf 1995, 134-135, no. 48.

caci [sic]...du méme artiste” (see Réau 1923, 44-52).

5. Appendix, lines 331-334.

2. See Appendix, lines 404-414.

6. Inv. RF 3994; see Louvre cat. 1998, 2:432, ill.
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+ Morpheus

Dated 1777

White marble

H.36.5cm, W. 70.5 cm, D. 35.8 cm

Inscribed on back of plinth: A. HOUDON E. A: 1777

Musée du Louvre, Paris, département des sculptures (inv. RF 3993)

The Morpheus concluded Houdon’s long application process for
membership in the Académie royale de peinture et de sculp-
ture. Houdon had won a third-place medal in the quarterly com-
petition held in June 17 561 before earning first prize in sculpture
in 1761. After three years at the Ecole royale des éléves protégés,
then a stay at the Académie de France in Rome between 1764
and 1768, he presented a number of works he had done in Italy
to the Académie royale on 23 July 1769.2 The following month
he showed these sculptures to the public at his first Salon, includ-
ing the Saint Bruno, Saint John the Baptist, and Priest of the
Lupercalia (cats. 3— 5).3 On 31 December 1770 Houdon presented
to the academy “a sketch of the piece that had been ordered from
him for admission, which depicts a Morpheus”; hence back in
Paris he had been required to come up with a new sculpture.4
At the Salon of 1771 Houdon exhibited a “life-size model” of
his Morpheus (no. 279), but it was fully six years later that he
displayed his admission piece in marble, returning to a smaller
format, and was accepted as a member of the academy.

The Schlossmuseum Gotha houses a large plaster Mor-
pheus (fig. 1), which is certainly the one from the Salon of 1771.
There were strong ties between Houdon and the court of

Gotha at that time. This magnificent plaster, impossible to

transport safely, had a broken right foot, as did the Louvre
marble; the foot was glued back onto the Gotha plaster at some
point, or simply remade. Houdon, in executing his admission
piece, remained faithful to the model; indeed, no significant
variation can be discerned.

The Salon catalogue of 1771 provides the key to understand-
ing this work: “Morpheus, one of the children of the god of Sleep
and his agent. He is the most skillful of all the [gods of] dreams
in taking on the manner, the appearance, and the voice of those
he wants to represent. It is he who was sent by that god to Alcy-
one in the guise of her husband.” Ovid describes his appearing
to the unfortunate Alcyone to inform her of her husband’s death:
“On gliding wings (one could not hear them stir) / Morpheus
made way to Alcyone’s city. / He dropped the wings and took
the mask of Ceyx.”S The name Morpheus, derived from the Greek
for “form,” indicates his function: he takes the form of human
beings and appears to them in their dreams.’ Houdon depicts
him sleeping but with wings on the alert, just before he assumes
the image dictated by the dream to which he must submit.

Denis Diderot, who apparently did not reread the Meta-
morphoses, was irritated by a subject he believed Houdon had

misunderstood:
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1. Houdon, Morpheus, 1771, plaster, Schlossmuseum Gotha.

2. Charles Le Brun, Sleep, 1663-1668, ceiling compartment, Palais du Louvre, Paris, Gallery of Apollo.
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Once more, it is unfortunately too academic a figure.
That mania always enslaves the artist and saps his rea-
son; it binds him strictly to the customary rules of his art
and keeps from him the memory of classical beauties
and the Ancients’ close observation of the age and con-
dition of persons. Morpheus... is a young man, one who
cannot have the body of a man of forty. .. .This sleeping
Morpheus does not show the effects of the languidness
that sleep lends to flesh; his legs are too much in con-
trol of the position they are holding, and so on. As a mat-
ter of fact, why is he sleeping? He is Morpheus, but he
is not Sleep, he is only his messenger —that is, always
ready to go anywhere and in any disguise the master
orders. That idea alone ought to have provided the artist
with a figure for an ingenious composition, which the
wings and poppy would have sufficed to make clear.

In any case, the figure is well drawn.”

To be sure, the god of dreams is sleeping, but it is only then
that his true character can be seen, for as soon as he becomes
active, he assumes a different identity. Houdon has taken care to
depict a young man, avoiding any confusion with the iconogra-
phy of Sleep. The latter is traditionally represented as a sleeping
old man, as Charles Le Brun painted him on the vault of the
Gallery of Apollo at the Louvre (fig. z),8 awork the young Houdon
must have seen nearly every day as a student at the Ecole royale
des éléves protégés. In the Morpheus the leaves and poppy
flowers —which Ovid describes outside the doors to the cave of

Sleep —are arranged in a garland, not in a veil, as in the painting.

3. Jean-Bernard Restout, Sleep, 1771, oil on canvas, Cleveland Museum of Art.

Back view of cat. 7

Houdon’s figure did not please Diderot, who savaged a paint-
ing of Sleep by Jean-Bernard Restout, displayed at the same
Salon (fig. 3).9 Yet other critics praised Houdon’s talent for cap-
turing the truth of nature: “The figure is very beautiful and has
something celestial about him. His attitude, his contours, the
softness of his members, correspond very well to the artist’s
idea. There is a marvelous sweetness in his sleep, through which
we can discern a living being, whose breathing seems to be
perceptible”; “M. Houdon’s Morpheus. .. cannot be mistaken
for anything else. This is no ordinary drowsiness; it is a perfect
suspension of all the senses, a profound weightiness, a total aban-
don, the most absolute annihilation, which...is only the natural
state of that deity. Only his wings seem to have some action, some
movement in them still, to express, no doubt, in the midst of his
torpor, his dominion over nature as a whole.”” In fact, the large
wings, “cumbersome. .. as they are not folded, seem to indicate a
waking state.”’" Houdon may have taken liberties with the form
of Morpheus’ wings: “The ancients gave him butterfly wings, a
symbol of lightness. The artist was content to represent him with
bird’s wings, more favorable to a rendering in sculpture."12 But
the idea of butterfly wings is not found in Ovid.

All of these reviews enhanced the reception of the work:
“If M. Houdon slips into the crowd headed for the Salon to pick
up what is being said about his work, he will surely be pleased
and flattered to hear his Morpheus praised.”13 The sculpture,
installed in the Gallery of Apollo, directly inspired the young Rus-

sian student Prokofiev,* who frequented the academy school.
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Quatremeére de Quincy, usually critical of Houdon, saw in
his Morpheus the basis for a renewal of art closer to the classical
models: “A very good correspondence between truth without
pettiness and nobility without affectation boded well for the
new direction that art was soon to take.””~ Houdon may have had
in mind some classical model or perhaps Alessandro Algardi’s
Cupid (Galleria Borghese, Rome), who falls asleep amid pop-
pies. At the Salon of 1771, he had shown “two heads of young
men, one wearing a myrtle wreath, the other with a ribbon
wrapped around it.” These heads have since disappeared and
thus offer no possibility of comparison with works of antiquity
or with the head of Morpheus. In any case, Houdon avoided con-
ceiving the head as that of an ephebe: the soft whiskers along
the jaw extending almost to the chin, while characteristic of a
faun, may represent a physical detail of his live model and give
the figure a modern and natural touch.

The artist took particular care in the composition and exe-
cution of this figure, which appears completely three-dimen-
sional when viewed from the front; the body is conceived in an
unbroken contour, deeply undercut and casting a shadow. The
face is clearly traced in profile. The back, by contrast, has hardly
been touched: one feels fully the mass of marble. Although the
left foot and knee are slightly lifted, the rest of the body, from
the left thigh to the right arm, constitutes a compact whole, of a
piece with the drapery and the rock. This impression is accen-
tuated by the fact that the head is folded deeply into the crook of
the arm. Houdon, however, tried to temper the effect by carving
wings with very pure lines; the sharp form evokes butterfly wings,
though naturally the feathers do not. The extreme delicacy of the
drill holes is also found in the fine traces of the pointed chisel on
the stone and the small strokes rendering the texture of the young
man’s skin. In his admission piece Houdon wanted to show his
expertise in working with marble, handling his tools with ease,
creating contrasts between the velvety texture of the drapery, the
softness of the flesh, and the roughness of the rock.

GUILHEM SCHERF
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Admission piece for the Académie royale, 26 July 1777: “Jean-Antoine
Houdon, sculpteur...a fait apporter le morceau qui lui avait été ordonné
pour sa réception, représentant Morphée. Les voix prises a I'ordinaire,
FAcadémie a regu et regoit le sieur Houdon académicien” (Procés-verbaux,
8:2773). The sculpture, belonging to the Académie royale, was in the Gallery
of Apollo at the Louvre in 1781. Confiscated Aug. 1793, during the Revolu-
tion; assigned to the Ecole spéciale de peinture et sculpture, 19 June 1798;
and placed at the Musée des monuments frangais, probably in Mar. 1808;
it remained in the archive room of the Ecole des beaux-arts after 1816.
Reclaimed by the Louvre in 1851; assigned to that museum in 1866, but not

listed in the inventory at that date (inventoried in 1986).

EXHIBITIONS
Paris, Salon cat. 1777, no. 256: “cette figure, en marbre, est le morceau de
réception de l'auteur”; London 1972, no. 391; Duisburg 1989, 30-35, 275,

no. 4, ill.

REFERENCES

Dezallier d’Argenville, Description sommaire des ouvrages de peinture, sculp-
ture et gravure exposés dans les salles de lAcadémie royale (Paris, 1781) (Paris,
1893; reprint Nogent-le-Roi, 1991), 154; Quatremére de Quincy 1834, 393;
Montaiglon and Duplessis 1855, 167-169, 442; Délerot and Legrelle 1857,
39-40, 179; Vitry 1907¢, 149 -156, ill. (the right foot is already missing);
Hart and Biddle 1911, 13, ill. p. 12; Glacometti 1929, 1:16, ill. 2:259; Fontaine
1910, 185, no. 428; Marguerite Charageat, “Le Fleuve et le Sommeil. Etudes
en vue des morceaux de réception a 'Académie de Caffieri et de Houdon,”
Bulletin des musées de France, no. 5 (June 1950), 112 —116; Réau 1964,
1:220-223; 2:13, no. 8, pl. 10, 11; Arnason 1975, 18, 37, 109 —1I10 n. 75, pl.

9~10; Louvre cat. 1998, 432, ill.

RELATED WORKS
Plasters
Schlossmuseum Gotha (inv. P 26); plaster; H. 116 cm, W. 156.9 cm, D. 1085
cm; exhibited at the Salon of 1771, no. 279: “Modéle de grandeur naturelle ”;
see Schuttwolf 1995, 138-139, no. 50, ill.

Houdon’s studio sale, 8 Oct. 1795, no. 104 (H. 62.1 cm): “modéle en

platre.”

Drawing
Gabriel de Saint-Aubin sketched the work in the margin of his copy of the
Salon catalogue of 1777 (Dacier 1909 -1921, vol. 4, n.p., ill.).
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1. Antoine Cahen, “Les Prix de quartier a 'Académie
royale de peinture et de sculpture,” BSHAF (1993), 74.

2. “The Académie, after taking the usual vote and

acknowledging his abilities, approved his presentation.

The director will prescribe to him what he must do to
be admitted” (Procés-verbaux, 8:19).

3. Daudet de Jossan, Sentimens sur les tableaux exposés
au Salon [de 1769] (Deloynes IX, no. 122; MacWilliam
1991, 196).

4. Procés-verbaux, 8:59. It is not known whether at that
date this was considered a sanction (as if the works on
which acceptance was based were judged too weak).
In the 1760s and 1770s Pierre-Frangois Berruer, Félix
Lecomte, and Martin-Claude Monot also had to create
new models, whereas Louis-Simon Boizot, Charles-
Antoine Bridan, Jean-Baptiste-Cyprien d’Huez, and
Louis-Philippe Mouchy were at the same time allowed
to use a model they had submitted for acceptance.
Because new members increasingly neglected to
execute their admission pieces, a new regulation

in 1785 stipulated: “the artists, accepted on the basis
of several pieces executed by them, will always be
obliged to present a new piece for admission.”

5. Ovid, Metamorphoses, trans. Horace Gregory
(New York, 1958), 317 (11:633~676).

6. Pierre Grimal, Dictionnaire de la mythologie grecque
et romaine (Paris, 1980), 303.

7. Diderot (ed. 1995b), 241~242 (Salon de 1771).

8. Jacques de Favanne very nearly reproduced Le
Brun'’s old man sleeping in a 1733 engraving, whose
title, nonetheless, was Morpheus; see Carter E. Foster,
“Jean Bernard Restout’s Sleep— Figure Study: Painting
and Drawing from Life at the French Royal Academy
of Painting and Sculpture,” Cleveland Studies in the His-
tory of Art 3 (1998), G4, fig. 22. In the present author’s
view, a sketchily done terracotta of Sleep (Louvre cat.
1998, 432, ill.), most likely done after the Cochin and
Gravelot engraving published in their Iconologie par
figures (1774 -1781), must be removed from Houdon’s
body of work; oddly, the artist avoided representing the
wings of the sleeping old man.

9. “Figure study... which was not studied after a model
posing naturally (Ignoble sleeper with the look of a
torture victim; without vigor, poorly drawn, you can’t
make out what it is. Oh, what a vile beast, don’t you

think, M. Houdon? I'm betting you'll kick that out of
the Académie and the Salons).” The comments within
parentheses are Diderot’s; the rest were written by an
anonymous collaborator; see Diderot (ed. 1995), 128
and 195 (Salon de 1771); and Foster 1998.

10. Mémoires secrets. Lettre sur le Salon de 1771 and
Mémoires secrets. Lettre sur le Salon de 1777 (see Fort
1999, 95, 186; and MacWilliam 1991, 217).

11. Montaiglon and Duplessis 1855, 168.

12. Mercure de France, Oct. 1771 (MacWilliam 1991, 2770).

13. LAnnée littéraire 5 (1771), letter 13 (MacWilliam 1991,
209).

14. The Flight of Actaeon, 1785, by Prokofiev (Museum
of the Academy, St. Petersburg) is directly inspired

by another of Houdon'’s works, Priest of the Lupercalia
(cat. 5).

15. Quatremere de Quincy 1834, 393.
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+ Sophie Arnould (1740-1802)

Dated 1775

White marble on white marble base

H. 67.0 cm (with base: 81 cm), W. 51.0 cm, D. 29.5 cm
Inscribed on back: SOPHIE ARNOULD, Houdon F. 1775

Musée du Louvre, Paris, département des sculptures, Gift of Madame E. Stern and of her children, 1947 (inv. RF 2596)

“Rare creatures are they, and strewn across time at distant inter-
vals, these women who, while alive, are the scandal of a century
and, once dead, are its smile.”1 Thus the Goncourt brothers
open their book on Sophie Arnould, evoking in one line the
memory of one such woman, who enchanted Paris and the
ancien régime.

Sophie Arnould was born in Paris in 1740 to a bourgeois
family (her father was a hotelier) with five children. She took
music and singing lessons at an early age and, under the patron-
age of the princesse de Conti, performed at the church of the
aristocratic convent of Panthémont. Presented to the queen,
Marie Leszczynska, at Versailles, she debuted at the Opéra
(Académie royale de musique) on 15 December 1757. Her
fame lasted a dozen years, fed by a tumultuous love life. She
had a stormy affair with Louis Félicité de Brancas, comte de
Lauraguais (with whom she had two children), was kept by the
prince d’'Hénin (captain of the guards for the comte d’Artois),
dallied with the prince de Ligne, loved the architect Francois-
Joseph Bélanger (whom she recommended, in fact, to the other
three) ,2 and had a scandalous liaison with the actress Mlle Rau-
court. Refined and libertine,3 maliciously called a “courtesan,”’

. LS .
possessing a devastating wit,” she welcomed into her home a

select circle of artists and intellectuals.” After she retired from
the stage in 1779, following a fairly long decline (marked,
notably, by the sale of her collections in 1778), she left Paris
amid financial difficulties. Struggling to make ends meet under
the Revolution and the Consulate, she was aided from time to
time by her former lovers Lauraguais and especially Bélamger.7

Early in her career, Arnould had excelled at the traditional
French repertoire, especially the works of Rameau. Her musical
talent—despite a voice lacking in depth —as well as her elegance
and expressiveness were widely celebrated: “she is the most
beautiful asthmatic I've ever heard sing,” said Abbé Ferdinando
Galiani. Her last triumphs came in 1774, when she performed
the starring roles in two Gluck operas: Orphée et Eurydice and
Iphigénie en Aulide. The dauphine, Marie Antoinette, attended the
premiere of Iphigénie on 19 April 1774, leading an enthusiastic
claque.8 Gluck reportedly declared: “Without the charms of Mlle
Arnoult’s [sic] inflections and declamation, my Iphigénie would
never have come to France.”” It was “the last great evening of
her life in the theater.”"’

Houdon did his portraits of Sophie Arnould and Christoph
Willibald Gluck (see cat. 10) at the same time: the two busts—

the singer’s in marble —were shown together at the Salon of
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1775. The sculptor worked very quickly: his contract with
Arnould is dated 5 April, and the marble was ready for exhibition
on 25 August.11 This Salon, one of Houdon’s most important,
included his model of a chapel for the duchess of Saxe-Gotha as
well as portraits of ministers Miromesnil (cat. 30) and Turgot,
aristocrats Mme du Cayla and Mme de la Houze, and members
of the financial bourgeoisie such as Mme His. The marbles
of Arnould and Mme His (private collection, United States),12
like the imposing female portrait of 1778 of Mme Girardot de
Vermenoux (cat. 31), are elongated busts ending at the waistline,
a format that Houdon adopted from Jean-Baptiste II Lemoyne’s
showy portraits.

The Sophie Arnould was noticed at the Salon, where its
resemblance to Arnould’s features was praised less than its per-
sonification of her in the role: “What beauty, what sweetness,
what unctuousness in Mlle Arnould, depicted as Iphigenia! She
has the bandages, the crescents, and all the attributes that des-
ignate the moment of sacrifice at which he painted her.””’
“Abbot: ‘Beautiful expression, excellent choice, superb head.’
Fanfale: ‘A bit flattering, Abbot, you have to admit; it’s not a very
good likeness’; Abbot: ‘What does it matter? Does that take any-
thing away from its beauty? Resemblance takes away nothing
and adds nothing to the artist’s talent.... For the portraits of
kings, a lack of resemblance would be a very great flaw.... But,
as for an actress, it hardly matters whether she is a bit more or
a bit less beautiful.”"*

Houdon created a strong image of the heroine at the moment
her life is to be sacrificed. His head of Iphigenia conveys a lofty
feeling, something like resignation, which recalls the “téte d’ex-
pression” by Jacques-Louis David in 1773 (fig. 1).15 Arnould

1. Jacques-Louis David,
Grief, 1773, pastel, Ecole
nationale supérieure

des beaux-arts, Paris.

excelled in the tragic roles: “I have not seen combined in a sin-
gle actress more grace, truth, feeling, nobility of expression, seri-
ous study, intelligence, and warmth all at once; I have not seen
more beautiful grief; her entire physiognomy paints it, renders
all its horror, but her face does not lose the slightest trace of her
beauty. »'® With her luxurious hair piled high, her sorrowful eyes
fixed on the sky, a tear running down her cheek, and her bare,
palpitating breast, Houdon’s Iphigenia wears a costume that—
with its antique flavor and its sash’—inno way resembles what
the 1774 audience might have seen. Onstage, Arnould wore a
“long-sleeved wispy gown enveloped in a large veil, tragic hand-
kerchiefin hand.”"® Creating this expressive portrait,19 Houdon
may have been thinking of Lemoyne’s Mlle Clairon (fig. 2).

Houdon’s work on this bust is masterful. Intertwined with
the locks of hair, admirably treated as masses with fine inci-
sions evoking the strands, are roses and rows of beads. The oval
face framed by the hair emphasizes the eyes, rendered melo-
dramatically: the eyeballs are prominent, and the irises deeply
carved to accentuate the gaze. The loosely parted lips, showing
the teeth, and the individual hairs lightly etched above the breast
attest to Houdon'’s fondness for realistic detail. The hollowed-
out back with the large central reinforcement, necessitated by
the bust’s mass, displays the artist’s customary fine and regu-
lar striations. The marble Houdon used for this private com-
mission, no doubt provided by one of his usual contractors, is
not of perfect quality (especially compared with the superb white
marble provided by the king’s warehouses for Mme Adélaide;
cat. 51); many gray veins streak the work, a few of them unfor-
tunately placed (on the forehead, below the lips). Stains and
small holes were originally camouflaged by stucco restorations,
which have since disappeared.

Arnould, who was sensitive to the art of sculp’ture,20 liked
this bust and displayed it prominently in her home. When
Voltaire came to see her during his last stay in Paris in 1778,
“at the age of eighty-two, [he] made his way to her home
and wrote these lines about her bust: ‘Her grace, her talents,
distinguished her name; / She charmed everything, even jeal-
ousy; / Alcibiades would have seen in her Aspasia, Maurice
Lecouvreur, and Gourville Ninon!””" She still owned the bust
during the Revolution, when agents of the revolutionary com-
mittee came to her home in Luzarches: “one of the members
noticed on a console a marble bust depicting her in the role
of Iphigenia; he believed it was the bust of Marat and, taking
the priestess’ scarf for that of their employer, they withdrew,

: TS
very edified by the actress’ patriotism.”



FIGURES IN THE ARTS

2. Jean-Baptiste II Lemoyne, Mlle Clairon, 1761, marble, Musée de la
Comédie-Frangaise, Paris.

Arnould may have met Houdon through Bélanger, who was
a designer at Les Menus Plaisirs in 1767, working with the sculp-
tor’s brother Jacques-Philippe. In her contract with Houdon,
she stipulated that at least thirty copies of her bust in plaster,
finished by the sculptor, be distributed to her admirers by the
time of the Salon of 1775. Houdon could sell her additional
copies, but no more than twenty. Only one of these plasters is
identified today: unsigned, undated, and, until very recently,
completely ignored in the storerooms of the Goethe-National-
museum in Weimar, it is in an admirable, indeed miraculous,

state of preservation (cat. 9).
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Commissioned by Sophie Arnould in contract of 5 Apr. 1775 (published first
in LAmateur d’'autographes [Feb. 1907, 35—36; then in Giacometti 1929,
1:133; and Réau 1964, 1:83). Collection of sitter until revolutionary period,
then probably sold during her lifetime. M. Véron collection sale, 22—23 Mar.
1858, no. 64 (13,800 francs); acquired, along with Houdon’s bust of Mme Vic-
toire, by Richard Seymour Conway, fourth marquess of Hertford (18c0—
1870), and displayed at the chateau de Bagatelle, outside Paris; bequeathed
to his illegitimate son, Sir Richard Wallace (1818 -1890), Paris (see posthu-
mous inventory, 13~14 Aug. 1890, Archives of Paris, D48 E 3/76); by inher-

itance to his wife, Lady Wallace (1819 -1897); bequeathed to Sir John Mur-
ray Scott (1834 —1912; her husband’s secretary and her advisor; see his posthu-
mous inventory, 16 Feb. 1912, 2 rue Laffite, Paris, in WCA; the author wishes
to thank Robert Wenley for this reference); and to Josephine Victoria Sackville-
West, Lady Sackville (1862-1936); sold through Galerie Jacques Seligmann,
Paris, in 1914 for “more than a million” (Giacometti 1929, 2:4). Edgar Stern
collection (before 1925); given to the Louvre in his memory and in gratitude
to the Commission de récupération artistique, by Mme Edgar Stern and her
children, 1 Oct. 1947.

EXHIBITIONS

Paris, Salon of 1775, no. 257; Paris 1865, no. 3219 (loaned by Hertford); LArt
du XVI1le siécle [exh. cat., Galerie Georges Petit] (Paris, 1883 -1884), no. 251;
Exposition de lart frangais sous Louis XIV et sous Louis XV [exh. cat., Maison
Quantin] (Paris, 1888), no. 76; Paris 1894, no. 211; Paris 1928, no. 1, ill;
Vingt ans d’acquisitions au Musée du Louvre, 1947-1967 [exh. cat., Orangerie
des Tuileries] (Paris, 1967-1968), 101, no. 312.
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RELATED WORKS

Plasters

Some are listed in eighteenth-century sales catalogues as finished (réparés)
by the artist (the same work may have been auctioned several times): [Mme
de Cossé] sale, 11 Nov. 1778, no. 124; [Le Brun] sale, 11 Dec. 1780, no. 254;
[marquis de Chamgrand, de Proth, Saint-Maurice, Bouilliac] sale, 20-24
Mar. 1787, no. 251 (as Caffieri); Louis-Antoine-Auguste de Rohan-Chabot
sale, 8—9 Dec. 1807, no. 83.

A plaster was exhibited at the Société des beaux-arts, Montpellier, Dec.
1779, no. 181 (see Stein 1913, 402; and Claparéde [ed. 1993], 42), lent by
Abraham Fontanel, organizer of the society and curator of its collections.
Aubin-Louis Millin, Voyage dans les départemens du midi de la France (Paris,
1811), 4:315 n. I, records its presence in Montpellier in 1811.

A plaster is listed by Gaston Briére as being in the Brissac collection in
the early twentieth century (handwritten note in the Louvre’s sculpture
department files).

Goethe-Nationalmuseum, Weimar (see cat. 9); superb example in an
extraordinary state of preservation.

Musée de Picardie, Amiens; damaged, restored by its owner, the sculp-
tor Gustave Deloye (1838 —1899); face and bust in marble, drapery and
restorations in plaster; H. 85 cm, W. 50 cm; bequeathed to the museum by
Deloye 12 Dec. 1898 (Giacometti 1929 2:4). This was perhaps the “buste en
marbre blanc, grandeur naturelle, de Sophie Arnould, d’aprés Houdon,”

cited in a Paris sale, 22 May 1897, no. s5.
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Signature on cat. 8

Boilly paintings

Prints

D o077780).

A plaster is depicted in Boilly’s paintings of the sculptor’s studio (cat. 66),
on the right-hand shelf. The work is not listed in the posthumous sale of

the contents of Houdon’s studio in 1828.

A print clearly inspired by Houdon’s bust, Mile Arnould / Role d’Iphigénie en
Aulide / Dans Vopera de ce nom, unsigned and undated (BNEst, N2, microfilm

Engraving by Antoine-Achille Bourgeois de la Richardiére after a lost por-

trait presumably by Maurice-Quentin de La Tour (BNEst, N2, microfilm

D o77781) served as a frontispiece for the Arnoldiana by Deville d’Angers.

1. Edmond de Goncourt and Jules de Goncourt, Sophie

dance et ses mémoires inédits

Arnould d'aprés sa corresp
(Paris, 1859), 5.

2. See Jean Stern, A l'ombre de Sophie Armould. Frangois-
Joseph Belanger, architecte des Menus Plaisirs, premier
architecte du comte d’Artois (Paris, 1930), 1:18 - 24, 41,
43; and Martine Constans, “Le Gout d’un prince a la
fin de 'Ancien Régime. LEuvre de Bélanger et de son
équipe dans la décoration des batiments du comte
d'Artois,” in Clodion et la sculpture frangaise de la fin du
XVIlle siécle, papers of the colloquium organized by
the Louvre (Paris, 1993), 424.

3. Mémoires de la baronne d’Oberkirch..., ed. Suzanne
Burkard (Paris, 1989), 445.

4. Bombelles (ed. 1977), 1:62; and Mémoires secrets,
29:190-191, 6 Aug. 1785.

5. Mémoires de [Jean-Nicolas] Dufort de Cheverny, ed.
Jean-Pierre Guicciardi (Paris, 1990), 318.

6. Including d’Alembert, Diderot, Helvétius, the baron
d’Holbach, Moncrif, and Rousseau (Stern 1930, 2:183);
dre de Tilly..., ed.
Christian Melchior-Bonnet (Paris, 1986), 443.

see also Mémoires du comte Al

7. Amould’s moving correspondence with her “good
angel” was unearthed by the Goncourts.

8. Mémoires secrets, 7:161-162.

I00

9. Letter from Bélanger to Jean-Antoine Chaptal,
30 June 1802; quoted in Adolphe Lance, Dictionnaire
des architectes frangais (Paris, 1872), 1:58.

10. Goncourt and Goncourt 1859, 6o.

11. Houdon mistakenly placed the bust of Sophie
Arnould under the year 1778 in his autograph list
of ca. 1784 (Vitry 1907b, 202), no. 58: “Le buste en
marbre de Melle Arnould dans le rolle d’Iphigénie
en Thauride [sid.”

12. Réau 1964, 2:33, no. 131, pl. 62. A beautiful
plaster, recently restored, is in the Musée des arts
décoratifs, Paris.

13. Mémoires secrets. Lettre sur le Salon de 1775
(Fort 1999, 148).

14. Entretiens sur lexposition des tableaux de l'année 1775
(Deloynes X, no. 164; MacWilliam 1991, 240).

15. The “téte d’expression” competition offered one
of the most coveted prizes at the academy.

16. Journal et mémoires de Charles Collé. .., intro. and
notes by Honoré Bonhomme (Paris, 1868), 2:147.

17. The sash, adorned with alternating stars and
crescent moons (alluding to the cult of Diana), recalls
the scarf with crescent moons on the Iphigenia by
Houdon’s teacher, Michel-Ange Slodtz; see Frangois

Souchal, Les Slodtz sculpteurs et décorateurs du Roi
(1685-1764) (Paris, 1967), pl. 16. It also anticipates
the sash on Houdon’s Bust of Diana (see cat. 36).

18. Beaulieu 1947, 24. See Louis-René Boquet's charm-
ing watercolors in Costumes de ballets (BN Est, Tb. 20b).

19. Two paintings in the Wallace Collection are no
longer thought to depict Sophie Arnould; see John
Ingamells, The Wallace Collection. Catalogue of Pictures,
I11. French before 1815 (London, 1989), 3:403, 413, ill.

A miniature in the Panhard collection may portray
Arnould seated at a harpsichord (copy in the Louvre,
inv. RF 219); see Jean-Richard 1994, no. 321, ill.
According to Vigée-Lebrun 1984, 1:104: “Mademoiselle
Arnould was not pretty; her mouth marred her face,
and only her eyes gave her a physiognomy on which
was painted the remarkable wit that made her famous.”

20. Arnould was applauded as she purchased a terra-
cotta bust of the famous actress Mlle Clairon at the sale
of the Randon de Boisset collection, ca. 277 Feb. 1777,
no. 274: “de proportion naturelle, par un artiste savant”
(for 772 francs); see Corr. littéraire, Mar. 1777, 11:441.
Réau 1964, 1:377, insinuates that she purchased the
bust of her rival in order to destroy it.

2I. See the letter from Bélanger to Chaptal (Lance
1872, 58-59).

22. Amoldiana, 1813, 93-94.



+ Sophie Arnould (1740-1802)

1775
White plaster on separate white plaster base

H. 69 cm (with base: 84 cm), W. 55 cm

Goethe-Nationalmuseum, Weimar, Stiftung Weimarer Klassik (inv. KPl/00253)

A rare example of the beauty of an eighteenth-century plaster
in its original state, this bust of the singer Sophie Arnould is
one of two extant versions of this model (see also cat. 8) and
the only surviving copy in plaster. Forgotten in storage rooms
for one and a half centuries, it is astonishing for its pristine
condition, crisp detail, and untouched surface, which, never
having been obscured by paint layers, reveals considerable
handwork done after casting and the careful removal of all
mold marks.

The provenance of the bust can be traced back directly to
Houdon, whose studio the seventeen-year-old hereditary
prince of Weimar, Carl August, visited in 1775 on the occasion
of his “Kavaliersreise,” or educational journey.1 Carl August’s
mother was the cultured Duchess Anna Amalia of Saxe-
Weimar, née princess of Braunschweig-Wolfenbiittel, who
reigned in her son’s stead for sixteen years and had a funda-
mental interest in the arts. As a subscriber to the Journal de
Paris, she was well-informed about the latest developments
in the Parisian art world; and the sensational success of the
Gluck opera Iphigénie en Aulide, with Sophie Arnould in the
title role, must have prompted her desire to obtain an image

of this singer-actress.

Eager to provide his mother with souvenirs from his trip
to France, Carl August wrote on 18 February 1775 from Stras-
bourg that “Iphigenia definitely is not found here, but I count
on obtaining it for you in Paris.”” Nine days later the prince
and his entourage arrived in the French capital, where a range
of activities awaited them, from serious social events to amus-
ing distractions. By the time they visited Houdon's studio on
15 March, Carl August had seen Sophie Arnould in perform-
ance, and he had been introduced to the composer Gluck.
Although the prince’s purchase of the bust of Gluck (cat. 10)
from Houdon is well documented, it was hitherto unknown
that he also—and apparently at the same time —acquired its
pendant, the bust of Sophie Arnould. In a letter to his mother
dated 16 March, Carl August announced the successful com-
pletion of his mission: “I am sending you the Iphigenia that
you 1'equested.”3

Upon its arrival in Weimar, the bust was probably first
installed in Anna Amalia’s dowager residence, the Wittums-
palais, but was later moved to her summer palace in Tiefurt.
There it found its appropriate setting, in a place that, after the
duchess stepped down as regent at Carl August’s eighteenth

birthday, became the site of lively artistic gatherings and
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FIGURES IN THE ARTS

amateur plays. When Anna Amalia died in 1807, Schloss Tiefurt
and its collections lost their significance and fell into neglect,
while the bust of Sophie Arnould was stowed away and the iden-
tity of its sitter forgotten.

ULRIKE D. MATHIES

ULRIKE MULLER-HARANG,

Goethe-National Museum, Weimar

Back view of cat. 8

PROVENANCE

Acquired from Houdon in Mar. 1775; recorded in Schloss Tiefurt in 1886
as “Eine Biiste von Gips: Corona Schréter” in a room next to the kitchen
(“Inventarium iiber das GroRherzogliche Schlof zu Tiefurt,” GSA, GNM
[150] 382, fol. 207, no. 27); unidentified at Tiefurt in 1956: “Weibliche Biiste,
mit einer entbléRten Brust, halbgesffnetem Mund und Rosen im Haar,
reicher Faltenwurf iiber stern-mond-geschmiickter Schirpe; Gipsabgufl von
unbekannt; Héhe m. S. 82 cm” (“Bestandsaufnahmeliste Tiefurt,” GNM,
Handbibliothek 102:79, no. 1226); transferred to sculpture storage in the
Goethe-Nationalmuseum; rediscovered and identified in 1999 by Anne L.
Poulet and Ulrike D. Mathies.

REFERENCES
Unpublished.

RELATED WORKS
See cat. 8.

Back view of cat. 9

1. See the essay “Houdon and the German Courts” in
the present catalogue.

2. Alfred Bergmann, ed., Briefe des Herzogs Carl August

3. Bergmann 1938, 16, no. 16.

von Sachsen-Weimar an seine Mutter die Herzogin Anna

Amalia (Jena, 1938), 14, no. 14.
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Christoph Willibald Gluck (1714 -1787)

Dated 1775

Plaster, on separate base and counterbase, all painted greenish black to simulate antique bronze

H. 75.8 cm (with base: 94.1 cm), W. 62.4 cm

Cast in plaster on face of counterbase: Houdon Sculpteur du Roy 1775, / Bibliotheque Royal
Herzogin Anna Amalia Bibliothek, Weimar, Stiftung Weimarer Klassik (inv. P1 6/1980)

Houdon'’s bust of the composer Christoph Willibald Gluck was
almost as controversial as the sitter himself. While Gluck was
celebrated as the great reformer of the opera by his followers and
ardently opposed by others, Houdon’s bust earned simultane-
ous praise and criticism for its truthfulness.

Gluck, who was born in Germany and raised in Bohemia,
settled in Vienna and began his official career at the imperial
courtin the mid—17sos.1 In his so-called reform operas, which
can be understood as the musical equivalent to Enlightenment
ideas, Gluck exercised the principles of simplicity, naturalness,
and integration. He reached the peak of his career in 1774-1779
with several productions in Paris, for which he had secured the
patronage of the dauphine, Marie Antoinette, his former pupil
in Vienna and daughter of Austrian archduchess Maria Theresa.
Already a sexagenarian, Gluck took five trips to Paris in these
years for rehearsals and performances of the operas he wrote
and arranged exclusively for French audiences. The eagerly
awaited premiere of Iphigénie en Aulide on 19 April 1774, starring
Sophie Arnould in the title role, met tremendous success, imme-
diately surpassed by that of Orphée et Eurydice on 2 August.

Gluck attracted unusual attention, partly because of the

opposition of two groups: supporters of the old French music

of Rameau and Lully, and supporters of the new Italian music.
The latter set up the Neapolitan composer Niccolo Piccinni as
a rival to Gluck, launching a veritable war between Gluckists
and Piccinnists, which caused both men great stress and unhap-
piness. In 1779, disappointed with the failure of his last work
and in fragile health, Gluck withdrew to Vienna, where he died
eight years later.

The Salon of 1775 featured two portraits of the renowned
composer: a half-length oil painting by Joseph Siffred Duplessis
showing Gluck seated at the harpsichord, and the plaster bust
by Houdon.” Prior to this exhibition Gluck had stayed in Paris
twice —once for almost a year, between mid-November 1773 and
mid-October 1774, and again from late November 1774 through
mid-March 1775.3 The sittings for Duplessis’ portrait occurred
during the earlier sojourn, probably soon after the triumph of
Iphigénie en Aulide.” Houdon may also have begun working on
his bust around that time. Gluck and his family then resided
in the townhouse of Duke Christian IV of Pfalz-Zweibriicken,’
next door to Houdon’s former classmate from the Académie
de France, the German court painter Johann Christian von
Mannlich. As a friend and admirer, Mannlich accompanied

Gluck to rehearsals and social events, and he may have intro-
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Alternate views of cat. 10

duced the composer and Houdon.’ He gives a vivid anecdotal
account of Gluck’s appearance and behavior in the summer of
1774: “His head was round, his face broad, ruddy, and pock-
marked; his eyes were small and rather deep-set, but sparkling,
fiery, and expressive. His nature was blunt, animated, and quick-
tempered. He was incapable of conforming to the rules and
conventions of polite behavior in the fashionable world.”

In Houdon’s bust of Gluck the composer’s unconventional
appearance, pock-marked face, and demanding personality are
sensitively captured. Following the conventional format for
artists, Gluck is shown with open shirt, unbuttoned vest, and
short disheveled hair (which he would cover with a wig when
in public); the upward tilt of his head gives him an inspired
look. Houdon balances the rendering of his sitter’s flawed skin
by emphasizing the ribbed texture of the coat, creating an over-
all surface pattern that unites head and torso. This meticulous
attention to detail was disliked by contemporary reviewers of
the Salon of 1775 and by later critics, who perceived it as exag-
gerated and offensive.” At the same time, the bust was praised
for its liveliness and vigor and hailed as a companion piece to
Houdon'’s bust of the actress-singer Sophie Arnould (see cats.
8- 9).9 Houdon’s only documented marble version of this
portrait of Gluck was commissioned in July 1776, when the
composer’s Parisian supporters decided to honor him with a
bust in the grand foyer of the Opéra, “alongside the portrait of
Rameau.”"” It was installed in March 1778, having been exhib-
ited in the Salon of 1777, but was destroyed by fire in 1873 (see
Related Works).
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Among the myriad copies in other materials or sizes, the
bronze-colored plaster bust of Gluck in Weimar is distinguished
by its impeccable provenance and the unusual inscription on its
counterbase. The seventeen-year-old hereditary prince of Saxe-
Weimar, Carl August, saw the work when visiting Houdon'’s
studio in Paris on 15 March 1775 and entrusted the art expert in
his entourage, Baron Karl Ludwig von Knebel, with its acqui-
sition. On & September 1775 Houdon wrote a letter to Knebel’s
friend J.-B. Gaspard d’Ansse de Villoison, saying that the bust
had been sent to Weimar via Strasbourg and that Knebel had
agreed on a price of 4 louis d’or, with shipping and handling to
be paid upon the crate’s arrival at its destination.”” Houdon
enclosed with his letter a report on “the works of sculpture
shown in the Salon and especially mine,” that Villoison had
requested for Carl August.

Houdon’s inscription on the counterbase of this portrait of
Gluck is remarkable for its length and content, identifying him
as “Sculpteur du Roy” and the location of his workshop as the
“Bibliotheque Royal.” The date 1775 establishes a new terminus
ante quem for Houdon's installation at this prestigious address,”
a royal privilege granted only to recognized artists. The com-
prehensiveness of the inscription must be seen as evidence of
the sculptor’s pride in this honor and not, as Mansfeld assumed,
an indication that this bust is identical with the one exhibited
in the Salon of 1775, particularly as it was delivered to its pur-
chaser before the exhibition closed."

By the time the bust of Gluck arrived in Weimar, Carl
August had ascended to the throne. Under his reign the small
court at Weimar grew into a major center of cultural and intel-
lectual activity, attracting numerous writers, scholars, and sci-
entists. In 1784 - 1785 Carl August acquired a plaster version
of Houdon’s portrait of Henry of Prussia (cat. 54), again
directly from the sculptor’s studio and immediately after its
completion.14 Both busts were installed in the ducal library,
along with many paintings, sculptures, medals, and other
objects (fig. I).15 Its three-story “Rococo Hall” became a vir-
tual pantheon of famous men — court members, scholars,
poets, and artists —represented in various media. The duke
himself sustained a long-lasting relationship with Gluck,"®
whose bust was admired in the library by English writer
George Eliot in 1854: “The rugged power of the face is given
with wonderful reality, as far as possible from the feeble ide-

- . Ry
alization one generally sees in busts.”

ULRIKE D. MATHIES
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A

1. Interior of the Herzogin Anna Amalia Bibliothek, Weimar, ca. 1900, with
Houdon'’s bust of Gluck at the bottom of the staircase.

2. Gabriel de Saint-
Aubin, drawing of
Houdon's bust

of Gluck in margin
of Salon catalogue of
1777, ho. 245 (detail),
BNEst.

PROVENANCE

Purchased from Houdon in Mar. 1775; shipped to Weimar via Strasbourg
in Sept. 1775; installed in the ducal library after 1781 (Oswald 1995, 1:11, 15);
listed in the inventory of the ducal art collection in Weimar “Repertorium
GrofRherzogliches Kunstkabinett 1818 -1851” (HAAB, fol. 23) as “Ritter Gluck,
von Houdon,” and in the 1848 —1853 inventory of the ducal library, “Ver-
zeichnis der im Kunst-Cabinet auf Grofssherzogl. Bibliothek befindlichen
Gegenstiinde” (HAAB, fol. 488, XX111b, no. 79) as “Ritter Gluck, von Houdon
1775, bronziert. 3'h.”; Rococo Hall of the Herzogin Anna Amalia Bibliothek.

EXHIBITIONS
Berlin 1955, 71, ill. pp. 40-41.

REFERENCES

Charles Joret, “J.-B. Gaspard d’Ansse de Villoison et la cour de Weimar,”
Revue d'histoire littéraire de la France (1895), 529 —530; Joret 1896, 61-64;
Jean Leroux, “LIconographie du chevalier Gluck,” La Revue musicale. Bulletin
frangais de la Société internationale de musique 10, no. 6 (1914), 44—45; Jacques-
Gabriel Prod’homme, “Les Portraits francais de Gluck,” Rivista musicale ital-
iana 25 (1918), 44— 45 (“reproduction en bronze”); Giacometti 1918 ~1919,
2:185-187; Jacques-Gabriel Prod’homme, “A Propos du Centenaire de la
mort de Houdon. Gluck et Houdon, histoire d'un buste,” Mercure de France
(July— August 1928), 68 —69; Werner Deetjen, “Houdon’s Gluck-Biiste in der
Weimarer Bibliothek,” Deutscher Schillerbund Mitteilungen 62 (May 1932),
2, ill. title page; Bogyay 1935, 365-366; Mansfeld 1955, 125-130, no. 20;
Réau 1964, 1:83, 1:376; 2:31-32, no. 125; Arnason 1975, 108 n. 67, fig. 78,
pl. 143¢; Bernd Vogelsang, “Zur Rezeption der Bildnisse des Komponisten
Christoph Willibald Ritter von Gluck (1714 -1787),” Johann Anton de Peters.
Ein Kolner Maler des 18. Jahrhunderts in Paris [exh. cat., Wallraf-Richartz-
Museum] (Cologne, 1981), 110, no. 1g; Gabriele Oswald, “Die Plastik-
sammlung der Herzogin Anna Amalia Bibliothek in Weimar” (Ph.D. diss.,
Martin-Luther-Universitit, Halle-Wittenberg, 1995), 2:145, no. 39; Schuttwolf

1995, 145.

RELATED WORKS

Versions with full shoulders and partial torso

Marble

Following Houdon'’s plaster bust of Gluck shown in the Salon of 1775 (no.
258), the marble was exhibited in 1777 (no. 245) and destroyed in the fire at
the Paris Opéra, 28 —29 Oct. 1873. A faithful reproduction, ordered in 1798
by Alexandre Lenoir for the Musée des monuments frangais and executed
in marble by Guillaume Francin, is in the Musée national du chiteau de
Versailles (inv. MV 6041; MR 2179). The Louvre’s plaster cast workshop dis-
tributed copies of this reproduction beginning in 1864 (Rionnet 1996, 264,
no. 1110). The Francin copy and the drawing by Saint-Aubin in his copy of
the Salon catalogue of 1777 (fig. 2) show that Houdon’s marble, although
with full shoulders, was slightly more truncated than the plaster in Weimar.

Extant plasters (most important works only)
Staatliches Museum, Schwerin (inv. P1 280); H. 72.8 cm (with base: 88.2
cm), painted terracotta color; cachet de l'atelier on lower center of back sup-
port. See Steinmann 1911, 213-214; Schwerin 2000, 174, no. 4, ill. p. 175.
Schlossmuseum Gotha (inv. P 46); H. 72.8 cm (with base: 88.6 cm),
painted matte white. See Schuttwolf 1995, 145, no. 53, ill. p. 178.
Staatliche Museen zu Berlin, Preuischer Kulturbesitz, Skulpturen-

sammlung (formerly Kaiser-Friedrich-Museum) (inv. 1960); H. (with base)
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88 cm; painted dark orange; until 1892 in the Kénigliche Bibliothek, Musik-
abteilung; according to Dierks 1887, 61, sent to the court in Berlin by Houdon
himself. See Theodor Demmler, Die Bildwerke des Deutschen Museums, vol.
3, Die Bildwerke in Holz, Stein und Ton. Grofplastik (Berlin, 1930), 465-466,
no. 1960, ill.; Staatliche Museen zu Berlin, Skulpturensammlung. Bildwerke

aus sieben Jahrhunderten 11 (Berlin, 1972), 106, no. 107, fig 116.

Variants with truncated shoulders (selection)
Terracottas
Deutsches Historisches Museum, Berlin (inv. Pl 96/12); H. 49.6 cm; see
Koschnick 1997, 276, ill.
Royal Academy of Music, London; H. (with base) 67 cm; donated in
1894 by Sir George Donaldson; see London 1932, 141-142, no. 286.
Cleveland Museum of Art (inv. 88.59); H. 51 cm, W. 40 cm; bought
from a dealer in 1988; see Handbook of the Cleveland Museum of Art (Cleve-

Plaster
Sale, Rohan-Chabot, 8 Dec. 1807.

Posthumous sale of contents of Houdon’s studio, 15-17 Dec. 1828, 16,
10. 22, sold with plaster bust of Jean-Guillaume Moitte for 11 francs (Réau
1964, 1:119); probably the bust seen in Boilly’s paintings of Houdon’s stu-
dio (cat. 66), a terracotta-colored copy of the type with truncated shoulders
in the middle of the lower shelf on the back wall.

Reduced bronze

Musée des arts décoratifs, Paris (inv. 15199); H. 30 cm; cast by Thomire, and
inscribed “FC THOMIRE 1778”; attached gilt bronze base (Niclausse 1947,
39, 119, ill. p. 112); another version is said to have been in the Edmond Courty
collection, Chatillon-sous-Bagneux (Réau 1964, 2:32).

land, 1991), 114, ill.

Signature on cat. 10

1. See Patricia Howard, Gluck: An Eighteenth-Century
Portrait in Letters and Documents (Oxford, 1995); and
Patricia Howard, Gluck: A Guide to Research (New
York), 1987.

2. Critical accounts of all known portraits are given in
Emil Vogel, “Gluck-Portraits,” Jahrbuch der Musikbiblio-
thek Peters fiir 1897 (Leipzig, 1898), 13-18; Leroux 1914,
39-47; and Prod’homme 1918, 29-62. The Duplessis
painting is now in the Kunsthistorisches Museum,
Gemildegalerie, Vienna (inv. 1795).

3. Georg Kinsky, “Glucks Reisen nach Paris,” Zeitschrift
fir Musikwissenschaft 8 (1925-1926), 551-566.

4. The portrait was well advanced if not finished in
early Oct. 1774, when Mlle de Lespinasse, who had
personally seen it in Duplessis’ studio, mentioned it in
a letter (see Prod’homme 1918, 30-31). Owing to the
death of the king, performances of Iphigénie en Aulide
were suspended 10 May 1774 for the period of mourn-
ing. Gluck spent time socializing before he started
rehearsals for Orphée et Eurydice, which was performed
forty-seven times between 2 Aug. and 20 Nov. 1774.

5. Kinsky 1925-1926, 553.
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6. There is no indication that Gluck and Houdon met
through their association with different Masonic
lodges, as assumed in Prod’homme 1918, 43 n. 2;
Houdon did not become a member of the Loge des
Neuf Soeurs until 1778.

7. Mannlich (ed. 1989 -1993), 2:106 -137. Translation
in Howard 1995, 110.

8. [Jean-Frangois-Gilles Colson], Observations sur les
ouvrages exposés au Sallon du Louvre...(Paris, 1775),
55—56 (Deloynes X, no. 160); L'Art de voyager au loin
sans sortir d'une chambre. Lettre...sur les tableaux
exposés au Sallon de lAcadémie royalle de peinture et
sculpture (1775) (BNEst, YD2 19 in 8°); Bachaumont
1780, 214 -215. See also Quatremére de Quincy

1834, 1:398.

9. Salon cat. 1775, no. 257.

10. A subscription was set up to cover Houdon’s remu-
neration of 4,000 livres. For the terms of the subscrip-

tion, the identity of the underwriters and subscribers,
and a reproduction of the original documents see
Prod’homme 1918, 47-55.

11. Discovered in the Bibliothéque Nationale, Paris, and
published in Joret 1896, 61-64.

12. Réau 1964, 1:170, and Vitry 1907d, 219, give the
year as 1777.

13. See Mansfeld 1955, 129. In 1775 the Salon was
extended through 30 Sept. (see Seznec and Adhémar

1957-1967, 4:233).

14. The bills and receipts for this purchase were
discovered in the archives in Weimar (see Mansfeld

1955, 132).

15. See Herzogin Anna Amalia Bibliothek. Kul-
turgeschichte einer Sammlung, ed. Michael Knoche
(Munich and Vienna, 1999).

16. See Gluck’s letters to Carl August in Hedwig
Mueller von Asow and E. H. Mueller von Asow, eds.,
The Collected Correspondence and Papers of Christoph
Willibald Gluck (London, 1962), 173, 191.

17. Entry of 11 Aug. 1854, The Journals of George Eliot,
ed. Margaret Harris and Judith Johnston (Cambridge,
1998), 22; see also 27.
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+ Jean-Baptiste Poquelin, called Moliére (1622-1673)

Dated 1781

Terracotta, with plaster restorations, on circular gray marble base
H. 50 cm (with base: 62 cm), W. 49 cm, D. 33 cm

Inscribed on truncation of right shoulder: houdon 1781

Cachet de latelier on back

Musée des Beaux-Arts, Orléans (inv. 1691)

On 15 February 1773 the actor Lekain proposed that the Comédie
Francaise use profits from a performance marking the centen-
nial of Moliére’s death to erect a statue of him. It was probably
not by chance that this suggestion came about three years after
a fund was established for a marble statue of Voltaire by Jean-
Baptiste Pigalle.1 The Académie francaise approved the project,
but general indifference obliged the actors to give it up.2 On
30 September 1776 they ordered “that a bust of Moliére...in
marble be executed by M. Houdon” in exchange for a lifetime
pass to the theater.’ The model was completed 10 March 1778,4
and the marble recorded on Houdon's autograph list of 1784
under the year 1778.5 Probably installed in the public foyer of
the Comédie-Francaise in early 1779,6 it still occupies that pride
of place, but in a new theater at the Palais Royal (fig. 1).

Houdon’s bust of Moliére quickly became famous. The
terracotta model was exhibited at the Salon of 1779 (no. 218) as
belonging to Miromesnil. In May 1778 d’Alembert gave a plas-
ter of it to the Académie francaise; Houdon sent one to the
Société des beaux-arts in Montpellier the next year;7 plasters
were acquired by many of Houdon’s patrons, including the
dukes of Mecklenburg-Schwerin and Saxe-Gotha, Prince Henry
of Prussia, and the king of Poland (see Related Works).

The present sculpture was in the collection of Francois-
Pascal Haudry, who owned four busts by Houdon. The Moliére
was displayed as a pendant to La Fontaine (cat. 12). Both are ter-
racottas, but they were once repaired in plaster (especially in
the back), probably after an accident, and given a thick coating
of terracotta-colored paint.g The Orléans version of Moliére is
smaller than the marble at the Comédie-Francaise and the plas-
ters in Montpellier, Schwerin, and Gotha: the head is identical,
but the truncation, elegantly rounded, is narrower, like that of
La Fontaine.

For this retrospective portrait, Houdon was inspired by an
iconography dominated by paintings by the Mignard brothers.
He apparently executed his model after “a rather mediocre copy
that belonged to the Comédie-Frangaise.” He then had access,

at the home of a collector, to an “original” by Mignard:

That precious discovery gave him new ideas and allowed
him to render his subject even more true to life, to make
an ideal far superior to all the portraits we know of
Moliére, both in the beauty of its expression and prob-
ably as well in the truth of its forms. That great man’s

genius for observation is expressed with an energy,
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1. Houdon, Moliére, 1778,
marble, Comédie-Frangaise, Paris.

a nobility, that no painter has ever approached. The
forehead bears the mark of profound meditation. His
gaze (M. Houdon may be the first sculptor able to do
eyes) penetrates deep into the heart....It was after M.
Voltaire saw that masterpiece and kissed it on his knees
that he kindly permitted the young artist to do his bust
from life, even though he was already quite ill at the time.”

It is not known exactly which painting was the “original” seen
by Houdon. Many portraits of Moliere had circulated since the
late seventeenth century. A print by Jean-Baptiste Nolin repro-
duces a painting by Pierre Mignard, which shows the writer
seated, holding a book and pen, wearing an ample wig, his shirt
fastened at his throat, looking directly at the viewer. By contrast,
Moliere looks to his right in an engraving by Audran after a
painting by Nicolas Mignard, Pierre’s brother (fig. 2); a famous
version of this image represents the actor in the role of Caesar
in Corneille’s La Mort de Pompe’e.11 [t is probably this work that
inspired Houdon: the slightly turned head, attentive eyes, fine
mustache, fleshy lips, and open shirt collar.

Houdon’s execution of a bust of Moliére for the Comédie
Frangaise stirred the enmity of his colleague Jean-Jacques
Caffieri, who considered the theater his private preserve and
had regularly proposed works for it since his marble of Alexis
Piron in 1773. Caffieri was shattered when Houdon sent plasters
of his Voltaire (cat. 24) to actors in the company, replacing his
own Philippe Quinault.12 He sent an anonymous letter to the
comte d’Angiviller, probably at the end of February 1779, express-
ing his bitterness: “Moliére was full of fire and imagina-
tion. ... your sculptor represents him as a stupid man, with no

passion in his physiognomy. That head, which is larger than

life, has no movement to animate it. His wig looks like tufts of
wool, his dressing gown and cravat are so meager that it's impos-
sible to know of what fabric they're made. The whole thing is
polished and very proper, which is what delights the ignorant,
of whom there are a great number.”" The letter received a sym-
pathetic hearing from the leadership at the Bitiments du Roi,
which was ambivalent about Houdon and commissioned
Caffieri in 1781 to create the marble statue of Moliére for the
“Great Men of France” series.

Among Houdon’s submissions to the Salon of 1779, the ter-
racotta Moliére drew favorable attention: “M. Houdon’s talent
for the portrait is well known; but he has once again surpassed
himself this year. The busts of Moliére, Voltaire. . .and Rousseau
are so many rnalsterpieces.”15 When Caffieri showed his own
bust of Moliére at the Salon of 1781, he attracted a scathing cri-
tique: “[He] was wrong...to try to fight against M. Houdon,
who rendered him with the fine features of a creator of comedic
characters; Caffieri imagined him as the enemy and detractor
of vices and, in wishing to give him a severe character, made
him brutal and disagreeable."m Houdon'’s interpretation was
still preferred in 1787, when Caffieri displayed his marble statue
at the Salon: “Of the illustrious figures for the king, only the
Moliére is worthy of attention. The head, however, is somewhat
insignificant and is pouting a little. That statue has not displaced
M. Houdon's beautiful bust in our minds.””

Subsequent opinions have been divided. Montaiglon and
Duplessis were enthusiastic: “The bust of Moliére [is] one of

the most beautiful, and certainly the most ideal, of any he ever

2. Audran, Moliére, engraving
after Nicolas Mignard, inscribed
“P. Mignard pinx. / B. Audran
Scul,” BNEst.
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Signature and back view of cat. 11

made.”” Rostrup was more critical: “The better he got along
with his model, the more felicitous the result. That is why he also
did not master the historical or retrospective portrait. In that
respect, he clearly had to yield to his rival and sworn enemy
Caffieri. The bust of Moliére... thus appears devoid of all sub-
stance and rigid, compared with the portraits he executed from
life, or even from a death mask he had done of people he had
known well during his lifetime.”"” That judgment may be rather
harsh. Houdon gave life to the two retrospective portraits now
known: Moliére and La Fontaine.”” He edified himself with the
images at his disposal and translated them admirably into three
dimensions. One contemporary exclaimed: “We recognize the
philosopher’s piercing glance, his genius for observation. That
is how the Father of Comedy must have been. Upon seeing
him, everyone says: that’s Moliére.””"

It is difficult today to imagine how Houdon’s composition
appeared in its original state. The marble at the Comédie-
Frangaise has suffered from rough handling in the past, includ-
ing a treatment about 1843 by Dantan the Elder.” The plasters
in Montpellier, Schwerin, Gotha, and Berlin have been repainted
several times, as has the terracotta in Orléans. Nevertheless, the
work’s charm remains intact. The rounded truncation of the
Orléans version is particularly harmonious with Moliére’s
almond-shaped eyes, the trace of a smile shaded by his fine
mustache, and the softness of his hair. The slight turn of the
head and the portrayal of an artist in an open shirt recall the
vivid and dynamic busts by Antoine Coysevox; but the hand-
some twist in the knotted cravat, which adds a brilliant touch of

elegance, is Houdon’s signature.
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Collection of Frangois-Pascal Haudry (1728 —1800); posthumous sale of his
collection, Orléans, 1800, no. 186 (as terracotta); Vandeberghe collection;
acquired ca. 1848 by M. Dupuis, appeal court advisor in Orléans; gift of
Mlles Dupuis, 8 Aug. 1887, “en souvenir de leur pére” (entry registry at
Musée des Beaux-Arts, Orléans, no. 1124A).

EXHIBITIONS
Orléans 1876, no. 1682: lent by “Mme Dupuis, 2 Orléans.”

REFERENCES
Paris 1928, 56, under no. 50; Réau 1964, 1:351; Arnason 1975, 66; Dijon

and Orléans 1992, 80, no. 7.

RELATED WORKS

Terracottas

Salon of 1779, no. 218: “tiré du cabinet du M. de Miromesnil, Garde-des-
Sceaux”; possibly Thoré-Biirger’s posthumous sale, Hotel Drouot, Paris,
5 Dec. 1892, no. 60 (1,480 francs).

On rectangular base; inscribed “houdon f. 1778”; included in Exposi-
tion d'art francais du XVI1le siécle [exh. cat., Galerie Jamarin] (Paris, 1916), no.
69; and LArt au théatre [exh. cat., Galerie Charpentier] (Paris, 1925), no. 110
(loaned by J. S. Morgan in 1916 and 1925); and French Painting and Sculp-
ture of the Eighteenth Century [exh. cat., The Metropolitan Museum of Art]
(New York, 1935-1936), no. 105, ill. (loaned by Caroline L. Morgan).

On circular base; inscribed: “Houdon f.”; purchased from Giacometti
by Raymond Vaxelaire of Brussels in 1921; described enthusiastically in

Giacometti 1929, 2:120-121.

Marbles

Comédie-Frangaise, Paris (inv. S 141) (fig. 1); H. 82 cm; inscribed on front
of rectangular marble base: “JEAN-BAPTISTE POQUELIN-MOLIERE, NE
A [ PARIS EN 1622, ET MORT LE 17. FEVRIER 1673”; inscribed on left side:
“HOUDON FECIT ANNO 1778.” Commissioned by Comédie Frangaise,
30 Sept. 1776 (see text above).

Sarrazin sale, 8 —9 Jan. 1816, no. 102: “Buste de Moliére, proportion
demi-nature, et réduite d’aprés le grand modéle placé dans le foyer de la
Comédie-Frangaise. Il n’existe dans le commerce aucun buste fait par M.
Houdon dans cette proportion, ce marbre est le seul qui ait été fait.”

On rectangular marble base; H. with base: 83 cm; inscribed: “HOUDON
F. 1782”; duc de Talleyrand collection at chiteau de Valengay; his sale, Galerie
Georges Petit, Paris, 29 May-1 June 1899, no. 42, ill. (49,000 francs); sale,
Galliéra, Paris, 16 June 1967, no. 167, ill.

Plasters
Bust given to Académie frangaise in 1778 by d’Alembert, along with one of
Voltaire (cat. 24) (Corr. littéraire, May 1778); base inscribed “Rien ne manque
a sa gloire, il manquait a la nétre,” from Bernard-Joseph Saurin (Mémoires
secrets, 12:179, 1 Dec. 1778). At Musée des monuments frangais, Paris, in
1803 (AMMF 1887, 3:81; museum cat., 1797 to 1816, no. 281); Alexandre
Lenoir received another copy from the Nesle warehouse in 1799 and may
have had plaster casts made from previous casts (AMMF 1883, 1:319; 1886,
2:404; and 1887, 3:208). A copy was sent to Versailles in 1834; H. 65 cm
(with base: 8o cm) (Versailles cat. 1993, 2772, no. 1251, ill.).

Bust given by Houdon to Société des beaux-arts, Montpellier (now Musée
Fabre) (inv. 806.31); H. 82 cm; inscribed on front of rectangular base: “JEAN-
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BAPTISTE POQUELIN-MOLIERE, NE A / PARIS EN 1620, ET MORT LE
17. FEVRIER 1673”; inscribed on left side: FAIT PAR HOUDON EN 1778”;
recorded in minutes of society meeting, 7 Mar. 1779; exhibited that year as no.
178 (Stein 1913, 379, 402). The bust today is white (described with green finish
in Joubin 1926, no. 939; and Claparéde [ed. 1993}, 43, ill.; see also Bajou 1989,
20, fig. 3). Gonse 1904, 268 (ill. p. 267), considered it an original plaster.

Staatliche Museum, Schwerin (inv. PP 287); painted terracotta color; on
circular base; H. 63 cm (with base: 83.5 cm); cachet de latelier on back; acquired
by duke of Mecklenburg-Schwerin in 1782; see Schwerin 2000, no. 4, ill.

Schlossmuseum Gotha (inv. P 28); with bronze finish; on rectangular
base; H. 83.2 cm; acquired by Duke Ernst 11 of Saxe-Gotha; see Schuttwolf
1995, no. 57, ill.

Deutsche Staatsbibliothek, Berlin; with bronze finish; H. 81 cm; acquired
by Prince Henry of Prussia; see Rheinsberg 1985, no. 99; and Rheinsberg
2002, 443, and no. VI.43.

Muzeum Narodowe, Warsaw; H. 61 cm; acquired by King Stanistaw
Augustus IT Poniatowski; see Dariusz Kaczmarzyk, Rzezba europejska od XV
do XX wieku. Katalog zbiorow, Muzeum Narodowe (Warsaw, 1978), no. 106.

At Houdon’s studio in 1815, King Frederick William I1I of Prussia “a paru
surtout satisfait d'un buste de Moliére” (Le Moniteur, 18 Sept. 1815, 1032).

Bust (possibly plaster) mentioned in announcement of Houdon’s stu-
dio sale, 8 Oct. 1795, but not included in list of works for sale. Perhaps the
same bust depicted by Boilly in his paintings of Houdon'’s studio (see cat. 66),
at left near the bust of Cagliostro.

[Duchesse de Bourbon] sale, Palais de IElysée, Paris, 13 Aug. 1798, no. 83:
plaster “finished by Houdon,” sold along with plasters of Voltaire and Rousseau.

Formerly chiteau de Corgolin, Céte d’Or (supposedly from Monge fam-
ily); on circular base; acquired by dealer Joseph Duveen (Paris 1928, no. 50;

Giacometti 1929, 1:176, ill., 2:120); Lucien Tessier collection sale, Galerie

Charpentier, Paris, 10—11 June 1958, no. 172, pl. 55. Giacometti considered
it an original plaster.

Princeton University, Firestone Library; painted terracotta color; in-
scribed “houdon f1778.” See Worcester 1964, 43—47, ill; Arnason 1975, fig.
100, pls. 45 and 47.

Louvre’s plaster cast workshop made copies beginning in 1883 (exam-
ples at Carlsberg Museum, Copenhagen, and Musée Lambinet, Versailles);
also distributed through the Musée de sculpture comparée at Le Trocadéro
(see Rionnet 1996, 267, no. 1128), where a copy was exhibited (Enlart and
Roussel 1910, 222, G 152). Plasters are also at the museum in Rouen and at

the abbey of Chaalis, among other locations.

Bronzes
Houdon said in his mémoire to Bachelier (1794), that he had made bronzes
of Moliére and other illustrious men “since the Revolution.”
Anonymous sale, Paris, 29 Aug. 1797, no. 111: “Bronze... Le buste de
Moliére exécuté avec tout le soin possible. Haut. 26 pouces [70.8 cm].”
Musée Ingres, Montauban (inv. MI 842.9.3); H. 57 cm, W. 54 cm, D.
36 cm; inscribed along truncation of right shoulder: “HOUDON F 17867
purchased in Montauban during court-ordered liquidation of the inheri-
tance of the receiver-general Scitivaux, Dec. 1844. See Paris 1878, no. 276.
The Barbedienne foundry produced a full-size version (H. 83 cm with
base) as well as reductions: six sizes (heights of 11, 14, 20, 28, 40, and 52

cm) were offered in the catalogues of 1880, 1884, and 1894.

Print

Oval print showing Moliére in profile, inscribed: “dessiné et gravé par
Auglustin] S' Aubin d’aprés le buste fait par Houdon,” BNEst, N2, microfilm
D 215418.

1. Gaborit 1985, 70-74.

2. M.-]. Taschereau, Histoire de la vie et des ouvrages de
Moliére (Paris, 1844), 269 - 270.

3. “Registre des délibérations de la Comédie Frangaise
24 juillet 1769 - 1er février 1784,” fol. 5v, 30 Sept. 1776
(Bibliothéque de la Comédie-Frangaise). See also
Dacier 1905.

4. Date of Journal de Paris, no. 69, inviting the public
to see the work in Houdon'’s studio. See also Mémoires
secrets, 11:197~198, 19 Apr. 1778.

5. Vitry 1907b, 201, no. 55. See also Réau 1964, 2:38,
no. 164, pl. 79; and Arnason 1975, pl. 46 (detail).

6. Mentioned in that place in Salon catalogue of 1779.
The Comédie Frangaise had been located in the
chiteau des Tuileries since 1770 and was about to
move into a new theater (now the Odéon), inaugurated
in 1782.

7. See Houdon’s letter to society, 26 Feb. 1779, in Cla-
paréde (ed. 1993), 41, presenting his work,stipulating
that the society have no molds made, and giving the
price for the already well-known bust: 4 louis “whether
plaster alone or with a bronze finish.”

8. Giacometti and the museum curator, Deschellerin,

thought the busts were plaster (letters of 12 May
and 21 Aug. 1919, Orléans museum files). This
was repeated (with doubts) in Marguerite Devigne,
“Quelques ceuvres de sculpture frangaise du XvIIIe
siécle & Bruxelles,” excerpted from Le Flambeau
(Bruxelles, 1925), 7 n. 2; and (straightforwardly)

in Paris 1928, 56.

9. Corr. littéraire, May 1778, 12:103-105.

10. Inscribed “Petrus Mignard Trecensis Pinxit / Jo.
Baptis. Nolin Sculpsit 1685” (BNEst, N2, microfilm
D 215323). A beautiful version of the painting, ca.
1660, is at the Musée Condé, Chantilly.

11. Musée de la Comédie-Frangaise, Paris, ca. 1734,
“probably after a lost portrait by Nicolas Mignard,”
replicated by Charles Coypel (see Lefrangois 1994,
281-284, no. 165).

12. Guiffrey 1877, 283.
13. Guiffrey 1877, 28y, with facsimile of the letter.
14. Louvre cat. 1998, 127, ill. See also the essay

“Houdon, ‘Above All Modern Artists™ in the present
catalogue.

15. See Jean-Baptiste Radet, Ah! Ah! Encore une critique
du Sallon! Voyons ce qu'elle chante (Deloynes X1, no.
208); also LAnnée littéraire 7 (r779); and Renou in Jour-
nal de Paris (MacWilliam 1991, 286, 287, and 284).

16. Mémoires secrets. Lettre sur le Salon de 1781

(Fort 1999, 246). Caffieri’s bust has disappeared;
the terracotta at the Musée de la Fondation Calouste
Gulbenkian dates from 178s.

17. Merlin au Salon de 1787 (Deloynes XV, no. 38s;
MacWilliam 1991, 438).

18. Montaiglon and Duplessis 1855, 178.

19. Rostrup 1973, 5.

20. His portraits of Charles IX and Jean-Baptiste
Colbert have disappeared (Réau 1964, 2:29, nos. 102
and 108)

21. Laus de Boissy in Journal de Paris, 415, no. 104,
14 Apr. 1778.

22. Handwritten report, unsigned and undated, and
note of 31 Mar. 1844 indicating treatment paid for

18 June 1844 (Bibliotheque de la Comédie-Frangaise,
Dantan files).
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+ Jean de La Fontaine (1621-1695)

1781

Terracotta, with plaster restorations, on circular gray marble base
H. 54 cm (with base: 66 cm), W. 49 cm, D. 32 cm

Cachet de latelier on back

Musée des Beaux-Arts, Orléans (inv. 1690)

A terracotta bust of La Fontaine mentioned in Houdon’s auto-
graph list of 1784 under the year 1782,1 possibly the one now at
Vaux-le-Vicomte, could hardly be the same one cited in the cat-
alogue of the Salon of 1783, where the marble was displayed
(see Related Works): “the model was done in 1781 for M. le Prési-
dent Aubry.” It is tempting to believe that Aubry2 was none other
than Francois-Pascal Haudry —to whose collection the Orléans
bust can be traced — for such misprints in the Salon catalogue
were not uncommon. The Orléans terracotta was once repaired
in plaster (especially in the back), probably after an accident,
and was given a generous coating of terracotta-colored paint.
The curator at Orléans in 1919 expressed doubts about the mate-
rial,3 and Réau, preparing his catalogue (published after his
death), vacillated.” Yet the cut of this bust is much narrower
than the marble, the superb Vaux-le-Vicomte terracotta, or the
Schwerin plaster. This portrait is smaller, though the head is
the same. Thus the Orléans sculpture could have been executed
in 1781, like its pendant, Moliére, which is in the same material
and has the same provenance (see cat. 11).

With his posthumous likeness of La Fontaine, Houdon fol-
lowed an iconography established by Hyacinthe Rigaud, whose

portrait of the writer circulated widely in studio replicas and

engravings.S The painting, probably done when La Fontaine
was accepted into the Académie francaise in 1684, exists notably
in a rectangular format (at the museum of the abbey of Montser-
rat, bequeathed by La Fontaine’s descendants) and in an oval
format (Musée Carnavalet, Paris). The latter is conveyed espe-
cially well in an engraving by Edelinck (fig. 1). Houdon was
directly inspired by Rigaud, replicating the large wig cascading
onto the shoulders, the lace frill at the neck, and the wide coat
lapel running diagonally across the torso. The face is the same,
with the aquiline nose and the mouth held in an almost bitter
grin. Rigaud’s portrait had earlier been used as a model by Jean-
Jacques Caffieri, who explicitly acknowledged the source.’ His
terracotta bust of La Fontaine (fig. 2) appeared at the Salon of
1779 before being given to the Comédie-Frangaise that year.7 La
Fontaine here turns in the same direction as in the engrav-
ing after Rigaud (whereas Houdon remained faithful to the
composition of the painting itself). Caffieri’s modeling is a bit
stiff and generalized in his desire for synthesis, but the work is
moving in its expression of the sitter’s zmxiety.8 In compari-
son, Houdon’s sculpture is much more austere and more sump-
tuous. Houdon wanted to capture the grandeur of Rigaud’s

image, which depicts the writer in a formal pose.
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The statue of La Fontaine by Pierre Julien, which was part
of the “Great Men of France” series commissioned by the comte
d’Angiviller, moved away from the overpowering model of the
Rigaud to show the fabulist in a relaxed pose, legs crossed, with
an absent-minded gaze. The plaster model, displayed at the
Salon of 1783, was widely discussed,9 whereas Houdon'’s terra-
cotta bust was ignored; the bust was shown upstairs in the exhi-
bition proper, whereas the statue, displayed in the court with
the other “Great Men,” was immediately noticed by visitors as
they arrived at the Palais du Louvre. Because the two portraits
of La Fontaine were separated by some distance, a comparison
between them could not be readily made, and no critic ventured
to make it.

The collector Frangois-Pascal Haudry may have been
descended from André Haudry, a farmer general who acquired
the seigneury of Soucy in 1746.10 In 1770 André’s position
passed to his son, a discerning patron and music lover as well
as a spendthrift and libertine who went bankrupt in 1781, then
became a director of the Manufacture de Sévres around 1792.11
Frangois-Pascal, presumably of this dynasty, was president of
the Orléans bureau des finances and an administrator of the
city’s school of design (founded in 1786). He was a friend of
the Orléans art enthusiast Aignan-Thomas Desfriches,  knew
the art market well, and made frequent trips to Paris."” The bust
of Haudry done by Jacques Simiand (active in Paris 1779 —1785)
shows him with the pleasantly untidy appearance of an artist."”
Haudry acquired a fairly large collection of paintings and a few
sculptures, which were dispersed in Orléans after his death.”
His four terracotta busts by Houdon are now at the Musée des
Beaux-Arts: Voltaire and Rousseau (both “a la francaise”), La
Fontaine and Moliére. Such a private collection of sculpted rep-
resentations of illustrious men was rare in France at the time. "
Yet it was similar to the portrait galleries assembled by some of
the sculptor’s clients among the German and Russian nobility.

In Houdon’s mémoire to Bachelier in 1794 he listed his bust
of La Fontaine immediately after that of Moliére. The two por-
traits were clearly conceived as pendants. They were shown
together in the homes of Haudry, the duke of Mecklenburg-
Schwerin, Talleyrand, and the Monge family in Corgolin (see
Related Works). The La Fontaine also has a smaller format, with
a rounded truncation matching that of the Moliére. In fact, the
former is less majestic than the imposing Vaux-le-Vicomte

terracotta or the Schwerin plaster.
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Collection of Frangois-Pascal Haudry (1728 ~1800); posthumous sale of his
collection, Orléans, 1800, no. 186 (as terracotta); Vandeberghe collection;
acquired ca. 1848 by M. Dupuis, appeal court advisor in Orléans; gift of
Mlles Dupuis, 8 Aug. 1887, “en souvenir de leur pére” (entry registry at
Musée des Beaux-Arts, Orléans, no. 1125A).

EXHIBITIONS
Orléans 1876, no. 1683: lent by “Mme Dupuis, a Orléans.”

REFERENCES

Délerot et Legrelle 1857, 117~118, 181; Vitry 1907b, 207, no. 102; Paris 1928,
49, under no. 43; Giacometti 1929, 2:106; Réau 1964, 1:351, 235, no. 143A,
pl. LXX11; H. Harvard Arnason, “Jean-Antoine Houdon’s Jean de La
Fontaine,” Art News 66, no. 1o (Feb. 1968), 70; Arnason 1975, 66 and 114
n. 168, pl. 77 (detail); Dijon and Orléans 1992, 80-281, no. §, ill.

RELATED WORKS
Terracottas
Houdon’s studio sale, 8 Oct. 1795, no. 96: “Terre cuite....Le buste de La
Fontaine; il est posé sur piédouche en marbre blanc. Haut. totale 29 pouces
[78.3 cm].”

A very fine example; inscribed on truncation of right shoulder: “houdon
f. ] 1782”; Laperlier sale, 17 Feb. 1879, no. 126; acquired by M. Sommier for
his chiteau de Vaux-le-Vicomte and kept there still (Réau 1964, 2:35, no.
143B, pl. LXXVII).

Terracotta with the dealer René Gimpel (mentioned in Versailles 1928,

no. 24).

Plaster
Staatliches Museum, Schwerin (inv. P1 282); painted terracotta color; H. 70.5
(with base: 86.5 cm), W. 64.5 cm, D. 34.2 cm; cachet de Uatelier on back;
acquired by duke of Mecklenburg-Schwerin during visit to Houdon’s stu-
dio in 1782; see Schwerin 2000, no. 10, ill.

Though not in catalogue of the posthumous sale of the contents of
Houdon’s studio, 15-17 Dec. 1828, a plaster is mentioned in Gandouin
1893-1907, 29 (sold for 7 francs).

1. Edelinck, Jean de La Fontaine,
after 1684, engraving afier Hyacinthe
Rigaud, BNEst.

2. Jean-Jacques Caffieri, Jean de La
Fontaine, 1779, terracotta, Comédie-
Frangaise, Paris.
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Formerly chiteau de Corgolin, Céte d’Or (supposedly from Monge fam-
ily); plaster on circular base; H. 8o c¢m; inscribed: “Houdon” on back;
acquired by dealer Joseph Duveen (see Paris 1928, no. 43; Giacometti 1929,
1:184, 1ll., 2:107); Lucien Teissier collection sale, Galerie Charpentier, Paris,

10—11I June 1958, no. 171, ill.; sale, Hotel Drouot, Paris, 25 Mar. 1981, ill.

Giacometti considered it an original plaster.

Formerly Sacha Guitry collection; see Réau 1964, 2:35, under no. 143.

Marble

Philadelphia Museum of Art (inv. 1966 —174-1); marble bust on rectangular
marble base, H. 87 cm (with base); inscribed twice, once on truncation

of proper left shoulder: “HOUDON, F.,” and again (indecisively) on base:

Back view of cat. 12

“H [ HOUDON, F.”; chiteau de Valencay; duc de Talleyrand sale, 29 May-
1 June 1899, no. 43, ill.; acquired for 30,000 francs by Gaston Menier (Ver-
sailles 1928, no. 24; Paris 1928, no. 42); his posthumous sale, 24 Nov. 1936,
no. 71, pl. 12; repurchased by his heirs; sale, Galliéra, Paris, 18 June 1963, no.

1506, ill.; acquired by museum in 1966 (Arnason 1968, 30-33, 69~-70, ill;

Arnason 1975, fig. 139). In all likelihood, this is the marble exhibited at the

Boilly paintings

of Jérome Lalande.

Salon of 1783 as no. 247.

A plaster bust of La Fontaine is seen in the two canvases Boilly painted of
Houdon’s studio (cat. 66), at the end of the right-hand shelf next to a bust

1. See Vitry 1907b, 207, no. 102.

2. Favre-Lejeune 19806, 1:151, cites a dynasty of magis-
trates named Aubry, but prior to the 1780s. Joél Félix,
Les Magistrats du Parlement de Paris 1771—1790. Diction-
naire biographique et généalogique (Paris, 1990), lists no
magistrates under that name.

3. Letter of 21 Aug. 1919 from M. Deschellerin to Gia-
cometti (Orléans museum files): “Les deux derniers
bustes [Moliére and La Fontaine] ne sont pas en terre
cuite, mais doivent étre en stuck, et n'ont pas du étre
retouchés par le maitre comme les deux terres cuites
de Voltaire et de Rousseau.” Giacometti 1929, 2:106,

however, describes the medium as terracotta.

4. Letter from the publisher De Nobele to the Orléans
museum curator, 4 Apr. 1964, notes that Réau indi-
cates on one page that the bust is made of plaster and
on another that it is of terracotta. The same inconsis-
tency is found in Arnason 1975: see 114 n. 168 and
caption to pl. 77.

5. Dominique Bréme, “Mon portrait jusqu’ici ne
m’a rien reproché,” in Jean de La Fontaine [exh. cat.,
Bibliotheéque Nationale] (Paris, 1995-1990),

108 - 121, passim.

6. In 1784 Caffieri sent seventeen busts to the
Académie frangaise, and his letter of submission
mentions “Jean de la Fontaine...done after
Hyacinthe Rigaud” (see Guiffrey 1877, 360).

7. Guiffrey 1877, 340—341. The bust is now installed at

the theater’s main staircase.

8. Louis-Pierre Deseine was inspired by Caffieri’s work
when he did his own terracotta bust of La Fontaine in
1799 for the Musée des monuments frangais (on long-
term loan from the chateau de Versailles to the Musée
Jean de La Fontaine in Chateau-Thierry); see Versailles
cat. 1993, 211, no. 945, ill.

9. “The good nature, simplicity, and sensitivity are
ingeniously expressed....The attitude and facial
features project equally the candor and the charming
openness that characterize the French fabulist”
(LAnnée littéraire 6, letter 16). “This is La Fontaine,

it breathes. His air of freedom and simplicity is

in all his features” (Messieurs, Ami de tout le monde;
Deloynes XIII, no. 295; MacWilliam 1991, 362).
Julien's marble was exhibited at the Salon of 178s;
see Louvre cat. 1998, 447, ill.

10. The family’s legendary origin went back to
Estienne Haudry, an officer under Saint Louis and

founder of the convent of Haudriettes.

11. Contemporary accounts describe Haudry’s sumptu-
ous life-style; see Mme Roland (ed. 1986), 2774 —276.

12. Cuénin 1997, 224, 295 n. 54. Desfriches was a
friend of Jean-Baptiste Pigalle—he had four of the
sculptor’s terracottas in his collection —and he owned
a beautiful plaster of Houdon’s Miromesnil (now at
the Musée des Beaux-Arts, Orléans).

13. Paul Ratouis de Limay, Un amateur orléanais au
XVIIIe siécle. Aignan-Thomas Desfriches (1715~1800)...
(Paris, 1907), 24—28, cites two 1780 letters from
Haudry to Desfriches. Haudry was a regular at the
auction houses, had conversations with Paillet, and
knew about the “underhanded schemes” of “cunning”

dealers such as Lenglier.

14. See Dijon and Orléans 1992, 83, no. 29, ill.
Another plaster version, signed and dated 1784,
appeared at the Alphonse Kann sale, 6 Dec. 1920;
acquired by David-Weill. '

15. Abbé Desnoyers, Les Collectionneurs orléanais,
excerpted in Bulletins de la Société archéologique et his-
torique de I‘Orléanais (Orléans, 1880), 7, assumes that
the 1800 sale catalogue repeats the “true catalogue
written by Haudry himself,” which was probably lost
after his death. The sale catalogue is not included

in Lugt, but there is ,one copy at the Bibliotheque
Nationale, Paris, and another at the municipal library
in Orléans. The collector Vandeberghe, who purchased
Houdon’s bust from the Haudry sale, was part of a
large dynasty of refiners of white sugar and was
undoubtedly the son of Desfriches’ friend Georges I11
Vandeberghe-Villebouré; see Cuénin 1997, 43, 101,
225,287n.8,293n. 21

16. Scherf 2001, 158 -160.
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+ Jean-Marie Maudit, called Larive (1747 —1827)

Dated 1784

White marble with gray inclusions

H. 67.5 cm (with base: 81 cm), W. 62 ¢m, D. 31 cm
Inscribed on truncation of right arm: HOUDON. F:/ 1784.

Comeédie-Francaise, Paris (inv. S.178)

Houdon portrayed several artists associated with the Comédie
Francaise in Paris, including Gluck, Moliére, Voltaire (see cats.
10, 11, 23—25), and the renowned actor Jean-Marie Maudit, called
Delarive or Larive. As with his bust of the singer Sophie Arnould
(cats. 8—9), Houdon depicted Larive performing in a specific
role, that of Brutus in Voltaire’s play La Mort de César. In a pose
charged with dramatic tension, Larive turns his head, his eyes
focused to the extreme right, his brow furrowed in thoughf, an
expression of alertness and determination on his face. He is
contemplating the imminent murder of Caesar. The actor wears
a Roman toga draped in deep folds across his chest and held at
the right shoulder with an ornate fibula; a cord with a beautifully
carved tassel pulls up the sleeve of the toga to reveal the arm
that will be raised against the emperor. Larive’s hair, short with
soft curls, is dressed in the Roman manner.

According to contemporary accounts, Houdon created a
speaking likeness of his sitter. Gerhard Anton von Halem wrote
in his travel journal of his visit to Houdon’s studio in 1r790:
“Also very pleasing to me was the animated bust of the actor la
Rive. I just saw him act in [Le] Cid and Pygmalion and recog-
nized him instamtly.”1 According to Bertrand Barére: “Houdon

executed a bust of the tragedian Larive in the role of Brutus.

It is not only a very striking likeness, but is one of the most
beautiful and expressive heads one can imagine, the most beau-
tiful perhaps that Houdon has executed.”

Larive began acting in provincial centers such as Tours and
Lyons. He was discovered by the famous actress Hippolyte
Clairon of the Comédie Frangaise.3 Although twenty-four years
younger than she, he became her protégé and lover, and she
helped promote his career, inviting him in December 1770 to
perform in Paris, where he received mixed reviews. In the Cor-
respondance littéraire of January 1771 he was judged harshly: “As
for M. Larive, the public, after having seen him in several roles,
conferred upon him the honors of mediocrity; I doubt that he
will ever merit more than that.”* After retreating to work in
Brussels, Larive returned to Paris and in April 1775 became a
member of the Comédie Frangaise, where he distinguished
himself in major roles until his retirement in 1788, returning
briefly as a freelance actor in 1790.5 Reversing its earlier judg-
ment, the Correspondance littéraire praised him generously
in 1775: “With strong and noble features, an elegant figure, a
natural and graceful carriage, he has a voice as soft as it is res-
onant... pure and distinct pronunciation and all of the quality

that grace can give to youth....The greatest strength of our
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1. Roman, Caracalla, third century AD, marble, Museo Nazionale, Naples.

young actor is to speak in a tragedy and to speak without exag-
geration and without taking liberties.”

Larive was admired for his declamatory skills, although his
performances were often criticized for exaggerated gestures and
lack of emotional depth. Among his most successful roles was
that of Brutus in La Mort de César. Written in 1743, the play was
performed at the Comédie-Frangaise twenty-five times between
1781 and 1790.7 There were four performances in 1784, the date
of this bust. Voltaire’s play, with its theme of the virtuous patriot
overthrowing a tyrant, had special resonance during the period
leading up to and during the French Revolution.

The circumstances under which the bust of Larive was
commissioned are not known. Houdon may have met the
actor through his acquaintances in the Comédie Frangaise or
perhaps through Voltaire and the masonic Loge des Neuf
Soeurs to which Voltaire and Houdon belonged. Larive, also a
freemason, participated in the ceremony of Voltaire’s initiation
into the Loge des Neuf Soeurs on 7 April 1778. Representing
Melpomene, the muse of tragedy, the actor placed a crown of

. 8 . .
laurel leaves on the writer’s head. It is probable that Larive,

120

2. Houdon, Alexander the Great, 1784, marble, Muzeum Narodowe, Warsaw.

who was independently wealthy, commissioned his own bust,
since it remained in his family and was given to the Comédie
Frangaise by his son in 1827.

As has been pointed out by other writers, Houdon draws
on an antique prototype for his portrait of Larive. In its fierce,
frowning expression, turned head, and toga held by a decorative
fibula, the bust reflects the sculptor’s knowledge of the third-cen-
tury marble head of the Roman emperor Caracalla (fig. 1), which
was in the Palazzo Farnese in Rome when Houdon was a stu-
dent there'’ and was widely admired and copied during the
eighteenth century. Caracalla was an apt model, as he had mur-
dered his brother in order to gain power. It has also been sug-
gested that Houdon must have seen and been influenced by
Michelangelo’s bust of Brutus in the Medici collection in Flo-
rence.' There is, however, no evidence that Houdon went to
Florence. It seems more likely that both he and Michelangelo
were aware of the Caracalla as a prototype for the depiction of
Brutus. The costume of a Roman toga held by a fibula is one that
Houdon also used in his idealized historical bust of Alexander

the Great (fig. 2), executed for the king of Poland and exhibited
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at the Salon of 1783 along with the plaster model for the portrait
of Larive. He was to use it again in his portrayal of Prince Henry
of Prussia of 1789 (cat. 54). The bust of Larive is distinguished by
its dramatic power and immediacy. The sculptor successfully
conveys the fact that he is portraying an actor playing the part of
Brutus rather than an historical portrait of Brutus himself.

ANNE L. POULET

PROVENANCE

Collection of the sitter; following his death, given to the Comédie Franqaise
by his son Achille Maudit Larive (1774 -1854), Dec. 1827 (see letter in
archives of the Comédie Francaise, 29 Dec. 1827, from M. Lemazurier,
secretary of the administrative committee of the Comédie Frangaise, to M.

Larive, accepting the gift).

EXHIBITIONS

Paris, Salon cat. 1785, 48, no. 227; Paris 1928, 32, no. 14; Versailles 1928,
23, no. 27; Vitry 1937, pl. XXX1V; La Comédie-Frangaise, 1680—1962 [exh.
cat., Chéteau de Versailles] (Versailles, 1962), 68, no. 181; London 1972, 253,
no. 392.

REFERENCES

Observations critiques sur les tableaux du Sallon de lannée 1785. . . (Paris, 178s),
23 (Deloynes X1V, no. 326); Le Peintre anglais au salon de peintures exposées
au Louvre en lannée 1785 (Paris, 1785), 29 (Deloynes X1V, no. 327); Soulavie
1785, 34 (Deloynes X1V, no. 331); “Exposition des tableaux au Louvre. Année
littéraire” (1785), 768 (Deloynes X1V, no. 349); “Exposition des tableaux au
Sallon du Louvre, 1785. Journal géneral de France,” 940 (Deloynes X1V, no.
363); Observateurs sur le Sallon de 1785, extraites du Journal géneral de France
(Paris, 1785), 32 (Deloynes X1V, no. 363); “Sciences et arts. Exposition...dans
le Sallon du Louvre,” Mercure de France (1 Oct. 1785), 18; Mémoires de
Blertrand] Barére (Paris, 1844), 4:246—247; Corr. littéraire, 14:297; Henry
Jouin, “Le Musée de portraits d’artistes, II,” NAAF, 3rd ser., 2 (Paris, 18806),
14; Monval 1897, 86, no. 181; Jean-Jacques Olivier, Voltaire et les comédiens,
interprétes de son théatre (Paris, 1900), 383, no. 1; Dacier 1905, 175; Glacometti
19181919, 1:84; 2:112—115; Giacometti 1929, 1:36; 2:36-37, ill. opp. 34;
Vitry 1928a, 12; Réau 19284, 343 —344; Vitry 1937b, 480; Micheéle Beaulieu,

“Le Théitre et la sculpture francaise au XvI1Ie siécle,” Le Jardin des arts, no.

1. Von Halem (ed. 1990), 189.

nos jours (Paris, 1900}, 74, no. 218.

2. Mémoires de Blertrand] Barére, 1844, 4:247.

6. Corr. littéraire, 11:73~74, letter of May 1775.

3. For a biography of Larive see H. Lyonnet, Dictionnaire
des comédiens frangais (Paris, 1902—1908), 1:33—47.

Liste alphabétique des sociétaires depuis Moliére jusqu'a

7. See A. Joannides, La Comédie-Frangaise de 1680 a

15 (Jan. 1956), 171, ill. p. 168; Réau 1964, 1:83, 379 —381; 2:35, no. 146b, pl.
LXXIII; Arnason 1975, 65— 66, fig. 138, pls. 75, 143k; Noélle Guibert and
Jacqueline Razgonnikoff, Le journal de la Comédie-Frangaise, 1787~1799.
La Comédie aux trois couleurs (Paris, 1989), 127, ill.; von Halem (ed. 1990),
188-189.

RELATED WORKS
Plasters
Paris, Salon cat. 1783, 51, no. 251. See LImpartialité au Sallon dédiée a messieurs
les critiques présens et a venir. (Paris, 1783), 35 (Deloynes XIII, no. 303); Lettre
aux auteurs du Journal de Paris (sur le Salon de 1783) (Paris, 1783), 1008
(Deloynes X111, no. 312); Corr. littéraire, 13:447.

Posthumous sale of contents of Houdon'’s studio, Paris, 1517 Dec.
1828, no. 48: “Platre. Buste de feu Larive, tragédien célebre”; possibly iden-

tical with the plaster bust shown in the Salon of 1783.

Terracotta
Sale, Paris, 29 Dec. 1906, no. 55: “Buste terre cuite représentant en grandeur
nature J. Mauduit de Larive, comédien ordinaire du roi sous Louis XV et
Louis XVI, dans le réle de Brutus de la Mort de César par Voltaire. Signé:
Houdon, daté 1784.” See Réau 1964, 1:122.

Private collection, London; inscribed: “HOUDON 1784 LARIVE”;

H. 76.5 cm. See Black and Nadeau 1979, no. 30, ill.
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proces verbal de la réouverture de ses travaux en tenue
solonnelle du [10 Dec. 1830]... (Paris, 1838), 29; Louis
Amiable, Une loge magonnique d’avant 1789. La Loge
des Neuf Soeurs, ed. Charles Porset (Paris, 1989), 67.

9. Réau 1964, 1:380; and Arnason 1975, 66.

1900. Dictionnaire des piéces et des auteurs (Paris, 1901),

4. Corr. littéraire, 9:236-237.

5. Georges Monval, Comédie-Frangaise (1658 -1900).

XIX, and “Table chronologique des piéces —1784.”

8. Annuaire de 5.8.38 de la Loge des Neuf-Soeurs suivi du

10. See Haskell and Penny 1981, 172173, no. 18.

11. Réau 1964, 1:380; and Arnason 1975, 66.

121






Giuseppe Balsamo,

14

called Comte Alessandro Cagliostro (1743 -1795)

Dated 1786
White marble with gray inclusions and veining
H. 63 cm (with base: 78.1 cm), W. 58.6 cm

Inscribed on truncation of proper right arm: houdon / f. / 1786

National Gallery of Art, Washington, Samuel H. Kress Collection (inv. 1952.5.103)

This bust represents Giuseppe Balsamo, who called himself
the comte Alessandro Cagliostro. A charismatic figure who
attracted the attention of intellectuals and aristocrats through-
out Europe for his reputed skills as an alchemist, purveyor of
magical medicines, and originator of secret Masonic rites,
Cagliostro was both admired and vilified during his tempestu-
ous life.' Born in Palermo, he moved to Rome and married the
beautiful Lorenza Feliciani in 1768. They traveled from city to
city throughout Italy, Spain, and France, arriving in England in
1776. Often received with enthusiasm, if not adulation, they
would hold séances during which base metals were said to be
turned into gold, or stones transformed into large diamonds.
Cagliostro also became famous as a healer. In 1780 he went
to Strasbourg, where he met the cardinal de Rohan, who became
one of his most enthusiastic admirers following Cagliostro’s
extraordinary cure of his cousin the prince de Soubise. Sim-
ilarly, Jacob Sarasin, a wealthy Basel silk merchant, credited
Cagliostro with the miraculous cure of his wife and became one
of the Italian’s most faithful and generous supporters.

In London Cagliostro founded a new Masonic lodge, the
mystic Egyptian Rite, which drew members from the nobility

and intelligentsia all over Europe. As its leader, he gave himself

the title Grand Cophta. Freemasonry became an important
source of income and support for Cagliostro, with lodges estab-
lished in Poland, Switzerland, Germany, and France. He trav-
eled, lived, and dressed opulently. When doubts were cast on
his cures or séances, or when a threat of arrest or discovery
presented itself, he and his wife would flee. On 27 January 1785
they left Lyons for Paris, where Cagliostro was to have an enor-
mous, if brief, success.

Although undocumented, it is probable that Houdon and
Cagliostro met in Paris through their Masonic associations,
sometime between Cagliostro’s arrival in the city on 30 Janu-
ary and Houdon'’s departure for the United States in mid-July
with Benjamin Franklin to carry out the commission for a por-
trait of George Washington. Houdon was ill in February, how-
ever, and probably did not meet Cagliostro and work on his
portrait until March or April, leaving only a few months during
which he could have done the original bust. Houdon had
become a member of the Loge des Neuf Soeurs in 1778, through
which he had obtained other important portrait commissions,
such as those of Voltaire and John Paul Jones (cats. 23-25 and
44). Houdon submitted a bust of Cagliostro to the Salon of 178s;

but when Cagliostro, along with his wife and the cardinal de
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1. Christophe Guerin, Cagliostro, [
1781, engraving, Universititsbiblio- {
thek, Basel, department of prints |
and drawings.

il Haiage

Sea dxmitence eet dome un SAGE,
i est CHARTTE.

Rohan, was arrested on 22 August for his alleged participation
in the affair of the queen’s diamond necklace, the work was
withdrawn from exhibition.” The material of the bust sent to
the Salon is not recorded, but it was Houdon’s custom to show
a plaster bust, then execute marble versions that were com-
missioned based on the plaster.

Houdon depicted Cagliostro as a heavy-set middle-aged
man, in an almost halflength format, with his arms defined
separately from his body and cut several inches above the elbow.
Following the eighteenth-century French convention for por-
traits of artists, scientists, and men of letters, his collar is open.
Most striking is the pose of the head, which turns up to the sit-
ter’s left, the eyes focused in the distance with a look of other-
worldly inspiration. The lips are parted, and the teeth are visible.
Cagliostro does not wear a wig. His head is bald on the top, but
his hair is very long on the sides, where it is rolled over his ears
and gathered in a bow at the nape of his neck, with loose curls
falling over the collar of his coat.

The pose used by Houdon is similar to that which appeared
in a print of Cagliostro made in Strasbourg in 1781 when the
Italian healer first met the cardinal de Rohan (fig. 1), a work
with which Houdon was doubtless familiar. As a means of
spreading his fame and satisfying admirers, Cagliostro had dis-
tributed images of himself from about 1780 on, in the form of
prints, decorative objects such as fans and snuff boxes, and
small sculptures.3 A small plaster bust of Cagliostro wearing a
Roman toga, in the Historisches Museum, Basel (fig. 2),4 may
be one of these propaganda pieces. Houdon's bust is of a type
he employed to depict the inspired artist, seen a decade earlier

in his bust of Gluck (cat. 10). The sculptor has succeeded in
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representing the corpulence and physical idiosyncrasies of the
sitter —an extraordinarily good likeness, according to contem-
porary accounts —with an expression of lively intelligence,
wiliness, and spiritual preoccupation.

The period during which Houdon could have executed the
two marble busts dated 1786 was also very short. He did not
return from the United States until 25 December 1785. The two
busts must therefore have been done following his return—
and probably before 31 May, when the sitter was acquitted of
any wrongdoing in the affair of the queen’s necklace and
released from prison. Welcomed by throngs of well-wishers,
Cagliostro was forced by order of the king to leave the coun-
try almost immediately, and he never returned to France, dying
in a prison in Italy in 1795.

Eighteenth-century documents indicate that Houdon did
at least two marble busts of Cagliostro, but it is not clear which
of these, if either, is identical with the present bust. In 1785
Ramond de Carbonniéres, a close friend and advisor to the
cardinal de Rohan and assistant to Cagliostro from 1781 to 1786,
wrote that Cagliostro had a bust of himself by Houdon in his
house in Paris and that it was destined for a Masonic temple in
Lyons, the Loge de la Sagesse Triomphante.5 It is often said in
the literature that this bust is now in the Musée Granet, Aix-en-
Provence. A marble bust of Cagliostro, presumably by Houdon,
is mentioned as belonging to Jacques Sarasin, the silk merchant
in Basel who was one of Cagliostro’s most ardent defenders.
The bust is described by a young German cleric on 28 Novem-
ber 1786 as being displayed in an oval boudoir of the first floor

- . . .6
of Sarasin’s magnificent house overlooking the Rhine.

ANNE L. POULET

2. Attributed to “Ja... de Viller,”
Bust of Cagliosto, ca. 1781,
biscuit porcelain, Historisches
Museum, Basel.
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Back view of cat. 14

PROVENANCE

Possibly identical with bust sold in Paris, [Galerie Georges Petit], 2224
Nov. 1826, no. 208, as “Un Buste en marbre de Cagliostro par M. Houdon.”
More recent history: Collection of Richard Seymour Conway, fourth mar-
quess of Hertford (1800-1870), said to have been acquired in Paris ca. 1860;
by inheritance to his illegitimate son, Sir Richard Wallace (1818 -189o0), at
2 rue Laffite, Paris; by inheritance to his wife, Lady Wallace (1819 -1897);
by inheritance to Sir John Murray Scott (1847 -1912); by inheritance to
Josephine Victoria Sackville-West, Lady Sackville (1864 -1936), who sold it
to Jacques Seligmann, Paris, in 1914 (stock no. 13273; JPGM archives, no.
89.P.7); looted by the Germans from Seligmann in early 1940s; recovered
by Seligmann by 8 Feb. 1947; Samuel H. Kress Collection, New York (inv.

Kig9o7), 1952.

EXHIBITIONS

LArt au XVIIIe siécle [exh. cat., Galerie Georges Petit] (Paris, 1883-1884),
78, no. 250; possibly Catalogue de lexposition de Vart frangais sous Louis XIV
et sous Louis XV [exh. cat., Ecole des beaux-arts, Hotel de Chimay] (Paris,
1888), 37, no. 77; Paris 1894, no. 212; Paris 1908, no. 131; London 1932, 464,
no. 1005; Washington 1976, 144-145, 370, no. 228.
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Montaiglon and Duplessis 1855, 263; Charles Yriarte, “Le Buste de
Cagliostro,” La Chronique des arts et de la curiosité, no. 32 (20 Oct. 1888),
252—253; Jean Thorel, “L'Exposition de Marie-Antoinette et son temps,”
GBA, 3rd ser,, 11 (1894), 62; Dilke 1900, 137; Charles Yriarte, “Mémoires de
Bagatelle,” Revue de Paris, no. 18 (15 Sept. 1903), 48; Gonse 1904, 24—26;
Briére and Vitry 1908, 173175, no. 131; Vitry 1908a, 26, 28, ill. on cover;
Vitry 1908¢, 26; Frantz Funck-Bretano, LAffaire du Collier d’aprés de nou-
veaux documents (Paris, 1910), 95-96, 101-102, ill. p. 84; Lami 1910-1911,
1:428; Briére 1913, 357-361; Giacometti 1918 -1919, 2:97-98; Jean-Louis
Vaudoyer, “Les Houdons d’Aix,” L'Art et les artistes, n.s. 10 (1925), 113 —1I5;
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192-193, figs. 182, 183; Malcolm Vaughn, “Mr. Kress and the American
People,” The Connoisseur 148, no. 598 (Dec. 1961), 287, ill.; Réau 1964,
I:104 - 105, 150; 344 —347; 2:27—28, no. 95; Cecil 1965, 455-4506, fig. 11;
Jean Montague Massengale, “A Franklin by Houdon Rediscovered,” Marsyas
12 (1964 -1965), 6 -9, fig. 12; Arnason 1975, 25, 82, 88 n. 202, 116, fig. 166,
pl. 110; Ulrich Middeldorf, Sculptures from the Samuel H. Kress Collection:
European Schools, Fourteenth-Nineteenth Century (London, 1976), 111-112,
figs. 188, 189; NGA cat. 1994, 109, ill.

RELATED WORKS

Houdon submitted a portrait of Cagliostro to the Salon of 1785 (medium
not recorded). The bust was withdrawn 24 August after Cagliostro was
arrested on 22 August for his alleged role in the affair of the diamond neck-
lace. During Cagliostro’s interrogation in the Bastille on 24 August, he stated
that the cardinal de Rohan had in his house two busts and one engraving of
Cagliostro (AN, F74459, Affaire du Collier: “Interrogé si ses relations avec
M. le cardinal ne lui témoignait pas les plus grandes déférences et les plus
grands égards A répondu que oui, que méme le cardinal a placé deux de
ses bustes et sa gravure dans son appartement”). In a letter from London,
20 June 1786, Cagliostro complained of being persecuted by the baron de
Breteuil and observed: “Mais avois-je présenté cette requéte, lorsque, voy-
ant mon buste chez le Cardinal [de Rohan), il [Breteuil] dit, avec colére entre
les dents, ‘on voit partout cette figure, il faut que cela finisse, cela finera®”
(StAB, 212 Fi1, 33, Jacob Sarasins Briefwechtel, vol. 33, no. 15). If one or
both of these busts was by Houdon, as is probable, the material was most
likely plaster, as both the present marble bust and the one in the Musée

Granet in Aix-en-Provence are dated 1786.

Plasters

Posthumous sale of contents of Houdon'’s studio, Paris, 15-17 Dec. 1828, 17,
no. 31: “Plétre peint, Buste de Joseph Balsamo, dit Cagliostro, mort au chateau
de Saint-Léon en 1795” (16 francs) (see Réau 1964, 1:118, 119); probably the
terracotta-colored bust that appears in the two paintings by Boilly of Houdon’s
studio (cat. 66).

Collection of Raymond Storelli, great-grandson of Jean-Charles Thilo-
rier, the Parlement lawyer who defended Cagliostro in the necklace trial
(see Yriarte 1888, 252~ 253; and Le Comte de Cagliostro. Le Prince noir [exh.
cat., Les Baux de Provence, 1989)], 4—5) and who received his bust as a gift,
according to a letter of 18 June 1888 from André Storelli to Richard Wallace
(WCA, file 25K). Two photographs of the Storelli bust in the WCA (file 25K)
show Cagliostro’s coat with five large buttons, a feature not found on any
other known version of the bust.
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Los Angeles County Museum of Art (inv. 62.18); white plaster; H. 8o cm;
sale Galerie Georges Petit, Paris, 4—5 Mar. 1921, 60, no. 167 (47,000 francs).

Marble

Musée Granet, Aix-en-Provence (inv. 860.1.259S); white marble with gray
veins and inclusions; H. 65.1 cm (with base: 81 cm), W. 58 cm; inscribed:
“houdon / f1786”; from collection of Bourguignon de Fabregoules as a bust
of Italian musician Paésiello. See L. de Montigny, “Au Louvre et au Musée
d’Aix-en-Provence: Une double rectification,” Revue historique de Provence,
no. 6 (June 19o1), 362-363; Gonse 1904, 24 -2, ill.; Briére 1913, 357-360,
ill. opp. p. 358; Vaudoyer 1925, 113 -115; Louis Gillet, “Visites aux musées de
Province,” La Revue des deux mondes 5 (15 Sept. 1932), 324 —325.

Signature on cat. 14

Bronzes

Zarine sale, Paris, § Dec. 1917, no. 45: “Petit buste de Cagliostro. Bronze patiné

d’apres Houdon. Socle formé par un fit de colonne en marbre bleu turquin.”
Plaquette based on the bust by Houdon, published in Leo Planiscig, Die

Estensische Kunstsammlung, vol. 1, Skulpturen und Plastiken des Mittelalters

und der Renaissance (Vienna, 1919), 198, no. 438, pl. 31.

Print
Engraving by Parisot after painting by Bondeville; inscribed: “Peint par
Bondeville, d’apreés le buste de M. Houdon et gravé par Parisot,” BNEst.

1. For Cagliostro’s biography see Constantin Photiades,
Les Vies du comte de Cagliostro (Paris, 1932).

2. See S. P. Hardy, “Mes loisirs ou journal des événe-

ments tels qu'ils parviennent a ma connaissance. Com-

mencé le vingt et un septembre 1784” (BN, F 6685,
6:168). For an account of the affair of the diamond
necklace see Funck-Brentano 1910.

3. These portraits are mentioned in two letters written
to Jacques Sarasin in Basel by Rey de Morande from
Bordeaux on behalf of Cagliostro (StAB, 212.F11, 33,
no. 4). On 10 Jan. 1784: “plusieurs libraires m’ont
assuré avoir demandé a Strasbouirg des Estampes de
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notre Maitre, mais il n’en a pas encore paru: Je suis en
conséquence persuadé que vous feriez grand plaisir
notre Maitre de lui en envoyer deux doduzaines pour
distribution aux gens qui 'aiment, car ce nest quapres
beaucoup de sollicitations que je suis parvenu a obtenir
une de celles qu'il avait apporté.” On 17 Jan. 1784: “je
viens vous renouveller de sa part la priére que je vous
ai déja faite ci devant, de lui envoyer une douzaine, ou
une douzaine et demi de ces mémes gravures, & d’y
joindre si cela vous est possible Deux de ses petits
bustes, en lui adressant le tout en droiture par la plus
prompte voie.”

4. See Burkard von Roda et al., Le Musée historique de
Bile (Basel, 1994), 117, no. 172.

5. See Henri Béraldi, Le Passé du Pyrénéisme. Ramond
de Carbonniéres, le cardinal de Rohan, Caglistro (Paris,
1911-1920), 4:306. See also Vie de Joseph Balsamo
connu sous le nom de comte de Gagliostro [sic]. .. (Paris
and Strasbourg, 1791), 43, 165; and Antoine Péri-
caud, Séjour de Cagliostro & Lyon, de 1784 4 1785
(Lyons, 1832), 8.

6. Christian Gottlieb Schmidt, Von der Schweitz.
Journal meiner Reises vom §. Julius 1786 bis den 7. August
1787, ed. Theodor and Hanni Salfinger (Bern, 198s),
195, 365 n. 768. See also Oeuvres de J. M. Ph. Roland,
femme de lex-ministre de lintérieur (Paris, [1799-1800]),
3:367; and Weber 1960, 166-167, 170.



+ Alexandre Brongniart (1770-1847)

1777
Terracotta on gray marble base

H. 36.4 cm (with base: 44.9 cm), W. 26.4 cm, D. 24 cm
Inscribed on center back support: Alexandre / Brongniart / par Houdon

Musée du Louvre, Paris, département des sculptures (inv. RF 1280)

15—106

Louise Brongniart (1772 —-1845)

Dated 1777

Terracotta on gray marble base

H. 34.5 cm (with base: 46 cm), W. 24.2 cm, D. 18.0 cm
Inscribed at top of center back support: houdon / 1777...

Musée du Louvre, Paris, département des sculptures (inv. RF 1197).

In the Salon catalogue of 1777 the mention of “two other
portraits of M. Brognard’s children” (no. 246) under “Marble
Busts” follows several busts in marble but precedes one in
terracotta, which makes the listing ambiguous. Since the Paris
exhibition of 1928, art historians have considered a marble bust
of Louise Brongniart that then belonged to the dealer G. Franck
to be the one shown at the Salon of 1777 (but missing its male
counterpart). Giacometti wrote a “major report” appraising
the work, and Réau was enthusiastic.' This marble, without
any reliable provenance,2 was purchased in 1985 by the J. Paul
Getty Museum. Its quality is a matter of discussion today; the
Brongniart children were very popular in the nineteenth and
twentieth centuries and were abundantly reproduced,3 some-
times with fanciful variations in the clothing (see Related
Works). The very high quality of the Louvre busts, their irre-
proachable provenance through direct descendants of the
family, and the fact that the 17777 Salon catalogue does not rule
out the hypothesis that the pieces exhibited were terracottas,
all support the probability that these are Houdon’s original
works. To this author’s knowledge, and according to currently
identified documents, there is no proof that autograph mar-

ble busts ever existed.

Alexandre and Louise were the children of architect Alex-
andre-Théodore Brongniart, a friend and collaborator of
Clodion® and acquaintance of Hubert Robert. Elisabeth Vigée-
Lebrun, a close family friend, painted portraits of Alexandre and
Louise in 1778 and did one of their sister Emilie in 1788 (born
in 1780).S It is not known why Houdon was chosen to sculpt
the children’s portraits. Might he have been introduced to
Brongniart by Clodion, a fellow student of Houdon’s in Rome?
The architect did not have any other works by Houdon in his
collection, if we are to believe the catalogue of his posthumous
sale, whereas he did collect Clodion terracottas in particular.6

By 17761777 Houdon was already famous, as proven by
the impressive and diverse list of his submissions to the Salon.
He had displayed an interest in portraying children as early as
his student days in Italy, showing a marble head of a child at
his first Salon in 1769 that elicited praise.7 In 1774 he signed and
dated a superb portrait of a child in terracotta that may depict
the son of the vicomte de Noailles (fig. I).8 The rounded trun-
cation and absence of clothing anticipated the presentation of
Louise Brongniart three years later. In 1779 the sculptor also
exhibited, at the Société des beaux-arts in Montpellier, a “head
of a small child” and “another head of a child” (nos. 18418 5).9
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1. Houdon, Portrait,
Presumed to Be the
Son of the Vicomte
de Noailles, 1774,
terracotta, Private
Collection.

With all these figures, Houdon was following the interest in
childhood then in vogue. Louis-Claude Vassé had done a few
marvelous portraits that are believed to represent his children."
Other youthful busts were executed prior to Houdon’s by Jean-
Baptiste II Lemoyne11 and especially Augustin Pajou. Of the
latter, Little Boy and Little Girl (figs. 2—3), both dated 1772, were
dubiously identified as representing the children of architect
Pierre-Louis Moreau (known as Moreau-Desproux), an old
friend of Paj ou.” There might be an interesting parallel in this
respect with the Brongniart progeny.

Alexandre, a future geologist and a director of the Manu-
facture de Sévres, was depicted at age seven. His sister Louise,
the future Mme Naval de Saint-Aubin and later marquise Picot
de Dampierre, was five at the time. The busts were done with
a charming delicacy and sensitivity: “The Florentines of the
Quattrocento have done nothing more exquisite.”13 The two
works were conceived as a study in contrasts. Alexandre is
dressed, Louise is not (an idea reversed in Pajou’s two busts).
He has his lips closed, while she has hers slightly open. His
loose wisps of hair are depicted whimsically —a freedom con-
tradicted by his sensible outfit,"* though one of its buttons is
undone —whereas her hair is carefully coiffed, with a bun held
in place by a headband topped with a knot. As was his custom,
Houdon incised several lines on the forehead and temples
to define a few strands of hair. The backs of the sculptures are
hollowed out, leaving a central post for reinforcement, and fine
regular scoring of the clay finishes the presentation.15

There is a clear distinction in the treatment of Alexandre’s

and Louise’s eyes, no doubt to represent the difference in their
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colors.”® For Alexandre, the iris is not carved but rendered with
two concentric rows of radiating incisions to give the impression
of light-colored eyes. The pupil is defined by a small depres-
sion, with a small element in relief along the edge to catch the
light. Louise’s irises, in contrast, are carved into a deep bowl,
with the pupil etched at the bottom. When Jean-Louis Couasnon
did his bust of Emilie Brongniart in 1784 (fig. 4),17 he repro-
duced the bowl-shaped iris with its radiating incisions and
the deeply carved pupil, but in other ways his style departed
from Houdon’s: the hair is as stiff as straw and the dress has
complicated lines. Houdon was unequaled in his busts of the
Brongniart children, and he surpassed himself only in the

portraits of his own children (see cat. 18).

GUILHEM SCHERF

2-3. Augustin Pajou, Little Boy and Little Girl, 1772, terracotta,
Private Collection.



FAMILY AND FRIENDS

4. Jean-Louis
Couasnon, Emilie
Brongniart, 1788,
terracotta, Musée
du Louvre, Paris.

PROVENANCE

Both busts mentioned on Houdon’s autograph list (ca. 1784) under the
year 1777: “les bustes d’enfans de Mr Brognard”; collection of Alexandre-
Théodore Brongniart (1739 —1813), father of the sitters; though not listed
in his posthumous inventory (AN, Min. Cent., XVIII, 1061, 22 June 1813),
it would be unusual for family portraits to be included in such a document;
by inheritance to his descendants; acquired by the museum in 1898 (Louise)
and 1900 (Alexandre) from Edouard Brongniart, honorary inspector at the
schools of design, Paris.

EXHIBITIONS

Both busts possibly listed in Salon cat. 1777, no. 246 (see text above);
Alexandre-Théodore Brongniart 1739 —1813. Architecture et décor [exh. cat.,
Musée Carnavalet] (Paris, 1986), nos. 2-3, ill.

REFERENCES

Délerot et Legrelle 1857, 183; André Michel, “Les Acquisitions du départe-
ment de la sculpture du moyen age, de la renaissance et des temps
modermes au musée du Louvre,” GBA (May 1903), 387-388, ill.; Vitry 19o7b,
200, 10. 43; Giacometti 1929, 1:174 (ill. of Louise), 2:21-22 (ill. of Alexandre);
Louis de Launay, Une grande famille de savants. Les Brongniart (Paris, 1940),
23, 49, ill. facing pp. 52 and 66; Réau 1964, 1:412-413, 2:27, no. 93, pls.
XLIII (92A) and XLIV (93A); Arnason 1975, 41, 110 n. 86, pls. 36, 37 (details);
Louvre cat. 1998, 424 —425, ill.

RELATED WORKS
Numerous versions in terracotta, marble, or bronze, with various dates and

dimensions.

<+ Alexandre and Louise -+

Marbles

National Gallery of Art, Washington (inv. 1942.9.123—124); Alexandre, H.
39.2 cm, W. 28.7 cm, D. 19 cm; inscribed on back edge of truncation:

“HOUDON, F. AN. 1777"; Louise, H. 37.7 cm, W. 25.3 cm, D. 19.5 cm; Baron

Jérome Pichon (nephew of the sitters); Joseph Bardac collection; Jacques
Seligmann; Joseph Widener collection, Philadelphia; gift to the museum in
1942. See Réau 1964, 2:27, nos. 92—93, pls. XLIII (92B) and XLV (93E);
Arnason 1975, 110 n. 86, figs. 93, 94; NGA cat. 1994, 109, ill. These
marbles are judged “a bit weak” in Gimpel 1963, 23.

Terracottas

National Gallery of Art, Washington (inv. 1942.9.125-126); Imitator of
Houdon, Alexandre, H. 37.7 cm; Louise, H. 35.5 cm; Joseph Bardac collec-
tion; acquired in 1917 by the dealer René Gimpel, who sold them to Joseph
Widener for $32,000 (see NGA cat. 1994, 111, ill.). Gimpel 1963, 23, says:
“At one time, these terracottas passed for plasters; there exist two that are

more beautiful at the Louvre.”

Bronzes

Fine Arts Museums of San Francisco; H. 43 cm; signed “houdon” (Worces-
ter 1964, 33-35, ill.); Arnason 1975, 110 n. 86, recognizes the pair as a late
edition, like the pair in The State Hermitage Museum, St. Petersburg. Edi-
tions by the Susse foundry, Thiébaut Fréres. See Berman 1974 -1977, 2:409,
no. 1546, ill. of Louise.

Biscuit porcelains
See Les Oeuvres de la Manufacture nationale de Sévres, n.d. [1933}, nos. 121,

122, pl. 54, as models done under the first Empire.

Back view of cat. 15
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+ Alexandre -+

Plaster

Formerly Pierre Lebaudy collection; H. 50 cm; cachet de latelier; acquired in
comte de la Ferriére sale, 2—4 Dec. 1912, no. 43, ill.; see Glacometti 1929,

2:21.

+ Louise -+
Plaster
Formerly Galerie Jacques Bacri, Paris, H. 45 cm; see Réau 1964, 2:27,

no. 93, pl. XLIV (93B): “platre original.”

Marble

J. Paul Getty Museum, Los Angeles (inv. 85.SA.220); H. 46 cm; inscribed on
back: “houdon f.”; supposedly from a famous, though unspecified, private
collection in Poland (Vitry 1928b, 62; Réau 1928b, 323); G. Franck collection,
Paris (Paris 1928, no. 8 bis; Vitry 19284, ill. after p. 20; Réau 1928b, 351-352,
ill,; Giacometti 1929, 2:22); Henri de Rothschild collection (Réau 1964, 2:27,
no. 93, pl. XLV [93D]); Sotheby’s, Monte Carlo, 5—6 Feb. 1978, no. 112; art
market; acquired by Getty museum in 1985 (Fusco 1997, 29, ill.).

The Metropolitan Museum of Art, New York (inv. 14.40.670); with one
scarf on head and another around neck; inscribed: “Ffait] P[ar] Houdon 1779”
(an inscription, to this author’s knowledge, without parallel elsewhere);
Joseph Bardac collection, Paris; Benjamin Altman collection, New York; at
the Metropolitan since 1913. See Giacometti 1929, 2:30, ill.; Réau 1964, 2:27,
no. 93, pl. XLV (93F); Arnason 1975, 41, pl. 38 (detail).

Back view of cat. 16

1. Giacometti 1929, 2:22; Réau 1928b, 352: “one of the
happiest discoveries of the exhibition.”

2. Réau’s “descendant d’une grande famille polonaise”
is obviously very vague.

3. According to a note from Marcel Aubert in the
Louvre’s files, probably dating from the acquisition of
the terracottas, Mme Brongniart was authorized to
commission copies of Louise (and surely of Alexandre),
but not to have casts done.

4. See Paris 1986; and Paris 1992.

5. See Vigée-Lebrun 1984, 2:96; also 337, where she
mentions the first two paintings under the year 1778:
“2. Les enfants de Brongniard.” The third is in the
Bowes Museum, Barnard Castle; see Joseph Baillio,
Elisabeth Louise Vigée Le Brun 1755~1842 [exh. cat.,
Kimbell Art Museum] (Fort Worth, 1982), 35, fig. 2.

G. Paris sale, 22 Mar. 1792.
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7. Jean-Claude Pingeron, Réflexions sur quelques
morceaux de peinture et de sculpture, exposés au Sallon
du Louvre. .. (Paris, 1769), 27 (MacWilliam 1991, 205):
“a little head in white marble. .. representing a young
child, which, by its sensitivity and its expression, vies
with Antiquity for the most beautiful in this genre.”

8. No doubt the “Buste en terre d’un enfant de M.
le vicomte de Noyalles” mentioned on Houdon's
autograph list of 1784 (no year given; see Vitry 1907b,
198, no. 27); see also Burlington Magazine (Dec. 1955),
pl. XxXv.

9. Stein 1913, 402.

10. See Black 1994, nos. 2a, 3a, 4a, and sb, ill.

11. See Little Girl with Scarf, plaster, 1769; in Louvre
cat. 1998, 466, ill. Among painters, Drouais may have
been the one most interested in children’s portraits.
12. See Henri Stein, Augustin Pajou (Paris, 1912),

30-31, ill,; and Paris and New York 1997-1998,
224-225, 384, ill.

13. Michel 1903, 388.

14. The neat costume “of a serious child, attentive,
deliberately a little austere, who must have been the
Alexandre of that time” (Launay 1940, 49).

15. The rounded cut at the back of Alexandre’s head
indicates that the head was hollowed before firing; the
joint became very apparent, presumably during firing.
The dorsal reinforcements of the two busts were added
in plaster after firing, the one on the portrait of Louise
more recently.

16. See Haavard Rostrup, Grandeurs et miséres de Jean-
Antoine Houdon (Paris, 1973), 17. It is obvious that
Houdon wanted to give the impression of light and
dark eyes. In a posthumous painting of Alexandre
(Manufacture de Sévres), Emile Wattier, who knew
the sitter, portrayed him with light, grayish green eyes
(the author thanks Tamara Préaud for this detail).

17. See Michele Beaulieu, “Le Buste d’Emilie
Brongniart par J. L. Couasnon,” Revue du Louvre,
no. 2 (1974); and Louvre cat. 1998, 159, ill.



+ Mme Houdon,

17

née Marie-Ange-Cécile Langlois (1765-1823)

Probably 1786
Plaster on plaster base
H. 48.5 cm (with base: 61.5 cm), W. 39.5 cm, D. 26.7 cm

Musée du Louvre, Paris, département des sculptures (inv. RF 1391)

Houdon may have met Marie-Ange-Cécile Langlois, his future
wife, through Mme His, née Marie-Anne De Vatre, who was
the bride’s witness at the couple’s prenuptial agreement on
12 June 1786.1 Mlle De Vatre was a childhood friend of Mlle
Langlois, and Houdon had done a bust of her in 1774.2 She
married a banker, Francois Pierre His, who had an office and
a home in Paris.

Marie-Ange was born in Paris, in the parish of Saint-Sulpice.3
She was the daughter of Jean Langlois, an “employee in the
service of the king,” and married Houdon on 1 July 1786 in
Saint-Philippe-du-Roule, soon after his return from America in
January 1786.4 She was an Anglophile, and her adoptive mother,
the comtesse de Villegagnon, married Thomas Walpole, Horace
Walpole’s cousin, in 1787 (it was her second marriage).S Marie-
Ange had some experience as a translator’ and regularly handled
her husband’s correspondence and accounts, carefully looking
after his interests.

At the Salon of 1787 Houdon exhibited a “Head of young
girl. In plaster” (no. 258), which Paul Vitry in 1906 identified
as the smiling young wife of the sculptor, represented in the
superb plaster at the Musée du Louvre, which had belonged to

the family. The work was praised, but with reservations, by a

critic at the Salon: “His head of a young girl rivals the most
graceful works of antiquity. The proportions of the features;
the soft, supple contours; the elasticity of the flesh; the lively,
sweet, naive physiognomy are the admiration of connoisseurs
and astonish even the ignorant. Dazzling whiteness, grace,
voluptuousness, ease of muscular movement: that is what one
notices in the neck and head. The rest, however, is not irre-
proachable. It is annoying that the artist, fatigued by the mas-
terpiece of the head, placed the breasts a little too low....
Perhaps that’s the fault of the sitter.”” There are few portraits
of Mme Houdon, but this bust may be compared to a minia-
ture painted about 1792 (fig. 1),8 in which one recognizes the
same abundant hair, regular features, and large eyes, but
assuredly not the blank expression.

The Louvre bust is an original plaster, cast in a waste mold
made from the terracotta bust (which was destroyed in the
process of removing the mold); the single seam line of the mold
is clearly visible on the shoulders and the top of the head. The
terracotta in the Frick collection in Pittsburgh (fig. 2) is a cast
made from the Louvre plaster (when it was still owned by the
Houdon family), hence the difference in the dimensions, which

resulted from shrinkage of the clay during ﬁring.9 Florence
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1. Louis Li¢ Périn-Salbreux, Mme Houdon, ca. 1792, miniature on ivory,
Musée du Louvre, Paris.

Ingersoll-Smouse has postulated that “the terracotta is possi-
bly the original work and that Houdon executed the plaster bust
now in the Louvre from it.”"" But that piece cannot be the clay
model, destroyed during the production of the original plaster;
and examination reveals that it is clearly a terracotta cast in
amold.

A label on a version of the bust sold in Paris in 1928 (see
Related Works) indicates that two casts were made from the
Louvre plaster around 1872 with the permission of its owner,
Mme Sand, Claudine Houdon’s granddaughter. This operation
seems to have left indelible traces on the work: yellowish stains
that could be remnants of separation agents used to remove the
cast. Following the aftercastings, the work was covered prob-
ably with a coat of paint. Gaston Briére described the state of
the surface about 1905: “dirty patina, a layer of oil clogging the
contours, muddy and grayish, modern.”" According to Vitry,
the plaster had received “a few layers of paint intended to revive
its brilliance, which had coated it in a peculiar manner. Prior
to its arrival at the museum, it was cleaned and the paint layers
removed, virtually down to the raw plaster, a treatment that
some considered rather radical.”’” But the bust had been irre-
mediably spoiled; in a beautiful photograph published in 1911
one can clearly make out the stains on the upper torso.” In
1959 an attempt was made to improve the bust’s appearance:
the plaster was treated with bisulfate of soda, and some marks
removed with a tool; but brown stains persisted. Since then,
care has been taken not to touch the work, which has suffered
so much from the handling of its admirers.

Marie-Ange-Cécile is depicted here with a breezy, disordered
hairstyle in a fanciful arrangement (especially in the back). Her

hair is pulled up into a bun by a headband, while rows of beads

break free from stray wisps of hair. As was his habit, Houdon
carved fine lines on the forehead and temples to indicate a few
strands of hair (he evokes the general composition of the
hairstyle in Sabine Houdon at Age Four; see fig. 3). The smile is
broad, with a clearly visible row of teeth. The iris is carved into
the shape of a bowl to create a vibrant gaze. Her dimples and
the curves at the top part of her breasts add to the figure’s
irresistible charm. The back was hollowed out, then filled with
plaster at an unknown date. There is no inscription, as this work

truly belongs to the artist’s private, intimate sphere.

GUILHEM SCHERF

2. Houdon, Mme
Houdon, 1787,
terracotta, Frick Art
Museum, Pittsburgh.

3. Houdon, Sabine
Houdon at Age Four,
1791, plaster, Musée du
Louvre, Paris.
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Back view of cat. 17

PROVENANCE

Probably executed before 1 July 17806, the date of Houdon’s marriage to
the sitter. Remained in the sculptor’s home, then with his descendants:
daughter Claudine Houdon (Mme Désiré Raoul-Rochette); her daughter
Joséphine (wife of Luigi Calamatta); her daughter Mme Maurice Sand; her
daughters. Acquired from M. Lemaire, 1905.

EXHIBITIONS

Possibly Paris, Salon of 1787, no. 258: “Téte de jeune fille. En platre.”

REFERENCES
Vitry 1906, 341-346, ill,; Vitry 1914; Vitry 1928a, ill. 15; Giacometti 1929, 1:42,
ill,, 2:74~75; Frick 1947; Réau 1950, 178; Réau 1964, 1:417-418, 2:33, no. 135,

pl. 64; Arnason 1975, 84, fig. 172, pl. I1I; Louvre cat. 1998, 425, ill.; Sauer-
linder 2002, 50-53, fig. 24.

RELATED WORKS

Terracotta?

Sale, Hotel Drouot, Paris, 25—26 Oct. 1928, no. 142: “Buste de femme en
terre cuite [sic], sur piédouche en marbre, porte I'étiquette avec l'inscription
suivante: Buste d’aprés Houdon représentant Madame Houdon, une des
deux épreuves tirées vers 1872 (sur le platre qui est au Louvre) par Madame
Sand, belle-fille de George Sand et petite-fille de Houdon”; possibly plaster

painted terracotta color.

Plasters

Two plasters are cited in Réau 1964, 2:33: one formerly in the Edmond Courty
collection, Chétillon-sous-Bagneux (no. 135A, pl. LXV); the other painted
a terracotta color, with cachet de l'atelier (?), from the Galerie Souffrice, Paris,
presumably the one sold at the Hoétel Drouot, Paris, 27-28 Feb. 1986, no.
245, ill; then Sotheby’s, New York (H. 58 cm), 31 May 1990, no. 177, ill.

Variant with rounded truncation

Frick Art Museum, Pittsburgh (1973.3) (fig. 2); terracotta; H. 38 cm (without
base); from Sabine Houdon; to her son Edouard Pineu-Duval; then his son
Richard, who never married; passed on to his cousin Antoine Perron; acquired
by Duveen Brothers; sold to J. Pierpont Morgan, New York (Vitry 1914,
218 -223, fig. 1); acquired by Helen Clay Frick in 1937 (Frick 1947, fig. 1).

Round relief

Musée du Petit Palais, Paris, as gift of Joseph Duveen (Réau 1964, 1:446,
2:57, no. 275, pl. CXLI); round medallion with a double female portrait in
profile; terracotta; diam. 43 cm; inscribed along left edge: “houdon f. / an7”;
Doucet sale, 1912, no. 115, ill. The work, of modest quality, has been thought
to represent Mme Houdon and thirteen-year-old Sabine, but this iden-
tification — particularly compared with the profile painted by Boilly in his
1804 version of Houdon in His Studio (see cat. 66, fig. 1)—and the style of

the relief are hardly convincing.

1. BMV, F 945(1), no. 3; Frick 1947, 208.

2. The date of the marble (Private Collection);
see Réau 1964, 2:33, no. 131, pl. LXII. A beautiful
plaster, recently restored, is at the Musée des arts
décoratifs, Paris.

3. BMV, F 945(2), nos. 4 and s; Frick 1947, 207.

4. BMV, F 945(1), no. 18.

5. Her mother, Frangoise Cécile Lorteau, died a month
after giving birth to Marie-Ange, whose will of g Mar.
1815 refers to Mme Walpole as “sole source of my

fortune and our mother by her tenderness, her care,
and her steadfast kindnesses” (Frick 1947, 212).
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G. She translated, most notably, Mme Dymmer’s
Belmour for a French edition in 1804.

7. Tarare au Sallon de peinture (Deloynes XV, no. 377;
MacWilliam 1991, 444).

8. Acquired by the Louvre from Henry Perron, the
sculptor’s great-grandson, in 19os; see Versailles 1928,
no. 88; Paris 1928, no. 103; Giacometti 1929, 1:186, ill,;
and Jean-Richard 1994, 280, no. 516, ill.

9. Vitry 1900, 345-346, describes this terracotta as
“intended to preserve the memory of this familial
image at the home of Houdon'’s elder daughter.”
The head is smaller, and the breast is cut higher.

10. Florence Ingersoll-Smouse, “Quelques documents
et lettres relatifs au voyage (1785) et aux ceuvres

de Jean-Antoine Houdon aux Etats-Unis,” BSHAF
(1914), 293.

11. Handwritten note by Gaston Briére (files in the
département des sculptures, Musée du Louvre).

12. Vitry 1906, 346.

13. Hart and Biddle 1911, 256.



+ Antoinette-Claude,

18

called Claudine Houdon (1790-1873)

Circa 1793

White marble on white marble base with black and gray veins
H. 24.7 cm (with base: 43 cm), W. 29.2 cm, D. 19.4 cm
Inscribed on back, under right shoulder: houdon f.

Worcester Art Museum, Worcester, Massachusetts, Museum Purchase, Stoddard Acquisition Fund (inv. 1964.17)

The Houdons had three daughters: Sabine, Anne-Ange, and
Antoinette-Claude, called Claudine. Sabine was born 25 Feb-
ruary 17871 and died 77 April 1836. She married Henry Jean
Pineu-Duval, an interior ministry employee, in 180 52 and had
two children: their daughter married Auguste Perron (and a
descendant sold a terracotta of Claudine in the early twentieth
century); their son Edouard Duval had a son who never mar-
ried. Anne-Ange, who was baptized 15 December 17883 and
died 28 October 1843, married a doctor, Jean-Baptiste-Esprit
Louyer de Villermay, in 1806." Their only son, Eugene de Viller-
may, died childless, and his widow (née Berthe de Moréal), “hav-
ing taken religious vows, appears to have dispersed what she
possessed of Houdon’s inheritance among her own family.”5
Claudine was born 29 October 17906 and died 17 April 1878.
She married an archaeologist, Désiré Raoul-Rochette, in 1810’
and was widowed in 1854. They had two daughters: Joséphine,
who married an engraver, Luigi Calamatta (their daughter Mar-
celline married Maurice Sand, son of George Sand; their grand-
daughter Aurore Lauth-Sand donated a plaster bust of Claudine
to the Musée Carnavalet); and Angéline, who married Paul
Perrin (they had three children, including Raoul Perrin, whose

death in 1910 preceded the Perrin-Houdon sale at the Hoétel

Drouot, Paris, on 18 May 1914, with, in particular, a terracotta
of Claudine; he also had a plaster, purchased by Jacques Doucet).

No portrait explicitly identified as representing a member of
the Houdon family is mentioned in the catalogues of the Salons
except in 1791. “Head of young girl. In plaster” at the Salon of
1787 (no. 258) was probably a bust of Mme Houdon (cat. 17).
“Head of child at ten months” at the Salon of 1789 (no. 246)
was surely the small marble of Sabine, inscribed and dated
“Sabinet Houdon 1788,” now at The Metropolitan Museum of
Art, New York (fig. 1).8 The first catalogue of the Salon of 1791,
which was withdrawn,  mentions a marble of “Sabine Houdon,
belonging to M. Girardot [de Marigny]” (no. 227); this was the
bust of Sabine at age four with a drapery covering her right
shoulder, signed and dated “houdon f. 1791” (fig. 2).10 Itis prob-
ably this model that appears on the back shelf at the left in
Houdon’s studio as painted by Boilly (cat. 66). Houdon also did
an undraped version of Sabine at age four wearing a headband
in a fanciful hairstyle; he used the same truncation as in her
mother’s portrait (cat. 17, fig. 3,).11 The withdrawn catalogue for
the Salon of 1791 (no. 234) lists a plaster of “Mlle Ange Houdon
at fifteen months,"12 one of three heads of children mentioned

in the second edition of the catalogue (no. 484). At the Salon of
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FAMILY AND FRIENDS

1. Houdon, Sabine Houdon at Ten Months
of Age, 1788, marble, The Metropolitan Museum
of Art, New York.

1793 Houdon exhibited “a bust of a child in plaster” (no. 123),
which was probably of Claudine. finally, at the Salon of 1806,
the sculptor showed a Mlle H. (no. 6o4), which has sometimes
been identified as a portrait of Sabine as a young 1ady.13

Thus Houdon was particularly fond of sculpting the fea-
tures of his three daughters.14 He represented Sabine, the eldest,
at different ages and in different formats (draped and undraped)
but depicted Anne-Ange and Claudine according to a single
type. The large number of versions of these portraits of his
children, which one might expect to be restricted to the private
sphere, is astonishing.' Paul Vitry assumes that Houdon,
urgently in need of money —which impelled him to sell part of
his studio collection in 1795 when he moved —promoted the
sale of images of his children while respecting their anonymity.15
It should be noted that a significant number of the plasters have
come from the sculptor’s descendants: the Perrons (Sabine’s
progeny) and the Sands and Perrins (Claudine’s progeny), who,
in particular, benefited from the early interruption of the
Villermay branch stemming from Anne-Ange.

Several of these busts circulated in Paris in the late nine-
teenth and early twentieth centuries, when Houdon’s works were
famous and available on the market. Although one must exer-
cise caution regarding some of Houdon’s busts of children,"®
the marble of Claudine belonging to the Worcester Art Museum
is an unquestioned masterpiece. The sitter is adorable —with fat

cheeks, a frank gaze, and mussed hair—and is prettily enveloped

2. Houdon, Sabine Houdon at Age Four, 1791,
marble, Private Collection.

3. Houdon, Anne-Ange Houdon at Fifteen
Months of Age, 1791, marble, Private Collection.

in drapery with deeply carved folds. She does not have her elder
sister’s almond-shaped eyes, with their unforgettably sharp gaze,
but has her own look and personality. Aside from this bust and
the draped version of Sabine at age four, Houdon showed the
girls undraped, with a rounded truncation like that of the portrait
of their mother. A marble bust of Anne-Ange (known to this
author only from a photograph) (fig. 3) seems to date from
the same period as this portrait of Claudine: both reveal a ten-
derness in the modeling of the marble, which has been worked
till it seems supple and suggests the translucency of flesh;
both exemplify the sculptor’s sensitivity to the subtlest expres-
sions; and, above all, both attest to Houdon’s love of life and
of his children, which makes this gallery of portraits extraor-
dinarily affecting.

GUILHEM SCHERF

PROVENANCE
Collection of Nils Erik Bergvall, Karlskrona, Sweden (in his family since

1850); Duveen Brothers, New York; acquired by the museum in 1964.

EXHIBITIONS
Worcester 1964, 109 -114, ill.

REFERENCES

H. Harvard Arnason, “Claudine Houdon by Jean-Antoine Houdon,”
Worcester Art Museum: News Bulletin and Calendar 30, no. 2 (Nov. 1964),
1-3, ill.; Arnason 1975, 85, fig. 176, pl. 115.
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Back view of cat. 18

RELATED WORKS

Numerous copies. The list below is not exhaustive, and some busts, espe-
cially since the dispersion of works belonging to the artist’s descendants,
are impossible to identify with certainty (new restorations, different bases,

and so on).

Terracottas
From Raoul Perrin, grandson of the sitter; H. (with base) 36.5 cm; his sale,
Hotel Drouot, Paris, 18 May 1914, no. 1, ill. See Giacometti 1929, 2:82.
Probably in a private collection, Newport, RI; from Sabine Houdon
Pineu-Duval; H. (with base) 35.5 cm; marble base; to her daughter Mme
Perron; then her son Jean Perron; acquired by Duveen Brothers, which
produced a booklet in London (n.d.): “A terra-cotta bust by jean-Antoine
Houdon 1741-1828. Portrait of his third daughter Antoinette Claude
Houdon. From the collection of Monsieur A. Perrou [sic] of Le Mans, France”;
Mrs. W. Douglas, New York. See Giacometti 1929, 2:81-82.
Formerly René Gimpel collection; see Giacometti 1929, 1:62, ill., 2:82.
Formerly M. de Saint-Pierre collection (Versailles 1928, no. 20, ill; Paris
1928, no. 39); inscribed on back: “Houdon”; sale, Espace Tajan, Paris, 15 Dec.

1997, no. 133, ill.; sale, Hotel Drouot, Paris, 2 Mar. 1998, no. 330, ill.

Plasters

Musée Carnavalet, Paris (inv. S 3329); painted terracotta color; H. 40 cm,
W. 27 cm, D. 17 cm; cachet de Vatelier; direct provenance from the sitter;
bequest of Aurore Lauth-Sand, great-granddaughter of Claudine, 1923. See
Paris 1928, under no. 40; Réau 1964, 1:419, 2:50, under no. 233; cover ill.
for Montagu 1966.

From Raoul Perrin, grandson of Claudine; H. 39 cm; sale, Jacques
Doucet collection, 6 June 1912, no. 114, ill.; acquired by Marius Paulme;
Edouard Noetzlin collection. See Paris 1928, 47, no. 40, ill.

Frick Art Museum, Pittsburgh; cachet de l'atelier; possibly from Pierre
Decourcelle collection sale, 1911, no. 192; purchased by Helen Frick through
the art market.

Plasters dispersed in Paris 16 Dec. 1922, no. 230; 30 Mar. 1925, no. 34,
ill. (R. Boulland collection); and 2 Dec. 1927, no. 6. Plaster from the Edmond
Courty collection illustrated in Réau 1964, pl. CXXIX, no. 233B. Another
from the Florence J. Gould collection appears in Black 1994, fig. 28.

Bronze
Bronzes of uncertain date are mentioned (for example, as leaving France on

16 Nov. 1988) in the Louvre’s sculpture department files.

Boilly paintings

Is the bust of Claudine among the plasters depicted in Boilly’s two paint-
ings of Houdon in His Studio (cat. 66), on the right-hand shelf between
the portraits of Pierre-Jean-Baptiste Gerbier and Sophie Arnould? The
drapery is similar, but the subject appears older and the expression in the

eyes seems different.

Signature on cat. 18

1. Réau 1950, 180. According to BMV, F 945(2), no. 17;
and Frick 1947, 208, Sabine was baptized 6 Mar. 1787.

2. BMV, F 945(4), nos. 42-45. 9. Scherf 1997.

(Dec. 1991), 245, fig. 33. For the original plaster see
Louvre cat. 1998, 427, ill.

13. See Paris 1928, nos. 36 and 37; and Arnason 1975,
102-103, 120 n. 251, figs. 179 and 180; but cf. Réau
1964, 2:51, NO. 241.

14. In this respect, he may have been following Louis-

3. BMV, F 945(2), no. 15; and Frick 1947, 209.

4. BMV, F 945(1), no. 20.

5. Vitry 1906, 346. Vitry 1912, 106 n. 1, suggests
that some objects belonging to Anne-Ange went to

a collateral branch (the comte Fournier-Sarloveze).

6. Claudine was baptized 4 Nov. 1790 at Saint-Philippe
du Roule; see BMV, F 945(2), no. 16.

7. BMV, F 945(4), no. 42; and Frick 1947, 211.

8. Olga Raggio, “New Galleries for French and Italian
Sculpture at The Metropolitan Museum of Art,” GBA
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10. Collection Edouard Duval (son of Sabine) in 1869
(AMN, S5, 28 July 1869); collection Tabourier (sale

20 June 1898, no. 246, ill.) and Reff (Emile Molinier
and Frantz Marcou, Exposition rétrospective de l'art
frangais des origines & 1800 [Paris, 1900], ill.; Paris 1928,
43, under no. 34; Artemis, London, 6 June-7 July 1978,
no. 9, ill.). Girardot already owned one of Houdon’s
busts of a child, namely, Anne Audéoud (Salon cat.
1781, no. 255; sale, Sotheby’s, Monaco, 22 June 1987,
no. 1212, ill.).

11. For the original plaster see Louvre cat. 1998, 425,

ill., which came from Claudine.

12 . Probably the original plaster, which is now at
the Louvre (sale, Hotel Drouot, Paris, 9 Dec. 2002,
no. 68, ilL.).

Claude Vassé (see Black 1994).

15. Vitry 1906, 348. Sale, 8 Oct. 1795, under “figures
et bustes en marbre,” no. 74: “Une téte d’enfant, coiffé
en cheveux et posé sur piédouche en marbre bleu
turquin. Haut. totale 13 pouces [33 cm]”; and under
“Terre cuite,” no. 102: “Deux tétes d’enfants, elles sont
coiffées en cheveux posées sur piédouche en marbre

bleu turquin. Haut. 13 pouces.”

16. Giacometti 1929, 2:299 n. 2, noted that a terracotta
bust of a child by Houdon was entrusted by the Perrin
family to a sculptor who wanted to make a copy; he
certainly also made some casts.



+ Denis Diderot (1713 -1784)

1771
Terracotta on wood base
H. 46 cm (with base: 52 cm), W. 26.9 cm, D. 22.2 cm

Fragments of cachet de l'atelier on back

19—22

Musée du Louvre, Paris, département des sculptures, Gift of the heirs to F. H. Walferdin, 1880 (inv. RF 348)

Dated 1775

White marble on white marble base

H. 42 cm (with base: 56 cm), W. 27 cm, D. 22 cm

Inscribed on back: A M. Robineau de Bougon. Houdon sculpsit 1775

Musée national des chateaux de Versailles et de Trianon (inv. MV &55)

1780
Bronze on round gray marble socle with square white marble base
H. 57 cm (with base: 81 cm), W. 28.3 cm, D. 27 cm

Inscribed: DENTS DIDEROT, A SES CONCITOYENS - SCULPTE PAR HOUDON L'AN 1780.

Musée d’art et d’histoire de Langres (inv. 984 -2 1)

17808

Plaster, on separate plaster base, both painted terracotta color
H. 47.4 cm (with base: §8.3 cm), W. 29 cm

Cachet de latelier on back,

Inscribed on front of base: DIDEROT

Nationalmuseum, Stockholm (inv. NM Sk 1316)

The bust of Diderot that Houdon exhibited at the Salon of 1771
is generally identified as the Louvre terracotta (cat. 19). Although
the work was apparently commissioned by Prince Dmitrii Alek-
seevich Golitsyn following his service as Russian minister to
the French court in 1762-1767 (see Provenance), it has been
suggested that Catherine II was the intended recipient.1 Yet it
is doubtful she had any interest in Houdon in 1771, when he
was as yet little known;2 and since Golitsyn had left France for
The Hague in May 1768, Diderot himself served as Catherine’s
intermediary for purchasing works of art. In addition, the Rus-
sian empress had already commissioned a marble bust of Diderot
from Marie-Anne Collot in 1769, completed in 1772 (fig. 1). It
would seem then that Golitsyn, away from Paris, wanted a sou-
venir of his friendship with the French philosopher. Houdon,
whose submissions to the Salon of 1769 had attracted positive
reviews,’ may have been recommended to Golitsyn either by

Frédéric-Melchior Grimm or by Diderot himself’

It is not known when Diderot first met Houdon. He did
not know him at the time he reviewed the Salon of 1769, but
he mentioned him in a letter to Etienne-Maurice Falconet on
20 March 1771, citing him as one of the art masters, alongside
Jean-Baptiste II Lemoyne and Laurent Guiard (Diderot’s pro-
tégé).5 Houdon'’s interest in Collot was profound. She had done
a bust of Diderot in 1766, for which he had posed,6 and the sit-
ter liked the result.” When Catherine IT commissioned Collot to
sculpt the writer’s portrait in marble, he sent a mask of his face
to Russia, done by Lemoyne (Collot’s affectionate teacher), and
a plaster cast of the 1766 terracotta belonging to Grimm.’
Diderot’s reaction to Houdon’s portrait when he saw it at the
Salon of 1771 was laconic; he wrote simply “a very good like-
ness.”’ He was probably not surprised to see the bust commis-
sioned by Golitsyn, one of his close friends. It is impossible to
verify if Houdon was influenced by Collot’s work, because no

bust of 1766 has survived,"’ thus only her marble of 1772 (fig. 1)
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CAT. 21
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1. Marie-Anne Collot, Diderot, 1772, marble, The State Hermitage Museum,
St. Petersburg.

2. Cicero, second-century copy after a portrait made at the end of
the Republic, marble, Chiaramonti Museum, The Vatican.

146

provides a basis for comparison. A plaster of the latter may have
appeared in the shipment of 1771 from St. Petersburg.11 The
difference between Collot’s portrait and Houdon’s is striking:
Collot sculpted the smiling face of a familiar man with droop-
ing eyelids, whereas Houdon gave the philosopher the look of
a virile thinker with an incisive gaze. Although the formula is
similar — head with short hair on a nude upper torso—the spirit
is completely different.

The critics at the Salon of 1771 were full of praise for
Houdon’s bust. In the words of one, “Although the large fea-
tures of that head, fit for a medal, lend themselves to the chisel,
and the artist has all the freedom to linger on that physiognomy,
precisely articulated in its different parts, one must praise the
fire, the expression M. Houdon was able to put into his work,
and the enthusiasm of the passionate author of Les Bijoux indis-
crets seems to have won over the artist, whose other works do
not display such a warm and ardent character”; another wrote,
“I single out the bald head of the editor of the Encyclopédie. The
flame of genius brought that bust to life; there is a fire, an expres-
sion, that gives it a striking resemblance; I don’t want to say
it out loud, but our colleagues the painters have done nothing
to equal us”; finally, according to Daudet de Jossan, “the bust of
Diderot, whom the flame of genius seems to animate, struck all
beholders with admiration and astonishment.””

Houdon exhibited another bust of Diderot at the Salon of
1773. Missing from the catalogue, it was noted in an admiring
review: “The author of the bust of M. Diderot, in reproducing
him for us a second time, may wish to compensate us for the
absence of that scholar [Diderot was in Russia] and not allow
us to cool toward him.”"” This may be the marble, dated 1773,
that the wealthy Francophile Count Aleksandr Sergeevich
Stroganov of St. Petersburg acquired during one of his stays in
France (see Related Works). Houdon indicated on his autograph
list of about 1784 his translation of Diderot’s features into
marble.”" He produced at least two other marbles dated 1775
(with his studio, of course): the one at the Louvre was kept in
the sitter’s family; and the one at Versailles (cat. 20) belonged
to a M. Robineau de Bougon, about whom almost nothing
is known." By this time Houdon’s portrait of Diderot had
gained great renown, and plasters of it had entered, notably,
the collections of King Gustav III of Sweden (cat. 22), Prince
Henry of Prussia, and Duke Ernst II of Saxe-Gotha.

In 1780 Houdon cast a copy of his bust of Diderot in bronze
(carefully noted on his autograph list of 1784), which the philoso-

pher sent to his hometown of Langres at the request of the



ENLIGHTENMENT FIGURES

3. Louis-Michel Van
Loo, Diderot, 1767,

oil on canvas, Musée
du Louvre, Paris.

municipal council (cat. 21). Finally, at the Salon of 1789, the
sculptor displayed a “marble head of small proportions” repre-
senting Diderot (no. 249), next to those of Jean-Jacques
Rousseau and the comte de Buffon.

Diderot is the only great intellectual of the Enlightenment
in Houdon’s portrait gallery to have been depicted according to
a single typology (bare head, nude upper torso). That formula,
established in 771, did not change. In this respect, Diderot can
be distinguished from Voltaire, Rousseau, d’Alembert, Bufton,
and Benjamin Franklin. Giacometti and Réau suggested that
Houdon used a new model for the Langres bust, showing an
older Diderot. But Arnason maintained that Houdon used the
same model for all of the busts, observing more accurately that
Diderot’s appearance in 1780 would have been closer to that
captured by Jean-Baptiste Pigalle in 1777.16 This was obviously
not Houdon'’s intent. Rather, it was to show at Langres, and
to everyone, an image of the philosopher that had received the
sitter’s approval and would correspond fully to his tastes.

Diderot liked Houdon’s bust of 1771. The typology of the
orator from classical times, suggesting a modern Cicero
(fig. 2), suited him, and the beautiful rounded truncation
emphasized the face. He strongly disliked Louis-Michel Van
Loo’s painting of him, displayed at the Salon of 1767 (fig. 3): “I
like Michel; but I like the truth better....what will my grand-
children say, when they come to compare my sad writings with
this cute, laughing, effeminate old flirt? My children, I tell you
itisnot 1" Conversely, the writer found himself in step with

the ideas of Mme Therbouche, who painted a portrait of

him around the same time (fig. 4): “When the head was done,
there was the matter of the neck, and the top of my clothing hid
it, which somewhat displeased the artist. To put an end to that
vexation, I went behind a curtain, undressed, and appeared
before her as an academic model....I was nude, completely
nude. She painted me and we chatted with a simplicity and
innocence worthy of the earliest centuries.”"”

Houdon understood what Diderot wanted and produced a
portrait in keeping with his ideal. Did the two men speak with
one another about the conception of the bust? Did the writer
pose for the sculptor? It is difficult to believe that he did not, as
the face seems very real even today. The artist created a likeness
that reflected not a fleeting moment but an enduring quality,
corresponding with the philosopher’s own criteria: “A portrait
may look sad, somber, melancholic, serene, because these states
are permanent; but a laughing portrait is without nobility,
without character, often even without truth, and as a result is
foolishness.”” Likewise, in its lack of adornment, the bust
follows the Encyclopédie’s recommendations that a portrait show
“respect for individuality, naturalness, truthfulness; distrust for
accessories .. . attributes. . . poses contrary to the character of the
model.””’ Finally, Houdon attempted to convey the liveliness of
the writer’s eyes and to suggest, by means of the parted lips,
the brilliance of his conversation. Diderot knew the difficulty:
“Portraits are so difficult that Pigalle told me he had never done

4. Bertonnier, Diderot,
engraving after Mme
Therbouche’s painting
of 1767, BNEst.
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Back views of cats. 19 and 20

one without being tempted to give up on it. In fact, life, char-
acter, and physiognomy dwell on the face.””!

With his portrait of Diderot, Houdon perfected what would
be key to his formidable success: the transcription of the gaze.
His technique, which he did not invent but which he refined
throughout his career, was to carve a depression for the iris and
define the pupil with a hollow at the bottom,” leaving a bit of the
material in relief along the edge of the iris to allow for the play
of shadow and light and to simulate the lifelike quality of the
eyes. In contrast to the extreme sensitivity of the modeling of
the eyes and the flesh, Houdon treats the hair as a dense mass,
with individual strands incised on the temples. On the reverse,
on the long upper edge of the truncation, he carved fine striations
like those found on the backs of finished marbles. In the mas-
terful bust of 1771, which is Houdon'’s earliest known portrait,23
the sculptor captured the ideal image of Diderot, with his profile
worthy of a medal, balanced between the thinker’s timeless
state —equaling the Ancients—and the vivacity of the curious
mind open to its time. “Is not Houdon. .. the sculptor Diderot

24
demands, and of whom he dreams?”

GUILHEM SCHERF

Back views of cats. 21 and 22

PROVENANCE

+ Louvre terracotta -

Commissioned by Prince Dmitrii Alekseevich Golitsyn, Russian ambassa-
dor to France, according to a letter from Diderot to his sister dated 23 Mar.
1770: “Le prince de Gallitzin fait faire mon buste” (Diderot [ed. 1955-1970],
10:40—41); most likely identical with the bust displayed at the Salon of 1771,
no. 281 (no record of medium); retained by the sculptor until his death
(?); posthumous sale of contents of Houdon’s studio, Paris, 15-17 Dec. 1828,
no. 17 (cachet de latelier probably added at this time); collection of Frangois-
Hippolyte Walferdin (1795~1880), physicist and politician, a native of

Langres; donated in his name by his heirs, 1880.

+ Versailles marble -

Collection of Robineau de Bougon, member of the House of Deputies;
donated by Robineau to King Louis Philippe for the Musée de Versailles and
accepted 22 Nov. 1838 (AMN, S8); came to the museum in 1843.

+ Langres bronze -+

On 29 Aug. 1780 the municipal council of Langres, Diderot’s native city,
asked the philosopher for permission to have his portrait done to adorn one
of the rooms in city hall (Tourneux 1913, 186 -18y). As Diderot’s daughter
recalled: “In 1780... the mayor and four municipal magistrates wrote my
father to ask him for a portrait they would pay for, requiring only that he
give the artist the time needed. My father replied to his compatriots as he
ought to have done; he sent them the bronze bust M. Houdon had executed
of him. It was placed in a room at city hall, on a small cabinet containing the
Encyclopédie and his books. The day it was set in place, they held a corporate
dinner, placed the bust atop a table, and drank to its health. These details,
given my father by the mayor, brought him very sweet moments. The city
sent some trifle or another to M. Houdon, who, for his part, responded by

sending the gentlemen plasters of the bronze bust they had honored”
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(“Mémoires pour servir a lhistoire de la vie et des ouvrages de Diderot, par
Madame de Vandeul, sa fille,” Mémoires, correspondance et ouvrages inédits
de Diderot. .. [Paris, 1830], 1:60). Diderot’s and Houdon'’s gestures and the
appreciation of the municipal council of Langres are documented in an
exchange of letters (Diderot [ed. 1955-1970), 15:187~188, 228 - 231,
233-236). The bust is mentioned in Houdon'’s autograph list of works
(ca. 1784) under the year 1781: “Un buste en bronze de M Diderot, déposé
dans I'hotel de ville de Langre, sa patrie.”

-+ Stockholm plaster -

Most likely acquired by the comte de Creutz, Swedish ambassador to Paris,
in 1783 when Houdon executed the bust of Gustav III. Sent to the king and
installed in his bedroom at the former Haga summerhouse (posthumous
inventory of Gustav III, 1792, National Archives, Stockhom, K 50). Became

part of the Nationalmuseum collection in 1928.

EXHIBITIONS

+ Louvre terracotta -+

Possibly Paris, Salon cat. 1771, no. 281; Paris 1865, no. 3662; Paris 1878, no.
536; Diderot [exh. cat., Bibliothéque Nationale] (Paris, 1963-1964), no. 335;
Paris 1984-1985, 455456, no. 132, ill.; Frankfurt 1999-2000, 134136,
no. 79, ill.

+ Versailles marble

Versailles 1928, no. 8.

-+ Langres bronze -+

Versailles 1928, no. 9, ill.; Paris 1928, no. 15.

-+ Stockholm plaster -
Paris 1928, no. 16; Catherine the Great & Gustav 11 [exh. cat., National-
museum)] (Stockholm 1998-1999), no. 242, ill.; Face to Face: Portraits from

Five Centuries [exh. cat., Nationalmuseum] (Stockholm, 2001), no. 76, ill.

REFERENCES

-+ Louvre terracotta -

Délerot and Legrelle 1857, 34, 41-43; J. Assézat and Maurice Tourneux,
“Iconographie,” GEuvres complétes de Diderot (Paris, 1877), 20:111; Maurice
Tourneux, “Hommages rendus a Diderot par ses compatriotes (1780-1781),”
BSHAF (1913), 190; Vitry 1928a, 12; Giacometti 1929, 2:37; Réau 1964,
1:353—354, 2:30, no. 115, pl. LIV; Francis Watson, “Diderot and Houdon: A
Little-Known Bust,” in The Artist and the Writer in France: Essays in Honour
of Jean Seznec (Oxford, 1974), 16-17; Arnason 1975, 21-22, pl. 12a; Hecht
1994, 30, ill.; Jeannette Geffriaud Rosso, Diderot et le portrait (Pise, 1998),
5457, ill.; Louvre cat. 1998, 422, ill; Sauerlinder 2002, 19, figs. 4-5.

+ Versailles marble -

Montaiglon and Duplessis 1855, 169; Délerot and Legrelle 1857, 180; Assézat
and Tourneux 1877, 111; Soulié 1880, no. 855; Tourneux 1913, 190-197; Vitry
1928a, 12; Giacometti 1929, 2:38; Réau 1964, 1:353, 2:30, no. 115, pl. 55;
Arnason 1975, 23; Versailles cat. 1993, 124, no. 493, ill.; Geffriaud Rosso
1998, 5961, ill.

+ Langres bronze +
Montaiglon and Duplessis 1855, 169 —170; Délerot and Legrelle 1857, 44,
180; Vitry 1907b, 207, no. 97; Tourneux 1913; Vitry 1928a, 12; Vitry 1928b,

ill. 6o; Giacometti 1929, 2:39, ill.; Réau 1964, 1:78-79, 353, 2:30, no. 115;
Arnason 1975, 23, pl. 12b; Geffriaud Rosso 1998, 57-59.

+ Stockholm plaster <+

Giacometti 1929, 2:39; Bengt Dahlbick, “Mycket likt. Nagra data och
reflektioner om fyra portritiskulpturer av Houdon,” Arshok f. svenka Stat.
Konstsaml. Stockholm (Stockholm, 1964), 12:99 104, ill; Réau 1964, 2:30,
no. 115; Nationalmuseum Stockholm. IHlustrated Catalogue— Swedish and

European Sculpture (Stockholm, 1999), 301, ill.

RELATED WORKS

Marbles

The Metropolitan Museum of Art, New York (inv. 1974.291); H. 54 cm;
inscribed on back: “Mr Diderot, fait en 1773 par houdon”; on front of
marble counterbase: “Il eut de grands Amis et, quelques bas jaloux / le Soleil
plait al'aigle, et blesse les hiboux”; text attributed to Abbé Le Monnier, repro-
duced below an engraving by Chenu after Garand’s portrait of Diderot (see
Diderot [ed. 1995a], 83 n. 69 [Salon de 1767]). Stroganov collection (Louis
Réau, “L'Art frangais du XVI11Ie siecle dans la collection Stroganov,” BSHAF
[1931], 65); Stroganov sale, Berlin, 12 —13 May 1931, no. 223, ill. {see Diderot
to Falconet, 30 May 1773: “I am very close to M. and Mme de Strogonoff”;
in Diderot [ed. 1955~1970], 12:229); given to the Metropolitan by Charles
Wrightsman in 1974. Hecht 1994 establishes with certainty that the bust
in the Metropolitan’s collection and that said to be housed at The State
Hermitage Museum are actually the same work; errors especially in Réau
1964, 1353, 2:30; London 1972, no. 381, ill.; Watson 1974; Arnason 1975,
21—22; and New York 1981, no. 1.

Musée du Louvre, Paris (inv. RF 1520), on marble base; H. 43 cm (with
base: 56 cm), W. 27 cm, D. 21.8 ¢m; inscribed on back: “Houdon Sculcit
[sic] 1775”; bequeathed by Charles-Denis (known as Albert) Caroillon de
Vandeul (1837-1911), descendant of the sitter, along with the portrait painted
by Louis-Michel Van Loo (see text above and Louvre cat. 1998, 427, ill.).

Plasters

Houdon sent five plasters to the municipality of Langres after the bronze
was installed at city hall on 30 Apr. 1780. As Diderot wrote to his daughter,
Mme de Vandeul, 28 July 1781: “I was afraid that plaster casts had been
made from my bust, and that it might at least have lost its color. Houdon was
very generous toward our municipal officers; he sent them, or is about to
send them, five terracottas. They may not be able to appreciate such a pres-
ent” (Diderot [ed. 1955-1970], 15:254). Mme de Vandeul corrected the word
“terracottas” to “plasters.” A plaster painted terracotta color; H. 52 cm;
with cachet de l'atelier on back, is at the Musée d’art et d’histoire, Langres,
listed in catalogues since 1873; see Montagu 1966, pl. 3.

Schlossmuseum Gotha (inv. P 36); H. 56.7 cm, W. 38.5 cm, D. 23.3 cmy;
acquired directly from Houdon by Duke Ernst II of Saxe-Gotha, who had
met Diderot through Frédéric-Melchior Grimm during a stay in Paris in
1768 as crown prince; see Schuttwolf 1995, 140-141, ill.

Formerly Royal Castle, Berlin (see Seidel 1900, no. 191; Paris 1928, 33,
under no. 15); bronzed plaster; H. 56 cm; cachet de latelier on back; acquired
directly from Houdon by Henry of Prussia; see Giacometti 1929, 2:39; and
Rheinsberg 2002, 442—443.

Private collection; bronzed plaster with cachet de latelier; offered to Frangois
Tronchin by Diderot’s daughter, Mme de Vandeul; see Réau 1964, 2:30, no.
115; and De Genéve a PErmitage. Les Collections de Frangois Tronchin [exh. cat.,
Musée Rath] (Geneva, 1974), no. 17: “Genéve, André Givaudan collection.”
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Bayerisches Nationalmuseum, Munich (inv. 65/3); bronzed plaster on
marble base; H. 46.2 cm; inscribed “Houdon 1780”; fragments of cachet de
Vatelier on back; acquired by the museum in 196s; see Bayerisches National-
museum. Bildfiihrer 2. Kostbarkeiten (Munich, 1975), 78 -79, no. 57, ill.

Yale University Art Gallery, New Haven (inv. 1977.72); painted terra-
cotta color; H. 57.2 cm, W. 27.9 cm, D. 24.5 cm; cachet de Uatelier on back;
gift to the museum from Mrs. Charles Seymour Jr., 1977. See Worcester
1964, 26-28; ill.; and Handbook of the Collections: Yale University Art Gallery
(New Haven, 1992), 184, ill.

Numerous plasters date from the nineteenth and twentieth centuries.
Castings were made of the Versailles marble in 1838 by Jacquet for the
historical galleries of the chiteau de Versailles (Versailles cat. 1993, 124, no.
494). The Louvre’s plaster cast workshop made copies beginning in 1883;
distributed since 1928 through the Musée de sculpture comparée at Le Tro-
cadéro (Rionnet 1996, 266, no. 1122; Enlart and Roussel 1910, 221, G 146).
One of these recent plasters (painted terracotta color) was in the bedroom

of writer Paul Léautaud (today in the Musée Carnavalet, Paris).

Bronze

Tourneux 1913, 184 (ill. p. 191), mentions a bronze pointed out by Anatole
France in an antique dealer’s shop before it was acquired by an “American
art lover” (unlocated).

Terracotta

Assézat and Tourneux 1877, 111, notes that Walferdin, prior owner of the
terracotta now at the Louvre, “had electroplated and plaster reductions made”
from the bust. Giacometti 1929, 2:39, reports: “my teacher Gustave Deloye
made casts after the terracotta Diderot in the Louvre, at the request of Walfer-
din; reworked with a tool, painstakingly respecting all the values of the model,
they constitute remarkable casts, which, over time, have taken on a patina
that might easily allow them to be confused with old versions.”

Reductions

Efforts have been made to identify the “Téte en marbre de petite proportion”
exhibited at the Salon of 1789 (no. 249) as a reduction of the bust of Diderot,
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which may be depicted on the upper shelf at the back of the artist’s studio
as painted by Boilly in 1804 (cat. 66), between busts of d’Alembert and John
Paul Jones.

Musée d’art et d’histoire, Langres (inv. 905.1.4); marble; H. 33 cm, W.
13 cm; inscribed on back: “Houdon F 1789”; gift of A. de Vandeul, 1905; see
Roland May, Les Collections des musées de Langres— Diderot (Langres, 19806).

Formerly J. Strauss collection; then Henri Piazza collection; plaster; H.
28.5 cm; inscribed “Houdon 1780” (Paris 1928, no. 17; Giacometti 1929,
1:162, ill); sale, Galerie Charpentier, Paris, 9—10 June 1935, no. 232.

Formerly at the Besangon museum as a gift of Senator Oudet (Castan,
Musée de Besangon. Inventaire des richesses d'art de la France [1889), 160); bronze;
H. 28 cm; inscribed on lower edge of truncation: “D’aprés le buste d’Houdon
tiré du cabinet de M. Walderdin”; listed in Paris 1928 under no. 17 and by
Giacometti 1929, 2:38; destroyed in the Besangon theater fire of 1958.

Sale, Hotel Drouot, Paris, 6 Mar. 19772, no. 119; H. 28.5 cm with wood
base; ill. on cover: “Petit buste en réduction... Terre cuite. Signé.” This
questionable little bust displays a significant variation in its particularly
thick eyebrows.

Boilly paintings
Bust of Diderot depicted in Boilly’s two paintings of Houdon in His Studio
(cat. 66), on the shelf to the right, next to the bust of Benjamin Franklin.

Dedication on cat. 20
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1. Watson 1974, 16. Golitsyn sometimes acted as repre-
sentative for the empress.

2. Hecht 1994, 32.

3. Charles-Nicolas Cochin influenced Elie Fréron in his
criticism for LAnnée littéraire, where Houdon’s works
are cited approvingly. Hecht 1994, 32, notes Golitsyn’s
classical taste, which supposedly led him to appreciate
Houdon’s submissions.

4. The friendship between Dmitrii Golitsyn and
Houdon was consolidated in 1774, with the prince’s
commissioning of two funerary monuments from the
artist; see cat. 57 and Dulac 1997.

5. “I received the last plasters [by Collot] you sent me
[from St. Petersburg]. I thank you both [Falconet and
Collot] and transmit to you not my praise, which you
would little value, but that of the art masters who have
taken them away from me. Ordinarily one does not
request, one does not take away, one does not hang in
one’s studio things one does not respect. Mlle Collot is
hanging in the homes of Le Moine, Guiart, Houdon,
etc.” (Diderot [ed. 1955-1970], 10:248).

6. “So, Falconet, you speak of Mlle Collot as if I didn't
know her. Did I not submit to her modeling tool and
hold her gaze for a week or two?” Two terracotta busts
of Diderot were fired in 1766 at Sévres, one of them
for Grimm (Diderot to Falconet, 6 Sept. 1768 and
beginning of Nov. 1766; see Diderot [ed. 1955-1970],
8:135 and 6:348).

7. “One of the good portraits of me is the bust by Mlle
Collot, especially the last, which belongs to my friend
M. Grimm. It is good. It is very good. It has replaced
another in his home that her master M. Falconnet had
done and which was not good. When Falconnet saw
his student’s bust, he picked up a hammer and shat-
tered his own in front of her. That is honest and coura-

geous. The bust, falling to pieces under the artist’s
blows, revealed two beautiful ears that had been pre-
served in their entirety under a shameful wig that
Mme Geoffrin had dressed me up in after the fact. M.
Grimm was never able to forgive Mme Geoffrin for
that wig” (Diderot [ed. 1995a], 84 [Salon de 1767)).

8. Diderot to Falconet, 6 Aug. 1769; see Diderot (ed.
1955-1970), 9:97. For Diderot’s posing for Lemoyne,
see Diderot (ed. 1995D), 405 (Pensées détachées sur la

peinture).
9. Diderot (ed. 1995b), 242 (Salon de 1771).

10. Marie-Louise Becker, “Marie-Anne Collot. LArt de
la terre cuite au féminin,” L'Estampille— L'Objet d'art,
no. 325 (June 1998), 74, fig. 3, despite the absence
of documents, identifies a terracotta bust of Diderot
(Musée national de céramique, Sévres; H. 35 cm
with base) as “the scale model of the 1766 bust for
the manufacture of the biscuit porcelain,” following
the hypothesis of Assézat and Tourneux 1877, 109—110.
Stylistically, however, the work is quite unlike the 1772
marble, and the treatment of the eyes too closely
follows Houdon'’s to accept that attribution and date
without reservation. The plaster at the Manufacture
de Sévres is dated 1780 - 1789 in Bourgeois and
Lechevallier-Chevignard 1914, no. 192, pl. 40.

11. See above note 5.

12. Mémoires secrets. Lettre sur le Salon de 1771 (see Fort
1999, 97); Journal encyclopédique (Deloynes XLIX,
no. 1320; MacWilliam 1991, 213); and Daudet de Jossan,
Lettre de M. Raphaél le Jeune (Deloynes IX, no. 141;
MacWilliam 19971, 214).

13. Fort 1999, 123. The editor of Mémoires secrets
describes a portrait of Diderot without a sculptor’s
name, but alongside three other busts by Houdon
(Lalande, Dauvergne, and Capperonnier).

14. “Buste de Mr Diderot, et a été exécuté en marbre”
(Vitry 1907b, 198, no. 11, no date given).

15. The dedication to Robineau was presumably
inscribed on the Versailles marble “out of gratitude for
the cost of execution borne by him” (Tourneux 1913,
190-191); see also Assézat and Tourneux 1877, 111.

16. Louvre cat. 1998, ill. p. 520.

17. Diderot (ed. 1995a) , 81-82 (Salon de 1767).
18. Diderot (ed. 1995a) , 375 (Salon de 1767).

19. Diderot (ed. 1984) , 68 (Essais sur la peinture).

20. From the article “Portrait” in the Encyclopédie.
See also Edouard Pommier, Théories du portrait. De la
renaissance aux lumiéres (Paris, 1998), 422.-423;

and Diderot (ed. 1995b), 445 (Pensées détachées sur la
peinture): “When the clothing of a people is shabby,
art ought to leave aside the costume. What does statu-
ary have to do with your jackets, your trousers, your
rows of buttons?”

21. Diderot (ed. 1995b), 448 (Pensées détachées sur la
peinture).

22. A comparable technique can be found especiaily
in Gian Lorenzo Bernini and Jean-Baptiste Defernex.
For Defernex’ bust of Mme Favart (1757, terracotta;
see Louvre cat. 1998, 328, ill.), the artist carved a
depression for the iris but without defining the pupil
as Houdon did.

23. “His Diderot of 1771 was almost his initial stroke
and his masterstroke all at once” (Vitry 1928c, 136).

24. Délerot and Legrelle 1857, 35.
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+ Francois-Marie Arouet, called Voltaire (1694 —1778)

Dated 1778
White marble with dark gray inclusions and veining on gray marble base

H. 36.8 cm (with base: 48.2 cm), W. 21.4 cm

Inscribed on back and proper right edge of truncation: LE PREMIER FAIT PAR HOUDON. 1778

Musée des Beaux-Arts, Angers (inv. MBA 54 [J1881]S)

Consistent with the inscription “le prémier fait par Houdon,”
this distinguished marble bust of Voltaire “téte nue” is consid-
ered to be Houdon’s first portrait of his famous sitter. The sub-
tlety and refinement of the carving convey the physical frailty of
the old man, while the sharply cut eyes, with their pupils look-
ing slightly to the side, attest to his undiminished intellectual
clarity and moral authority. An enigmatic smile graces the wide
toothless mouth and deepens the many wrinkles on the sunken
cheeks, adding to the ironic expression of the face. The back of
the bust is finished in Houdon's characteristic manner, with
short striations cut horizontally from the edges of the truncation
and in a variety of directions in the center. Following the classi-
cal formula first used for the portrait of Diderot (cats. 19-22), the
bust presents Voltaire with an abbreviated, undraped torso and
“nude” head, save for the sparse remains of his natural hair. This
appears to have been the underlying model for Houdon’s more
elaborate versions of Voltaire with wig and in contemporary
costume (cat. 24), with fuller hair and headband, or dressed in
antique garment (cat. 25).

On 10 February 1778, at the age of eighty-three and after
nearly thirty years in exile, the celebrated philosopher, author,

. . 1
and man of letters returned to the French capital for a last time.

Welcomed by Parisians with admiration and respect, Voltaire
immersed himself in intense activity, meeting people (among
them Denis Diderot, Jean Le Rond d’Alembert, and Benjamin
Franklin), visiting the Académie francaise and other institu-
tions, and collecting honors of all kinds. The sage received
enthusiastic ovations from the audience when he attended
the presentation of his play Iréne at the Comédie-Francaise on
30 March, and a laurel wreath was placed on his head upon his
entrance. After the performance came the legendary moment
when the actors spontaneously moved his bust to the stage and
crowned it with wreaths and flowers.” Contrary to popular
belief,’ the sculpture used for this homage was not the Voltaire
“a la francaise” by Houdon (cat. 24) —the marble of which
entered the collection of the Comédie Francaise only in Febru-
ary 1779 —but an earlier portrait, probably a plaster by Jean-
Baptiste II Lemoyne of 1748, which Jean-Jacques Caffieri had
donated to the theater in honor of Voltaire’s arrival in Paris.”
Around the same time Houdon, who, unlike many artists
of his day, had never traveled to Voltaire’s retreat at Ferney, exe-
cuted his first representation of the patriarch. Frédéric-Melchior
Grimm recalls that Voltaire agreed to sit for Houdon after see-

ing the sculptor’s newly finished portrait of Moliére and that it
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took but two or three sessions, which the philosopher attended
cheerfully.5 These sittings must have taken place in the second
half of March, since until then Voltaire was seriously ill with a
hemorrhage he had suffered only fifteen days after his arrival
in Paris. The bust was completed by 16 April 1778 when Frangois
Métra noted: “All of Paris goes to the studio of M. Houdon to
see a bust of M. Voltaire that is without question the closest like-
ness of all the portraits one has done of this patriarch.”6 Of the
numerous portraits done of Voltaire in the previous sixty years,
this was the only one that completely satisfied the sitter and his
fans. Grimm marveled, “The eyes have so much life, an effect of
light so ingeniously handled, that M. Greuze himself, in seeing
the bust for the first time, initially thought that the eyes were
made of enamel or some other colored material.”’ Consequently,
and even more following Voltaire’s death on 30 May 1778,
Houdon'’s studio turned into a public attraction, drawing crowds
of people who wanted to see this much-acclaimed, lifelike imalge.8

Although the bust of Voltaire “téte nue” was not officially
included in any of the Salons,9 it was the most often reproduced
version of Houdon'’s portraits of the philosopher and exists in
multiple examples in marble, bronze, plaster, and terracotta.
Its generically classical format—bare-chested and with a short,
curved truncation—is based on prototypes found in ancient
Roman portrait sculpture and coinage. Having introduced this
type with the bust of Diderot (cat. 19) in 1771, Houdon repeat-
edly used it later for representations of intellectuals and men
of ideas, such as for d’Alembert in 1779 (cat. 27), the comte de
Buffon in 1781 (cat. 28), or George Washington in 1785. Like
the Romans, he successfully combined a realistic depiction
of the idiosyncrasies of a particular face with the idealization
of the sitter’s spirit and character, thus placing Voltaire on a par

with the ancient philosophers and writers.

ULRIKE D. MATHIES

Detail of signature
on cat. 23
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Back view of cat. 23

PROVENANCE

From the collection of Toussaint Grille (1766-1850), Angers, and possibly
identical with a marble sold for 700 francs from the estate of Claude-Joseph
Clos, “ami particulier” of Voltaire, Paris, 18 Nov. 1812, 55, no. 57: “Le buste
en marbre de Voltaire, sur socle bleu turquin, et sous sa cage de verre, placé
sur une gaine a jour plaquée en ébéne, avec ornements de cuivre doré, et
garnie de glaces sur les trois faces. Ce buste est le premier fait par M. Houdon
en 1778,” which reappeared in the Doyen sale, 6 Mar. 1826, no. 51; perhaps
Duchamp sale, Angers, 14 Feb. 1848, 12, no. 4; bought for go francs after
Grille’s death, Angers, 28 Apr. 1851, 6, no. 57, by Leclerc-Guillory (1789 -
1858), who donated it to the city of Angers in 1854; deposited at the museum,
where it remains today.

EXHIBITIONS

London 1972, 252~253, no. 390, pl. 57; Les Anneaux de la mémoire. Nantes-
Europe, Afrique, Amériques [exh. cat., Chateau des ducs de Bretagne] (Nantes,
1992-1994), 124; Autour de David d’Angers. Sculptures du XVI1Ie siécle et du
début du XIXe siécle dans les collections des musées d’Angers [exh. cat., Musée des
Beaux-Arts] (Angers, 1094-1995), 42—43, no. 7, ill. p. 45; Paris 1994, 228,
no. 281; L'Edit de Nantes [exh. cat., Nantes and Pau] (Paris, 1998 -1999), 105,
ill. p. 92; Frankfurt 1999 ~-2000, 136-137, no. 8o, ill.

REFERENCES

Jouin 1870, 91, no. 33; Jouin 1881, 145, no. 34; Inventaire général des richesses
d’art de la France. Province. Monuments civils (Paris, 1885), 3:85; Henry Jouin,
Histoire et déscription des Musées d’Angers (Paris, 188s), 85; Gonse 1904,
43-44, ill; Lami 1910-1911, 1:419; Giacometti 1918 -1919, 2:350; Marcel
Valotaire, Le Musée d’Angers (Paris, 1928), ill. p. 159, pl. 57; Giacometti 1929,
2:159-161; Morant 1950, 7-38, pl. 3; Réau 1964, 1:359, 2:45, no. 202F, pl. CV.
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RELATED WORKS

Documented versions of Voltaire “téte nue”

Among the multitude of versions of Voltaire “téte nue,” which appeared in
sales from the eighteenth century on, only the following shall be mentioned.

Bronze and marble

Two busts, one in bronze and one in marble, sold for 7,500 and 5,000 livres,
respectively, in Houdon’s studio sale, 8 Oct. 1795, 1314, nos. 70, 79; and a
marble “Buste de Voltaire” offered in posthumous sale of contents of
Houdon’s studio, 15-17 Dec. 1828, 15, no. 12 (as opposed to no. 11: “Buste
habillé de Voltaire”).

Plaster

A plaster version from the collection of Prince Henry of Prussia in the Schloss-
museum, Berlin, before World War II (H. 47 cm; cachet de latelier); men-
tioned in the inventory drawn after Henry’s death in 1802 as one of four busts
installed on carved wall brackets in the “Thurm-Kabinette” (tower room) on
the second floor of Schloss Rheinsberg (GS T APK, 1. HA Rep. 133, no. 190,
fol. 13v) and recorded there in a watercolor by W. Streckfuss ca. 1880;
transferred ca. 1895 to the museum in Berlin, where it remained until its
disappearance during the war. See Rheinsberg 1985, rev. ed., ill. pp. 69-70.

Print

Engraving by Augustin de Saint-Aubin (see fig. 1) shows the bust in a round
frame without its socle and in profile to the right against a dark background.
For a list of other engravings after the bust see Desnoiresterres 1879, 11r7-118.

Principal extant versions of Voltaire “téte nue”

Plaster

Schlossmuseum Gotha (inv. P 72); H. 37.5 cm (with base: 48.3 cm), W. 22.2
cm; painted to resemble verdigris bronze (Schuttwolf 1995, 150, no. 58, ill.);
probably identical with the bust mentioned in Klebe 1796, 103, as located
in the palace of Prince August of Saxe-Gotha, brother of Ernst II, “am
duRersten Ende der Vorstadt vor dem Siebeleber Thore”: “Eins derselben
[Zimmer] enthilt... mehrere Biisten, worunter sich die von Voltaire und

Rousseau, die Houdon in Paris verfertigt hat, auszeichnen.”

Marbles
Musée Lambinet, Versailles (inv. 648); H. 36 cm (with base: 46.5 cm), W. 20.5
cm; inscribed on proper left edge of truncation: “Houdon. 1778”; reportedly
from scholar and politician Pierre-Claude-Frangois Daunou (1761-1840);
bought by the city of Versailles from Docteur des Etangs in 1885. See
Gendre 1997, 119, no. 189, ill.

Musée du Louvre, Paris (inv. RF 3520); H. 35 cm (with base: 45.5 cm),
W. 19.5 cm; inscribed on back edge of truncation: “houdon f. 1778”; gift
of the comtesse Marie-Louise Biver in 1981. See Louvre cat. 1998, 2:431, ill.

Deutsches Historisches Museum, Berlin (inv. P1 95/15); H. 33.8 cm, W.
20 cm; inscribed on back edge of truncation: “houdon f. 1778”; acquired in
1995 from Galerie Koller, Zurich. See Koschnick 1997, 255, ill.

The Metropolitan Museum of Art, New York (inv. 1972.61) (see fig. 2);
H. 36.6 cm (with base: 48 cm), W. 21 cm; inscribed on proper left edge
of truncation: “HOUDON. 1778”; from collection of Count Aleksandr
Sergeevich Stroganov in St. Petersburg; Stroganov sale, Berlin, 12-13 May
1931, no. 224, for 26,000 Marks; Thomas Fortune Ryan, New York; in
1972 acquired from Mrs. John Barry Ryan. See The Wrightsman Collection
(New York, 1973), 5:402, ill. p. 399.

1. Augustin de Saint-
Aubin, Bust of
Voltaire, ca. 1778,
engraving, BNEst,
Hénin Collection.

2. Houdon, Bust of Voltaire, 1778, marble, The Metropolitan Museum of Art,
New York.
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National Gallery of Art, Washington (inv. 1963.10.240); H. 36.6 cm
(with base: 44.8 cm), W. 21.2 cm; inscribed on proper right edge of trunca-
tion: “HOUDON. 1778”; cachet de latelier on back; reportedly from collec-
tion of Mme Denis, niece of Voltaire; Chester Dale Collection through

Parke-Bernet, 20 Nov. 1942, 16, no. 25. See NGA cat. 1994, 110, ill.

Bronzes
Musée du Louvre, Paris (inv. RF 345); H. 35 cm (with base: 45 cm), W. 20.8
cm; inscribed on proper left edge of truncation: “HOUDON.1778”; dis-
covered in 1871 by sculptor Adolphe-Victor Geoffroy-Dechaume “dans les
décombres d'un monument public” burned down during the Commune
in Paris and given by him to the state in 1876; Dépét des marbres; at the
Louvre since 1880. See Louvre cat. 1998, 2:422, ill.

Pushkin Museum, Moscow (inv. 94); H. 34.5 cm (with base: 45.3 cm),
W. 20.6 cm; inscribed on proper left edge of truncation: “Houdon.1778”;
acquired by Catherine II of Russia through Grimm for 2,000 livres, along
with a plaster of Houdon'’s bust of Voltaire “a la frangaise,” present location
unknown (see cat. 24, Related Works); received in St. Petersburg before 1 Oct.
1778; transferred from the Hermitage to the Pushkin in 1927. See SIRIO
1878, 95, 104, 107-108; SIRIO 1885, 19, 25; see also Réau 1932, 21, 25, 27,
29,30, 33.

Undesignated busts of Voltaire (all versions)

in sales during Houdon’s lifetime

Marbles

Etablissement de I'Elysée, 13 Aug. 1798, no. 92 (with bust of Rousseau);
Boullongne, 8 May 1787, no. 240; Choiseul-Praslin, second sale, 9 May

1808, no. 48; Quentin Crawfurd, 20 Nov. 1820, no. 418; [Bertrand], 2 June

1824, no. 122; comtesse de Looz, 21 June 1825, no. 173.

Bronzes

In the context of his trip to the U.S. in 1785, Houdon put a bronze of Voltaire
up for sale in Philadelphia for 30 louis, which had not sold by Oct. 18c0
(BMV, F 946, nos. 33-34, 38, 43, 49). [Leboeuf], 8 Apr. 1783, no. 120; Ber-
geret, 24 Apr. 1786, no. 495; [D’Espagnac et Tricot] par Lebrun, 22 May 1793,
no. 193 (with bust of Rousseau); Anonymous, 29 Nov. 1793, no. 41; Anony-
mous, 6 May 1795, no. 58; Le Bas-Courmont, 26 May 1795, no. 75 (see
[Leboeuf] sale); Porché-Vaubal, 30 Aug. 1797, no. 110 (antique drapery); Ver-
dun-Bouquet, 26 Dec. 1798, no. 177 (antique drapery); Montaléau, 19 July
1802, no. 306; Clos, 18 Nov. 1812, no. 58 (with bust of Rousseau); Rocheux,

29 Jan. 1821, no. 66; Varroc et Lafontaine, 28 May 1821, no. 222.

Plasters

[Chevalier] par Lebrun, Paris, 28 Nov. 1785, no. 104 (with bust of Rousseau);
Etablissement de I'Elysée, 13 Aug. 1798, no. 83 (with busts of Moliére
and Rousseau); Anonymous, 13 Dec. 1824 (with busts of Franklin and

Washington).

Terracottas
Dubois-Verrier et Claudion frére, 12 June 1783, no. 57 (with bust of Rousseau);

Haudry posthumous sale, Orléans [1800], 31, no. 49.

1. For contemporary sources see Damilaville 1878.
2. See Grimm’s report in Corr. littéraire, 12:69~73.
3. E.g., Arnason 1975, 52, 112 n. 121.

4. Cf. Guiffrey 1877, 276; Desnoiresterres 1879,
96-101; and Monval 1897, 40. The event and the
bust are documented in Jean-Michel Moreau le

Jeune’s contemporary illustration, engraved by
Charles-Etienne Gaucher in 1782 (BNEst, Ob').

156

5. May 1778, Corr. littéraire, 12:104. The sentimental
anecdote about another coronation with laurel at this
last sitting, told by the marquis de Villevieille almost

twenty-five years after Voltaire’s death, lacks credibility;

see Willibald Sauerlinder, Jean-Antoine Houdon.
Voltaire. Eine Einfiihrung (Stuttgart, 1963), 11-12;
excerpts reprinted in Réau 1964, 1:54.

6. Métra 1787-1790, 6:164; see also Bachaumont
1780-1789, 11:198.

7. Corr. littéraire, 12:104.

8. Corr. littéraire, 12:104-105; 13 June 1778, Métra
1787-1790, 6:291.

9. The terracotta busts of Voltaire “a la frangaise” and
“a 'antique” were shown in the Salon of 1779, as nos.
19 and 23.



24

Francois-Marie Arouet, called Voltaire (1694 —1778)

1780

White marble with gray veining on separate, modern, white marble base
H. 61.7 cm (with base: 80.3 cm), W. 53.8 cm

Inscribed on back: VOLTAIRE | HOUDON, F. ANNEE / 1778.

Berlin-Brandenburgische Akademie der Wissenschaften Archiv (inv. VZLOBO-0029)

Houdon'’s bust of Voltaire “4 la frangaise,” a masterpiece of great
beauty and subtlety, radiates the vitality of the French patriarch.
It presents the celebrated philosopher in the French costume of
his time, with a heavy, old-fashioned wig and the hint of his
proverbial sardonic smile. The cloaklike garment around his
shoulders and chest lends the sitter greater dignity and author-
ity, one of the first instances in which Houdon turned to the
conservative portrait style made popular under Louis XV and
used for members of the court and the aristocracy. Voltaire is
not the ancient Seneca or Socrates here, but the gallant who
frequented the courts of Europe. Frederick II insisted on hav-
ing this type of bust rather than the version “a 'antique”: “Let’s
not insult his country by giving him a costume that would make
him unrecognizable; Voltaire thought in Greek, but he was
French. Let’s not disfigure our contemporaries by giving them
outfits of a nation that is now vilified and degraded under the
tyranny of the Turks, their conquelrors.”l

Voltaire’s relations with the Prussian King Frederick the
Great were generally stormy, as both men had unyielding egos.2
Frederick, an admirer of Voltaire’s ideas and an aspiring philoso-
pher himself, initiated their correspondence in 1736. Fourteen

years later Voltaire accepted the king’s long-standing invitation

to join his illustrious court in Potsdam as a well-paid compan-
ion and language teacher. At first delighted by the hospitality
and freedom of expression he enjoyed there, Voltaire soon
became the center of quarrels and scandals, which led to a
breach with the king. When he hastily left Prussia in 1753, he was
disillusioned and his friendship with Frederick had soured. Yet
Voltaire and the king resumed their correspondence despite
their differences, continuing it until Voltaire’s death in 1778.
In 1770 Frederick had contributed 200 ecus to the sub-
scription for Jean-Baptiste Pigalle’s ill-fated statue of Voltaire
organized by a group of French philosophes.3 Eight years later,
after Voltaire had died, the French mathematician and coeditor
of the Encyclopédie, Jean Le Rond d’Alembert, approached the
king about investing in another sculpture of the patriarch,
this time for Frederick’s own collection.” In a long letter of early
July 1778 d’Alembert recalled Voltaire’s triumphal return to
Paris —but also his last hours, full of concerns about his burial
and his thwarted attempt to regain the Church’s approbation.
D’Alembert pleaded with Frederick to set an example for other
European monarchs by giving Voltaire not only the honor
denied him by the French authorities but a dignified funeral

and a religious service as well. In this context d’Alembert men-
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Back view of cat. 24

tioned Houdon’s bust of Voltaire for the first time, elaborating
in his next letter that it was “made of terracotta, waiting to be
executed in marble,” and that it was “worthy of being placed
in His Majesty’s collection and given by Him to the academy
in Berlin.”’ For almost two and a half years Houdon’s bust was
a recurring subject in correspondence between the encyclopédiste
and the king.6 D’Alembert also encouraged Frederick to write
his own Eulogy to Voltaire, which was read on 26 November
1778 at the Akademie der Wissenschaften, Berlin; he suggested
a memorial service that, secretly organized by the Protestant
king, was held in the Catholic church in Berlin on the second
anniversary of Voltaire’s death;8 and he argued for the erection
of a commemorative monument to Voltaire in that same church.

By September 1779 d’Alembert specified that Houdon’s
bust of Voltaire, executed in marble, would cost 1,000 ecus
(Reichsthaler), or 3,000 French livres, and was available in two
variants, one “a 'antique,” the other —not as picturesque but
of perfect likeness —with a wig. Although interested, Frederick
was hesitant. In October 1779 he deferred any possible acqui-
sition to the following year, owing to the expenses of the War of
Bavarian Succession. He postponed the purchase again from
May to September 1780, when full payment would be made.
Pressed repeatedly by d’Alembert, the king finally decided he

wanted the bust of Voltaire in contemporary clothing. But he
balked at the idea of a cenotaph to the philosopher in the
Catholic church, arguing that neither the architectural setting
nor the religious context was suitable. While d’Alembert
remained adamant about this proposed monument, he urged
the king to acquire two busts of Voltaire, one for his personal
collection and one for the academy. In November 1780 Freder-
ick put an end to all discussion, saying he would place a bust of
this rare and unique man in the “sanctuary of sciences,” where
he would be at home, not in the church, where his ghost would
be indignant and where, after Frederick’s death, there would
be countless chances that some fanatic would mutilate the like-
ness of this apostle of tolerance. The bust was mentioned a last
time 15 December 1780, when d’Alembert announced that it
was completed and ready to be shipped.9

On 8 February 1781 the director of the “French studio” at the
Prussian court, Jean-Pierre-Antoine Tassaert, delivered Houdon'’s
marble bust of Voltaire by royal decree to the Akademie der Wis-
senschaften, Betlin."’ One of the French members of the acad-
emy, Dieudonné Thiébault, recalled the occasion, noting that
from his new vantage Voltaire seemed to be able to see, hear,
and spy on all the academicians gathered before him, and won-
dering if they could continue to meet in the face of mocking the
philosopher’s expression. Thiébault thought it remarkable that
Frederick had never seen the bust, even when it passed through

. . . 11
Potsdam in a crate on the river, nor did he want to see it.

ULRIKE D. MATHIES

PROVENANCE
Given by King Frederick II of Prussia to the Akademie der Wissenschaften,
Berlin; delivered 8 Feb. 1781 and installed in the conference room; still in the

possession of the academy.

EXHIBITIONS

Paris 1900¢, 66, no. 35, ill. p. 14; Berlin 1910, 48, no. 239, ill. (and 2nd rev.
ed., 37, no. 32, ill.); Berlin 1912, 15, no. 10, pl. 19; Berlin 1955, 71, ill. p. 43;
Barock und Klassik. Kunstzentren des 18. Jahrhunderts in der Deutschen
Demokratischen Republik [exh. cat., Schallaburg] {Vienna, 1984}, 220, no.
1173, ill. p. 221; Friedrich I1. und die Kunst. Ausstellung zum 200. Todestag [exh.
cat., Neues Palais] {Potsdam, 19806), 137, no. X.7; Kunst in Berlin 1648—1887
[exh. cat., Altes Museum] (Berlin, 1987), 160~161, no. Dgy; Voltaire in
Potsdam [exh. cat., Altes Rathaus] (Potsdam, 1991), 117, no. 1, pl. 1; Friedrich
der Grofse. Sammler und Mzen [exh. cat., Kunsthalle der Hypo-Kulturstiftung
(Munich, 1992-1993), 92, no. 30, ill. p. 93; Paris 1993-1994, 228, no. 280.
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1. Houdon, Bust of Voltaire, after
1778, plaster, Residenz, Ansbach,
Bayerische Verwaltung der staatlichen
Schlosser, Grten und Seen.

2. Houdon, Bust of Voltaire, 1778,
terracotta, Musée des Beaux-Arts,
Orléans.
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RELATED WORKS

Documented versions of the bust of Voltaire “a la francaise,”

with or without drapery

On 4 June 1778 the Academie frangaise decided to commission a painting
after Houdon’s bust of Voltaire for their main assembly hall, as a pendant
to a copy of Nicholas de Largilliére’s portrait of the twenty-four-year-old
Voltaire. Although Houdon granted permission, the idea was abandoned
and the bust itself acquired; a terracotta presented as a gift from Jean Le
Rond d’Alembert in a public session paying tribute to the late philosopher
on 25 Aug. 1778.

In Jan. 1779 Houdon honored a promise to d’Alembert to give plasters
of the bust to each academician, who responded by granting him free life-
time admission to their meetings, a copy of their dictionary, and a bag with
100 jetons (Registres 1895, 3:435, 436, 440, 442, 447). Houdon also sent a
bust to the Loge des Neuf Soeurs on 26 Feb. 1779 (Bachaumont 1780-1789,
13:1294~295).

A terracotta of the bust with drapery at Salon of 1779, no. 219, as “Buste

en terre cuite,” with Houdon’s bust of Moliére. A marble “Buste de Voltaire,
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coéffé en perruque & posé sur piédouche; hauteur 24 pouces [61 cm],” sold
for 11,810 livres in Houdon’s studio sale, 8 Oct. 1795, 14, no. 78; and a
marble “Buste habillé de Voltaire” appeared in the posthumous sale of the
contents of Houdon'’s studio, 15—17 Dec. 1828, 15, no. 11.

Besides the present marble, Frederick the Great acquired a plaster
in the same format, which he gave to the library in Berlin (now lost): “Die
Berliner Bibliothek aber bekam eine schéne Gipsbiiste des verewigten
Voltaire von dem berithmten Pariser Bildhauer Houdon”; “Die Berliner
Gipsbiiste ist ein Abguf der bekleideten Biiste von Houdon, welche 1778
gearbeitet und im Foyer des Théatre francais, Moliére’s Biiste, von demsel-
ben Houdon, gegeniiber aufgestellt ist” (Preuss 18321834, 4:211and n. 1).

Through Grimm, Catherine II acquired for 2,000 livres a plaster
version of Voltaire with a wig (location unknown), along with a bronze of
the variant “téte nue” (see cat. 23, Related Works).

A terracotta-colored plaster, probably “a la francaise,” was bought by
Thomas Jefferson in July 1789 and shipped to the U.S. on his return from
France that fall. It was installed alongside Houdon's bust of Jacques Turgot

in the entrance hall at Monticello, Jefferson’s home in Virginia (Monticello

1993, 215-216, 434).

Principal extant versions of the type with drapery

Marble

Comédie-Frangaise, Paris (inv. S 189); H. (with base) 8o cm; inscribed across
front of base: “Frangois Marie Arouet de VOLTAIRE. né a Paris en 1694 et
mort en 1778”; on right side of base: “Fait par Houdon Sculpteur. 1778”;
placed at the Comédie-Frangaise, 18 Feb. 1779, “Pour les entrées de Dezéde
auteur de la musique des Deux Pages” (inventory book of the Comédie

Frangaise). See Monval 1897, 40-41, no. 38.

Plasters

Residenz, Ansbach (inv. AnsRes P20) (see fig. 1); H. 61 cm (with base: 72.5
cm), W. 54 cm; painted terracotta color; cachet de Fatelier on proper left side
of back; probably acquired by Margrave Alexander in Paris; recorded in Fis-
cher 1786, 60, as installed in the Residenz at Ansbach in a room next to the
library holding the coin collection: “Das Hochfiirstliche Miinzkabinett. ..

findet sich neben der Bibliothek in einem sehr schénen, mit Antiken,

3. Bust of Voltaire,
after 1780, engraving,
BNEst, Hénin
Collection.
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Gemihlden, und einer Sammlung von Gemmen und Biisten gezierten
Zimmer. Erst vor kurzem ist das zu Paris verfertigte Brustbild Voltirs dahin
geliefert worden.” See Bogyay 1964, 117-120, figs. 8—10; Paradies des Rokoko.
2: Galli Bibiena und der Musenhof der Wilhelmine von Bayreuth fexh. cat.,
Bayerische Verwaltung der staatlichen Schosser, Girten und Seen] (Bayreuth,
1998), 152, no. 39, ill.

Staatliches Museum, Schwerin (inv. 5924); H. 63 cm (with base: 74.5
cm), W. 54 cmy; cachet de Fatelier on lower center of back of truncation; from
collection of the duke of Mecklenburg-Schwerin. See Schwerin 2000, 180,
no. 6,ill.

Principal extant versions of the type without drapery

Marbles

Musée du Louvre, Paris (inv. RF 1426); H. 48 cm (with base: 63 cm), W. 44.3
cmy; inscribed: “HOUDON. 1778”; purchased from Colonel “Bou. .. ville”
in 1848 by the French ministry of the interior; transferred to the Louvre
in 1906. See Louvre cat. 1998, 2:426, ill.

Musée national du chiteau de Versailles (inv. MV 852; MR 2189); H. 53
cm (with base: 66 cm), W. 41 cm; inscribed on proper left side: “Houdon.
F 1782"; bought from M. Sellier by Alexandre Lenoir in 1801 for the Musée
des monuments frangais for 500 francs; transferred to the Galerie dAngouléme
in the Louvre in 1821; then to Versailles in 1832. See Versailles cat. 1993, 372,
no. 1741, ill.

National Gallery of Art, Washington (inv. 1942.9.127); H. 52.7 cm, W.
45.5 cm; inscribed on center back: “AROUET DE VOLTAIRE, [ NE A PARIS

Signature on cat. 24

EN 1694, ET MORT EN 1778”; on truncation of proper right arm: HOUDON,
F. 1778”; reportedly executed for the Lamoriniére family, France, and taken by
them to England in 1870/1871; Duveen Brothers, Inc., London, by 1900; sold
8 Nov. 1901 to Peter A.B. Widener, Pennsylvania. See NGA cat. 1994, 110, ill.

Plaster
Musée des arts décoratifs, Paris (inv. 19084); H. 54.5 cm (with base: 67 cm),
W. 45 cm; Dupré bequest in 1913.

Terracotta

Musée des Beaux-Arts, Orléans (inv. 1693) (see fig. 2); H. 49 cm (with marble
base: 60 cm), W. 42 cm; inscribed on truncation of proper right arm: “houdon
f. 1778”; cachet de latelier on truncation of proper left arm; from collection of
Frangois-Pascal Haudry (1718 -1800); Haudry sale, Orléans [1800), no. 49;
Vandeberghe collection; acquired ca. 1848 by M. Dupuis and donated to the
museum by Mlles Dupuis in 188y. See Dijon and Orléans 1992, 81, no. 9, ill.

Prints

Two undated engravings show the Berlin marble on a round base, from
below and to the left against a dark background, one with a French inscrip-
tion — “Monsieur de Voltaire, d’aprés le buste donné par le Roi de Prusse
a IAcadémie de Berlin” —and the other German (BNEst, Hénin Collection,

D 285374 and D 285375) (see fig. 3).

1. See Frederick’s letter of 22 June 1780 to d’Alembert,
in Preuss 1846 -1856, 25:156, no. 221. van Treese 1974.
2. See Henning and Henning 1988, 328 -331, and
index; Frederick A. Spear, Bibliographie analytique des
écrits relatifs a Voltaire 1966 -1990 (Oxford, 1992), 200, 201.
48-31, nos. 340—369, and index.

6. See letters Preuss 1846-1856, 25:117-118, 122, 124,

3. See Frederick’s correspondence with d’Alembert,
6 July-26 Sept. 1770, in Preuss 1846-1856, 24:488 -
489, 491-492, 497-498, 501, 110s. 77, 79, 82, &5, 217-227.
4. On Frederick’s involvement with d’Alembert, who
was considered by some to have been the secret presi-

dent of the Akademie der Wissenschaften, Berlin, see

5. Second postscript, dated 3 July 1778 and letter of

126, 128-129, 136, 141, 148, 150, 152, 156-157, 159,
162~163, 165, 167-169, nos. 202, 205-209, 212, 214,

8. Described in Thiébault 1804, 5:292-303.

9. The bust bears the date 1778, the year of the
conception of its first model.

15 Aug. 1778, in Preuss 18461856, 25:114, 116, nos.

10. Preuss 18321834, 3:128, no. 26. See also the
handwritten protocol book of the meetings of
the academy. The event was also published under
“Assemblées publiques” in the journal of the
academy (Berlin, 1783), 7.

11. Thiébault 1804, 5:291-292.

7. See Preuss 1846-1856, 7:50-86.
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+ Francois-Marie Arouet, called Voltaire (1694 —1778)

Dated 1778
White marble on a separate, square, white marble base
H. 58.5 cm (with base: 67.7 cm), W. 50.1 cm

Inscription on proper left edge of truncation, filled with black wax:

Ordonné Par / S. M. |. / Llmpératrice de / Toutes / les Russies / Fait par Houdon / en 1778.

The State Hermitage Museum, St. Petersburg (inv. H CK. 7)

Among Houdon’s different renderings of Voltaire’s likeness,
the marble bust commissioned by Catherine II—in the year
of the philosopher’s death —is the most classical in style. The
subject is depicted “a lantique,” not only with a bare head but
in a Roman toga, deliberately evoking the image of an ancient
Roman orator. Catherine II had read Voltaire’s writings vora-
ciously during her long ascendancy to power, and she had
started to correspond with the author as soon as she assumed
political control over her vast empire in 1762. The letters
between this enlightened absolutist ruler and the “aubergiste
de I'Europe” form one of the outstanding epistolary exchanges
of the Age of Enlightenment. Catherine’s involvement with
the philosophes extended to inviting Diderot to complete the
Encyclopédie in Russia after he encountered problems with
French censors in 1762 and offering to bury Voltaire in Russian
soil in 1778 when the French clergy opposed giving a decent
burial to a man known for his atheist views and mockery of the
Catholic Church. Both Catherine and her philosophe friends
were keenly aware of the enormous propagandistic potential
of their correspondence.

The circumstances of Voltaire’s triumphant return to the

French capital on 10 February 1778, just a few months before

his death on 30 May, are well known, as is his veritable apoth-
eosis: the crowning of his bust with a laurel wreath in his pres-
ence on the stage of the Comédie-Frangaise two months earlier
(30 March 1778).1 Frédéric-Melchior Grimm appears to have
informed Catherine II by late February 1778 of Voltaire’s frag-
ile health. That there were plans to commission a bust can be
deduced from a letter Catherine wrote to Grimm on 13 April
1778, confirming that such a portrait would give her great pleas-
ure but expressing dismay that Voltaire’s health should have
been compromised by his last journey to Paris.” On receiving
news of Voltaire’s death soon after, Catherine plunged into a
profound and possibly genuine depression, as she wrote to
Grimm on 21 June 1778: “I feel a sense of universal discour-
agement and a great contempt for all the things of this world.”’
When communicating her disgust that the French clergy had
refused an honorable burial to one of the greatest thinkers of his
age, she even asked to Grimm to send Voltaire’s body to Rus-
sia, where she could give her mentor “the most precious tomb
possible."4 Whether or not she received the body, she said, she
would certainly have a monument constructed. This eventually
led her to commission the Seated Voltaire (Frank essay, fig. 2). She

also directed Grimm to secure Voltaire’s library and whatever
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remained of his papers,S and she requested the plans and a
model of Voltaire’s house, which she intended to reconstruct
in the gardens of Tsarskoye Selo as a sort of shrine to her men-
tor.” Against this background Catherine’s commissions assume
an altogether different character than simply the collecting of
busts as tokens of the widely celebrated friendship cult in late
eighteenth century Europe.

On 11 August 1778 the empress increased from 1,500 to
2,000 livres the amount she was willing to pay for a bronze
bust of Voltaire “téte nue” and a plaster of Voltaire “a la
francaise” (cats. 23 and 24), signaling her appreciation for
Houdon, the artist who would execute them.” On 1 October 1778
she expressed her complete satisfaction with Grimm’s com-
missions upon their safe arrival in St. Petersburg. She added,
however, that she preferred the bronze bust over the other rep-
resentations: “The famous desk [the so-called Chesme-Desk by
Augustin-Barnabé de Mailly] is the ornament of my hermitage,
as well as the two busts of Voltaire; I like the bust without a wig
better; you know of my aversion to wigs and busts with wigs in
particular; it always seems to me that wigs are used to inspire
laughter."8 On 30 October 1778 Catherine repeated her prefer-
ence for the Voltaire “téte nue”: “I have already informed you
of the arrival of the busts by Houdon,; since then I have not
stopped looking at the one without the wig, whereas the one
with the wig does not interest me in the slightest."9

When Grimm finally sent the empress the receipt for these
two busts on 8 November 1778, he informed her that work on
the marble bust was well under way: “The one that Houdon does
in marble advances greatly. I judge that it will be ready by the
end of the year, exhibited throughout the months of January and
February as something belonging to our august Empress, in
order to satisfy the artist’s vanity, and in March it will leave for
Rouen to be sent to its destination by the first ship."lo In the
same letter Grimm mentioned that Voltaire’s niece, Mme Denis,
was commissioning from Houdon a life-size statue of Voltaire,
sitting in his chair and draped in the manner of the ancients,
which she intended to present to the Académie franqaise; the
model seemed charming to Grimm. Suggesting to Catherine
that she commission from Houdon a similar full-scale image, but
this time standing, he hastened to add that he believed that
the artist would probably die from joy and pride to receive
such a commission.

The marble bust “a 'antique” was indeed presented at the
Salon of 1779, where it received considerable attention, along

with the empress’ other Voltaire-related commissions:
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That [bust] will be placed in the cabinet of the Empress
of Russia, who, never having been able to enjoy the pres-
ence of this famous man, wants to multiply his effigies
everywhere in her palace. She will also own a statue of
him by the same artist in gilded bronze; this really is the
old man of Ferney, he is clad in his night gown, he is
seated in his armchair, the hands supported by the arms
[of the chair]; he comes back from a walk, he is tired,
ready to sleep. This is the familiar scene that the author
has chosen; but, despite the lassitude of his body, his
soul is awake, and the sardonic snigger of this figure
characterizes the harvest of ridicules that the satirical
philosopher has made during his last meditations; he
amuses himself on his own account at the expense of
the fools, the priests, the fanatics, which he will once
again subject to general derision. One has got to admit
that in this small figure, less than a foot tall, there is
more genius than in those of the court [meaning the

series of “Great Men”], the Corneille excluded.”’

By September 1779 the finished marble bust had reached
Grimm for shipment to St. Petersburg, and it is once more
mentioned in the surviving correspondence between Catherine
I and her Paris agent. When Grimm asked how much he should
pay for the bust, Catherine replied that he should give it the
price he considered appropriate.12 Unfortunately, there is no
documentation of her response to the bust after it reached St.
Petersburg, but on a journey to Russia in 1790 -1792 Fortia de
Piles saw it in the middle of the gallery overlooking the hanging
garden of the New Hermitage—in other words, next to the
corridor that connected the Winter Palace with the imperial
throne room. This indicates that during Catherine’s lifetime
it was awarded a central position in ceremonial as well as sym-
bolic terms." Despite the empress’ turning away from the
French ideal as a result of a Revolution she abhorred, Houdon'’s
bust, then considered to be among the most truthful renderings

of the “old man of Ferney,” remained in the vicinity of her throne.

CHRISTOPH FRANK
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Schlossmuseum Gotha.

PROVENANCE

Commissioned by Catherine II in 1778, likely at the suggestion of Frédéric-
Melchior Grimm,; exhibited at the Salon of 1779; still with Grimm in Sept.
1779 before shipment to St. Petersburg, where it appears to have remained
at the Winter Palace ever since (see text above); mentioned in Houdon’s list
of his own works (ca. 1794) under the year 1778: “4 Buste[s] de differents
costumes de Mr de Voltaire, tous exécutés en marbre et en bronze.”

EXHIBITIONS

Paris, Salon cat. 1779, no. 223; Paris 1994, 228, no. 279.

REFERENCES

Fortia de Piles 1796, 3:21; Desnoiresterres 1879, 111—121, esp. 118; Dierks
1887, 145-146; V. Vereshchagin, “Proizvedeniya Gudona v'Rossiiy,” Starye
Gody (June 1908), 337-338; Vitry 1907b, 201, no. 56; Réau 1914, 44-45;
Réau 1917, 141-145; Giacometti 1918 -1919, 1:72-74; 2:29, 353 —354; 3:63;

1. Houdon, Bust of Voltaire, 1778, plaster,

2. Houdon, Bust of Voltaire, 1778, bronze,
Staatliche Museen zu Berlin. Untraced since
World War I1.

Réau 19243, 190-191; Giacometti 1929, 2:162, 302-303 n. 6.; Réau 1964,
1:79-81, 355—-359; 2:44—45, N0. 202; Arnason 1975, 52, fig. 116; Guilhem
Scherf, “LIconographie sculptée de Voltaire,” in Paris 1994, 224 -225.

RELATED WORKS

Schlossmuseum Gotha (inv. P 3y) (fig. 1); plaster, H. 74.7 cm, W. 49.8 cm,
D. 32.5 cm. See Schuttwolf 1995, 151, no. 59; also Guilhem Scherf in Frank-
furt 1999-2000, 138, no. 81; the latter believes it to be the original model
for the marble.

Staatliche Museen zu Berlin; untraced since World War II (fig. 2);
bronze; H. 74.5 cm; signed: “f. [fait] p. [par] houdon en 1778”; collection
of R. Lessing, Berlin; given by the latter to the museum in 1905. See E. F.
Bange, Die Bildwerke in Bronze und in anderen Metallen, vol. 2, Staatliche
Museen zu Berlin, Die Bildwerke des Deutschen Museums, ed. Theodor

Demmler (Berlin and Leipzig, 1923), 45, no. 2923.

1. Bachaumont 1780-1789, 11:106 - 107, 191ff, 238;
and Paris 1994, 95-96, no. 9o.

2. SIRIO 1878, 86. The commission was reconfirmed
by the empress in a letter to Grimm on 16 May 1778
(SIRI10 1878, 89). Both Grimm and Diderot were close
acquaintances of Houdon, as can be deduced from a
number of sources, including a letter from Diderot to
Grimm of 2 Sept. 1772; see Diderot (ed. 1955-1970),
12:113-114, no. 765.

3. This is repeated in another letter of 1 Oct. 1778: “I
do good for doing good, and then that is all; well, that
is what has kept me from the discouragement and the
indifference for the things of this world which I have
felt at the news of Voltaire’s death. Furthermore, he

is my master; it is he or rather his writings that have
formed my spirit and my head. I have told you this
more than once, I think: I am his pupil” (see SIRIO
1878, 94 and 102).

4. This extraordinary plan was also disseminated in the
media: “One pretends, moreover, that the Empress of
Russia, who honored Monsieur de Voltaire of a most
intimate correspondence, has indeed suggested to
erect him a mausoleum on her estates” (Bachaumont
1780-1789, 12:99).

5. Regarding the sale of Voltaire’s library by Mme
Denis to Catherine II see Karp 1998, 252-305;
and Sergei Karp, Quand Catherine 11 achetait la
bibliothéque de Voltaire (Ferney-Voltaire, 1999).

6. Nothing came of the project; see Paris 1986, 93,
no. 144.

7. SIRI10 1878, 95. For Grimm'’s reply see SIRIO 188, 19.
8. SIRI0 1878, 104. On the Chesme-Desk, part of

the same round of commissions, see Denis Roche,
“La Fameuse Ecritoire d’Augustin Barnabé de Mailly,

peintre en émail,” La Renaissance de lart frangais et des
industries de luxe 3 (May 1920), 197—-202; and Sergei
Karp, “Perepiska Grimma s Verzhennom,” in Russko-
francuzskie kul'turnye svjazi v epochu Prosvescenija:
materialy issledovanija. Sbornik pamjati G. S. Kucerenko,
ed. Sergei Karp (Moscow, 2001), 132-166.

9. SIRI0 1878, 107-108.

10. SIRIO 1885, 25.

11. Bachaumont 1780, 13:245-246.

12. SIRIO 1885, 65-66; and SIRIO 1878, 161.

13. Fortia de Piles 1796, 3:21.
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+ Jean-Jacques Rousseau (1712 —-1773)

Dated 1778

Plaster, painted terracotta color

H. 58 cm (with base: 68 cm)

Abbaye royale de Chaalis, Institut de France (inv. 429)

By 1765 Jean-Jacques Rousseau had published La Nouvelle Héloise,
Emile, and the Contrat social, works that established him as one
of the greatest French writers of the century. Endorsing a return
to nature, the nurturing of children, and the universal right to
liberty and happiness, his writings brought him international
fame and generated bitter controversy. Rousseau himself led
a troubled, itinerant existence, often driven into exile, alienating
those who befriended him, including Diderot, Frédéric-Melchior
Grimm, and Mme d’Epinay. His differences with Voltaire are
legendary. After spending time in England and the French
provinces in the late 1760s, when he wrote his Confessions, he
returned to Paris in 1770 in financial straits and grew increasingly
misanthropic. About 1776 the marquis René-Louis de Girardin,
an artist and highly cultivated gentleman, offered Rousseau
and his wife a place to live on his estate at Ermenonville, north
of Paris, where he had created “natural” gardens inspired by
Rousseau’s writings. Rousseau moved there in May 1778 and
lived peacefully until his death on 2 July.

Immediately following Rousseau’s death Girardin sent for
Houdon in Paris, asking him to come and make a death mask
of the revered philosophe. Houdon wrote that he “received at

midnight...an express letter from M. de Girardin, who sent it

to me, knowing of my admiration for the great man, and his
constant refusal during his lifetime to allow his bust to be made,
something that I have since done, and that has generally been
found to resemble him.”’ Having recently done portraits of
other great Enlightenment figures, including Diderot and
Voltaire (see cats. 19—25), Houdon was the obvious choice to
record the features of Rousseau. His Death Mask of Rousseau
survives (fig. 1a—b) and is a moving work that records every
nuance in the writer’s lined and sensitive face, including injuries
to his forehead and nose resulting from a fall just before he
died. The eyes are open with a few lashes caught in the plaster,
and the thin mouth almost seems to smile.

Since Houdon reportedly saw Rousseau only once, and by
his own account never had a sitting, he had to rely on other
sources as well as the death mask to capture the philosopher’s
appearance.2 Maurice Quentin de La Tour had shown a pastel
portrait at the Salon of 1753 that inspired many copies,3 includ-
ing an excellent engraving by Augustin de Saint-Aubin (fig. 2).
Houdon too shows Rousseau wearing a short, tightly curled
wig, a coat of a plain material with three large round buttons, a
vest, and a cravat and jabot. Yet the extraordinary liveliness of

the bust and the intelligent, sensitive expression of the eyes and
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1a-b. Houdon, Death
Mask of Rousseau,

3 July 1778, gray-white
plaster, Musée Jean-
Jacques Rousseau, Bib-
liothéque publique et
universitaire, Geneva.

mouth are all Houdon’s invention. It was immediately appre-
ciated as a compelling likeness.

Houdon had completed a bust of Rousseau by at least
14 November 1778, when “all of Paris” was apparently visiting
his studio to see portraits of Rousseau, d’Alembert, and Franklin
(cats. 27 and 43).4 The present bust, executed for Girardin and
signed and dated 1778, was delivered to Ermenonville on 5 July
1779, three days after the anniversary of Rousseau’s death.
Girardin’s son Stanislas, who had known Rousseau well, wrote

in his journal:

M. Houdon, one of the most famous sculptors in Paris,

also sent my father the bust of Jean-Jacques, the

168

resemblance of which is striking, especially when look-
ing at it in profile; a smile of merriment is on his mouth;
he is the first artist who makes a cavity for the eyes and
indicates the pupils, which gives his portraits a feeling
of life that is frightening when looking at them a long
time. That impression is all the greater in this one, since
the features of the original are so arresting and he has
given to this plaster a terracotta color that resembles that
of flesh. M. Houdon had all the more merit in making
this bust such a good likeness since he had only seen
Rousseau one time, ten or twelve years ago, and that it
is only after the mask that he made of this philosopher
after his death that he managed, so to speak, to bring

him to life.”

On 17 July 1779 “Rozier” wrote to Girardin: “I just learned that
you had [Rousseau] modeled after his death, that you will have
his bust; I beg you, my hands joined, to permit me to ask you
for one of them, or rather to ask your sculptor to cast one for
me.” Girardin must have been extremely pleased with the sculp-
ture, for he had his own portrait painted with the bust of
Rousseau beside him (fig. 3).

There is disagreement in the literature as to whether the
present bust is identical with that shown at the Salon of 1779
(no. 220) as belonging to Girardin. The Salon catalogue lists
the work under the rubric “bust in terracotta,” but there are
sculptures in other media (gilt bronze and marble) in the same
group. Girardin is recorded as having only one bust of Rousseau,
in plaster painted to resemble terracotta, and it was in his pos-
session by July 1779, thus it was possibly the same bust exhib-
ited at the Salon: “What fire...in the last one [Rousseau],
whose piercing look seem to penetrate into the most hidden
innermost folds of the human heart! There is above all...a
certain point of view from which the illusion is so complete
and the gaze so direct and so vivid that one believes this bust
to be alive, so that one cannot stand it and the first reaction is
to withdraw.”’

As the Revolution approached, Rousseau became a politi-
cal hero for the Republican cause, and his ideas of personal free-
dom, equality, and the virtues of the common man were often
cited as sources of inspiration in the movement against oppres-
sion. On 21 December 1790 the Constituent Assembly voted to
erect a monument to Rousseau; and Houdon, assuming he
would be awarded the commission, submitted a terracotta

model (lost). But the assembly decided to open a competition.
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2. Augustin de Saint-Aubin,
Jean-Jacques Rousseau, ca. 1777,
engraving after Maurice-Quentin
de La Tour, BNEst.

3. Attributed to Jean-Baptiste Greuze,
Marquis René de Girardin, ca. 1780,
oil on canvas, Institut de France,
Musée de Chaalis.

In a brochure published in Paris 5 June 1791 and addressed
to the president of the Société des amis de la constitution,

Houdon protested:

When the National Assembly voted to erect a statue of
J.-J. Rousseau, several deputies. .. imagined that, having
executed the bust with the best likeness that has been
done up until now of this great man, I could have some
claim perhaps or at least some well-founded hope to be
the artist chosen to do that statue; all the more that,
Jean-Jacques being dead, alone in possessing the mask,
I could almost say that the likeness was my property,
since no matter what artist is chosen. . . the head could
not be by him, since he will be obliged to take my bust,

if he wants Jean-Jacques to be a good likeness.”

The project went through a number of delays and changes until

it was abandoned altogether in 1798.9

ANNE L. POULET

PROVENANCE

The original plaster, based on death mask taken by Houdon 3 July 1778 (see
text above); delivered to the marquis René-Louis de Girardin (1735-1808),
5 July 1779 (see Gillet 1924, 327—328); remained in his family’s possession
until the death of the marquis Fernand de Girardin; purchased by the Insti-
tut de France, which placed it on deposit at the Abbaye de Chaalis in 1923.

EXHIBITIONS
Paris, Salon cat. 1779, 45, no. 220, under “Buste en terre cuite [sic]”: “J. J.
Rousseau. Appartenant & M. le Marquis de Gerardin [sic].”

REFERENCES

Les Connaisseurs ou la matinée du sallon des tableaux (Paris, 1779), 16 (Deloynes
XI, no. 199); LAbbé Aubert, “Exposition des tableaux au salon du Louvre en
1779..." (Paris, 1779), 220 (Deloynes XI, no. 203); Encore un réve, suite de la
pretresse. A Rome et se trouve a Paris chez Valade (Paris, 1779), 25 (Deloynes
XI, no. 207); Bachaumont 1780, 326-327, letter 3, 28 Sept. 1779; “Lettres
sur les Salons de 1773, 1777 et 1779 adressées par Du Pont de Nemours a la
Margrave Caroline-Louise de Bade,” AAF, n.s. 2 (Paris, 1908), 119 —120;
Comte de Girardin, Iconographie de Jean-Jacques Rousseau. Portraits, scénes,
habitations, souvenirs (Paris, 1908), 264, no. 1111; Hippolyte Buffenoir, “Jean-
Jacques Rousseau et Houdon,” Mercure de France 97 (July 1912), 14— 44; Paul
Vitry, “Les Monuments a J.-]. Rousseau de Houdon a Bartholomé,” GBA §,
4th ser. (1912), 100, ill. p. 99; André Martin-Decaen, Le Marquis René de
Girardin (1735—1808) (Paris, 1912), 113; Hippolyte Buffenoir, Les Portraits de
Jean-Jacques Rousseau. Etude historique et iconographique, souvenirs, documents,
témoinages (Paris, 1913), 1:212; Alexis Francois, “Review of Buffenoir, 1913,
vol. I,” Annales de la Société Jean-Jacques Rousseau 10 (Geneva, 1914—1915),
220-222; Giacometti 1918 -1919, 2:308; Adrien Bovy, “Les Bustes de Jean-
Jacques Rousseau par Houdon,” La Semaine littéraire, no. 1384 (10 July 1920),
318 —321; Louis Gillet, “Le Buste de Rousseau de la collection de Girardin au
Musée de Chaalis,” Beaux-Arts, no. 21 (15 Dec. 1924), 326-328, ill.; Louis
Gillet, “La Collection Girardin au Musée de Chaalis. Le Reliquaire de Jean-
Jacques,” Revue des deux mondes 29 (Sept. 1925), 134 —101, esp. 143—-148;
Paris 1928, 66; Giacometti 1929, 2:135; Réau 1964, 1:81-82, 96, 180,
360-363; 2:41; Worcester 1964, 68; London 1972, 248; Arnason 1975,
48-49, 111 n. 116; Le Musée des Beaux-Arts d'Orléans. Musée et monuments de
France (Paris, 1990), 114.

RELATED WORKS

Of the three variant types of Houdon’s busts of Rousseau—contemporary
dress with wig, nude without wig, and wearing a toga with a philosopher’s
band in his hair — there are many more examples of the first, especially in
plaster and terracotta, but no definitive study has yet determined their
number, dates, and authenticity. A partial list of busts with eighteenth-

century provenances follows.

Death mask

Musée Jean-Jacques Rousseau, Bibliotheque publique et universitaire,
Geneva (inv. 378) (see figs. 1a—b); gray white plaster; H. (chin to top of head)
22.4 cm (with base: 30.5 cm), W. 16.1 cm; executed 3 July 1778 (see text
above); posthumous sale of contents of Houdon’s studio, Paris, 15—17 Dec.
1828, 15, no. 15 (to M. Hazard for 655 francs) (Réau 1964, 1:119); Gossuin sale,
Paris, 14 May 1860 (bought in); posthumous sale of Mme Gossuin, 14 May
1861 (to Emile Raspail for 346 francs); by inheritance to his son Julien
Raspail; sold by latter to the library in Geneva, 1952. See Philippe Burty,
“Mouvement des arts et de la curiosité. Le Masque original de ].-J. Rousseau,”
GBA 6 (1860), 358 —359; and Auguste Bouvier, “Note sur le masque mor-

tuaire de Rousseau par Houdon,” Annales de la Société Jean-Jacques Rousseau
33 (1953-1955), 295297, ill

Contemporary dress with wig

Terracottas

Musée des Beaux-Arts, Orléans (inv. 1692), H. 50 cm (with base: 6o cm), W.
46 cm; inscribed on truncation of proper right arm: “houdon. 1778”; open
at back; cachet de l'atelier at center back, upper edge of truncation;

collection of Frangois-Pascal Haudry (1728 -1800); his posthumous sale,
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Orléans [1800], 31, no. 50; Vandeberghe collection; acquired ca. 1848 by M.
Dupuis; given to museum in 1887 by the Mlles Dupuis. See Girardin 1908,
264, no. 1115; Réau 1964, 2:41.

Musée de I'Ecole nationale supérieure des beaux-arts, Paris (inv. MU
1245); H. 47.5 cm (with base: 58.5 cm), W. 44.5 cm, D. 28 cm; inscribed on
truncation of proper right arm: “houdon 1778"; cachet de l'atelier on back.
See Eugéne Miintz, “Le Musée de I'Ecole des beaux-arts,” GBA 4, 3rd ser.
(1890), 54-55; and Rabaud 1938, 112.

Musée Lambinet, Versailles (inv. 700 B); cast terracotta; H. 45.5 cm,
W. 37.5 cm, D. 25 cm; inscribed on truncation of proper right shoulder:
“houdon. 1779”; cachet de latelier on back; truncation in front is unusually
short, showing only two buttons; reportedly from collection of “Monsieur
de Boufflers, dans sa maison des Fonds-Saint-Légers (Saint Germain).”

See Versailles 1928, 31-32, no. 45; and Gendre 1997, 120, fig. 190.

Plasters

Deutsche Staatsbibliothek, Berlin (inv. K 14); H. 55.6 cm (with base: 70 cm),
W. 49.2 cm; painted terracotta color; inscribed on truncation of proper right
arm: “houdon 1778”; open at back; cachet de latelier on lower back edge of
truncation; from Poelchau collection. See Erich Biehahn, Kunstwerke der
Deutschen Staatsbibliothek (Berlin, 1961), 191, pl. 55.

Staatliches Museum, Schwerin (inv. P1 281); H. 56.4 cm (with base: 68.6
cm), W. 48.5 cm; inscribed on truncation of proper right arm: “houdon.
1778”; painted terracotta color; open at back; cachet de latelier at center of
lower back edge of truncation; probably purchased by Prince Friedrich Franz
of Mecklenberg-Schwerin on his trip to Paris in 1782 or shortly thereafter. See

Steinmann 1911, 212, 216-217, fig. 9; and Schwerin 2000, 182, no. 7, ill.

Nude without wig
Plasters
Schlossmuseum Gotha (inv. P 30); painted bronze color; H. 37.8 cm (with
base: 46.4 cm), W. 22.4 cm, D. 24.1 cm; inscribed on proper right edge of
truncation: “houdon f1778”; probably acquired by Ernst II from Houdon;
probably identical with version mentioned in Klebe 1796, 103; "Ver-
zeichniss der im sogenannten Antiken-Saale befindlichen Abgiisse, Biisten
pp.” (undated, ThStA Gotha, ca. 1804 ~1827, fol. 6r), no. 40, under “Cap: 111”:
“Eine Biiste von Houdon (Rousseau).” See Schuttwolf 1995, 152, no. 60, ill.
Musée des arts décoratifs, Paris (inv. 17537); painted terracotta color;
H. 37 cm (with base: 49 cm), W. 21.5 cm; inscribed on truncation of proper
right shoulder: “houdon f. 1778”; cachet de latelier; gift of Mme Edouard
Tresca, 6 Dec. 1910. See Buffenoir 1913, 218.

Wearing toga and headband, with base in form of a herm
Musée du Louvre, Paris (inv. LP 1729); bronze; H. 45 cm (with base: 6o cm),
W. 30.5 cm, D. 23.3 cm; inscribed on truncation of proper right shoulder:

Back view of cat. 26

“houdon. f. 1778”; collection of Bertrand Barére de Vieuzac (1755-1841);
Louvre acquired from him in 1838. See Louvre cat. 1998, 2:421.

Paris, Salon cat. 1791 (published edition), 37, no. 484: “Onze morceaux
de Sculpture, Bustes tant en marbre qu'en Terre cuite, Plitre, & Bronze...”;
La Béquil de Voltaire au Salon. .. (Paris, [1791]) (Deloynes XVII, no. 439), 42:
“Remarquez a coté, un buste de rousseau trés-ressemblant, par M. Houdon;

et au dessus un autre Rousseau en pied, qui I'est moins.”

Reduction, unknown type

Paris, Salon cat. 1789, 47, no. 247, under “Tétes en marbre de petite pro-
portion™ “J. J. Rousseau.” See Les Eléves au Salon ou 'Amphigouri (Paris,
1789), 43: “Aux portraits que tu en fais, je les reconnais ces charmants

modeles...nos sublimes . ]. Rousseau et Buffon.” No example is known.

Sales in Houdon's lifetime
Dubois-Verrier et Claudion Fréres, Paris, 12 June 1783, no. 57: “Le buste de
Voltaire d’aprés M. Houdon. Terre cuite. Vendu avec le buste de J.-J. Rousseau.
Ces deux morceaux ont encore le mérite de ressembler parfaitement.”
[Chevalier] by Lebrun, Paris, 28 Nov. 1785, no. 104: “Les bustes en platre
de Voltaire et de J. J. Rousseau par Houdon. H. 18 pouces [45.7 cm].”
[D’Espagnac et Tricot] by Lebrun, Paris, 22 May 1793, no. 193: “Deux
bustes en bronze, 'un celui de ]. ]. Rousseau et 'autre celui de Voltaire,
élevés sur leurs piédouches en marbre. Adjugés 620 livres a Haudry.”
LElysée, Paris, 13 Aug. 1798, no. 83: “Trois bustes Moliére, Voltaire
et Rousseau en platre, réparés par Houdon”; no. 92: “Deux bustes en mar-
bres, Voltaire et Rousseau d’apres le modele de Houdon.”
Haudry, Orléans, [1800], 31, “Terres-cuites,” nos. 49 and 50, 185 and
186, “Quatre bustes posés sur colonnes, représentant: Voltaire, J.-J. Rousseau,

Moliére et La Fontaine par Houdon—H. 18 p [45.7 cm].”

Boilly paintings

A terracotta-color bust of Rousseau in contemporary dress and wig appears
at the left side of the lower shelf in the background of both versions of Boilly’s
paintings of Houdon in His Studio (see cat. 66).

1. Letter from Houdon to Camus, president of the
Comité des pensions, Feb. or Mar. 1791 (see Buffenoir
1913, 1:228).

2. Letter from David d’Angers to M. Duriez, 6 Jan.
1839, said that M. Bégler, a former assistant to 327-328.
Houdon, had seen Rousseau posing for his master.
Given Houdon’s own testimony, this is doubtful

(see Buffenoir 1913, 1:219).
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3. See Girardin 1908, 44-47.
4. Métra 1787-1790, 7:117.

5. See Frangois 1914 -1915, 221 n. 2; and Gillet 1924,

6. See Frangois 1914-1915, 221 1. I.

7. Bachaumont 1780, 326 -327, letter 3, 28 Sept. 1779.

8. Houdon, Réflexions sur les concours en général,
et sur celui de la statue de |. ]. Rousseau en particulier
(see Buffenoir 1913, 233 -235).

9. See Gisela Grammacini, “Sur le projet d’eléver un
monument en 'honneur de Rousseau,” in La Révolu-
tion frangaise et I'Europe 1789-1799 [exh. cat., Galeries
nationales du Grand Palais] (Paris, 1989), 3:893-902.
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+ Jean Le Rond d’Alembert (1717-1783)

Probably 1802

White marble with gray veining on round wood base

H. 41.43 cm (with base: 52.55 cm), W. 28.4 cm, D. 23.5cm
Inscribed on truncation of proper right shoulder: houdon. f. 1779

Yale University Art Gallery, Gift of McA. Donald Ryan, B.A. 1934, and William H. Ryan, Class of 1921s (inv. 1957. 47.1)

Houdon'’s portrait of the mathematician, scientist, and man of
letters Jean Le Rond d’Alembert, one of the key figures in the
Paris Enlightenment, has been preserved in only two known
works: the present marble, depicting d’Alembert “a I'antique”
with bare head and neck (following the format of Houdon’s
Diderot, cats. 19 —22); and a plaster of him wearing a wig and
contemporary dress (fig. 1). Unlike Houdon’s busts of the
other philosophes, namely those of Voltaire and Jean-Jacques
Rousseau (see cats. 23—20), his likeness of d’Alembert was not
reproduced in multiple versions and materials and was not
shown in a Salon exhibition until 18o1. Even contemporary doc-
uments and sales catalogues record only a few copies.

The reason for the small dissemination may stem in part
from the mathematician’s elusive personality and his apparent
lack of popularity with the masses. Coeditor of the Encyclopédie
with Diderot from 1747 to 1758, an avid participant in the
Parisian salons and academies, and a longstanding correspon-
dent of Voltaire and Frederick the Great, d’Alembert stood at
the center of the intellectual movement of his time." Detying his
illegitimate (although aristocratic) birth, he rose to prominence
as a brilliant scientist and sought-after conversationalist, always

eager to keep his financial and institutional independence.

At age twenty-four he was appointed a member of the Académie
royale des sciences, and at thirty-seven he was elected to the
Académie francaise, of which he later became permanent
secretary. While infamous for his anticlerical and pugnacious
attitude and his devastating wit, he was also characterized as
tepid, shy, and emotionally immature.” By the time Houdon
executed his portrait, d’Alembert was in his early sixties and
already past the prime of his career. He had been in poor health
and complaining of a failing mind for a few years, but the death
of his long-time love, the salon hostess Julie de Lespinasse
(1732-17706), struck him a great blow, which was exceeded only
by his belated discovery of her passionate affairs with other men.

When Voltaire died on 30 May 1778, d’Alembert, relying on
his preeminent role in the academies as well as his connection
to the Prussian king, made it his mission to avenge his old friend
and mentor, whom the authorities had denied a decent burial
and religious service.” Probably around the same time, his rela-
tionship with Houdon, who had just created a sensation with his
portraits of Moliére and Voltaire (cats. 11 and 24), became more
amicable. As presiding secretary of the Académie frangaise,
d’Alembert approached the sculptor in early June asking for

permission to have a painting made after the newly finished
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1. Houdon, Jean Le Rond d’Alembert, 1778, plaster (before its repainting in
1985), Staatliches Museum, Schwerin.

2. Houdon, Barthélemy, ca. 1802, marble, Bibliothéque Nationale, Paris,
cabinet des medailles.

bust of the late patriarch—a favor that Houdon graciously
granted, contrary to his usual practice.4 Furthermore, Houdon
promised to give plaster copies of the bust to “most” academi-
cians, as d’Alembert announced on 10 June, eventually includ-
ing every single member. D’Alembert in turn avidly promoted
Houdon’s work; he not only talked Frederick II into acquiring
a marble of Houdon’s Voltaire “a la francaise” (cat. 24) for the
Akademie der Wissenschaften in Berlin but also personally
offered a terracotta version of it and a cast of the Moliére to
the Académie frangaise.5 The Académie francaise, for its part,
formally rewarded Houdon for his acts of generosity and
showered him with gifts, including lifetime admission to all of
their meetings. Following the mathematician’s death, Houdon
expressed his lasting loyalty to his academic supporter by donat-
ing his bust of d’Alembert to the Académie royale des sciences
(see Related Works).

There is no documentary evidence that d’Alembert ever
sat for Houdon, but the first version of his portrait must have
been created during the second half of 1778, corresponding to
the date that appears on the plaster in Schwerin (fig. 1).6 On
14 November 1778 Francois Métra recorded that “all of Paris”
flocked to Houdon’s studio to see the busts of Jean-Jacques
Rousseau, d’Alembert, and Benjamin Franklin (see cats. 26
and 4.3).7 Although apparently well received, the portrait of
d’Alembert in contemporary French dress and wig was never
shown at the Salon. More than twenty years later, and long after
d’Alembert’s death, Houdon introduced a variant, which rep-
resents the sitter without drapery or wig. It is mentioned in a
review of the Salon of 1801 written by Mme de Vandeul,
Diderot’s daughter, for Jacques-Henri Meister, who was con-
tinuing to distribute the Correspondance littéraire from Zurich:
“a bust of d’Alembert by [Houdon], téte nue; I do not find it as
good, in terms of resemblance, as the less beautiful one with a
wig."8 The marble, exhibited a year later under its own number,
was welcomed by the critics: “The citizen Houdon exhibited
several very beautiful portraits. Those of the abbé Barthélemy
and d’Alembert are of perfect likeness. It is probable that he
executed them to be placed in the Bibliotheque Nationale. At
least, that is what we would want. It is to be hoped that the
portraits of famous men, who made French literature illus-
trious, be placed in this precious depository."9

Despite its date of 1779, the present marble has all the
stylistic earmarks of Houdon's late works and is almost certainly
identical with the one shown in the Salon of 1802.° A compat-

ison with the bust of Barthélemy (fig. 2), mentioned as the
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3. Félix Lecomte, Jean
Le Rond d’Alembert,
1774, marble,

Musée du Louvre,
Paris.

companion piece for the proposed installation in the Biblio-
théque Nationale, reveals striking similarities in the quality of
its carving, the treatment of the hair, and details such as the
wrinkles around the eyes. As Houdon often did for variants of
his portraits, he based the marble on the model he executed in
1778/1779, simply removing the accessories and adjusting the
features and the torso to the new format “a 'antique.” He was
possibly influenced by another portrait of d’Alembert, executed
by Félix Lecomte in 1774 for the sitter’s close friend Claude-Henri
Watelet, a member of the Académie frangaise (fig. 3). This bust,
copied by Guillaume Francin after 1798 for Alexandre Lenoir’s
Musée des monuments frangais,11 depicts the mathematician
without draperies and “bare-headed, as was his practice when
he worked.”"” D’Alembert himself referred to it in a letter to
Voltaire, when he made clear that he would not sit for yet another
portrait: “Poncet came to my house with a letter from you. ..and
I thanked him for his good intentions, saying that a famous
sculptor from this country had just done a bust of me, and that
he could make a copy of it if he wanted to do so.”" Probably
owing to d’Alembert’s shyness about being modeled, Houdon’s
marble bust remains one of the few sculptural images of the

famous philosophe.

ULRIKE D. MATHIES
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PROVENANCE

Possibly identical with bust mentioned in Gimpel 1963, 411: “5 janvier
[1930].— Un nouveau Houdon.. . a été découvert par M. Souflrice...c'estle
Portrait de d’Alembert. I1 'a montré a Giacometti qui...I'a reconnu”; acquired
in 1931 by John Barry Ryan, New York, through Arnold Seligman, Rey and
Co., New York, as “from the collection of Octavien de Puygallarde, Paris”; pre-
sented to the university in 1957 by McA. Donald Ryan and William H. Ryan.

EXHIBITIONS

Possibly Paris, Salon cat. 1802, 72, no. 429: “D’Alembert,” along with “S. S.
Barthélemy” and “Etude de femme,” under “Houdon.. . Bustes en marbre,”
as “Ils appatiennent a 'auteur”; Worcester 1964, 63- 65, ill.; London
1972, 248 -249, no. 384; New York 1981, no. 6; Europa 1789. Aufklirung,
Verkldrung, Verfall [exh. cat., Hamburger Kunsthalle] (Hamburg, 1989), 107,

no. 32, ill.

REFERENCES

Dierks 1887, 112; Lami 1910-1911, 1:416; Giacometti 1918 -1919, 2:51-53;
Giacometti 1929, 2:1-2; Charles Seymour, “Houdon’s Marble Bust of
d’Alembert,” Yale University Art Gallery Bulletin 25, no. 2 (Oct. 1958), 4-15;
Réau 1964, 1:79, 354 —355; 2:25, 0. 79; Arnason 1975, 49, 98, 111-112 n. 117,
fig. 110, pls. 50 and 143g.

RELATED WORKS
Version “téte nue”
A bust in an unspecified medium was exhibited at the Salon of 1801 but not

listed in the catalogue (see text above).

Variant with contemporary French dress and wig

Staatliches Museum, Schwerin (fig. 1); only known example of this type;
plaster painted glossy orange-red in 1985; H. 44 cm (with base: 53.5 cm), W.
29.3 cm; inscribed on truncation of proper right shoulder: “houdon 1778”;
acquired by prince of Mecklenburg-Schwerin, Friedrich Franz, after visiting
Houdon's studio in Dec. 1782. See Steinmann 1911, 217219, fig. 11; Mans-

feld 1955, 159 -160, no. 39; and Schwerin 2000, 178, no. 5, ill. p. 179.

Unspecified type

Terracotta in Houdon’s studio sale, 8 Oct. 1795, 17, no. 99: “Le Buste de
d’Alembert, sur piédouche en marbre Sainte-Anne; hauteur totale 20 pouces”
(300 livres).

Plaster in posthumous sale of contents of Houdon's studio, 15—17 Dec.
1828, 15, no. 16, sold for g francs, along with busts of Robert Fulton and the
comte de Buffon: “Platre peint.— Buste de J. L. d’Alembert, mort le 29 octo-
bre 1783” (Réau 1964, 1:119).

Houdon’s bust of d’Alembert, which he gave to the Académie royale
des sciences after the sitter’s death, was installed at the public session on
21 Apr. 1784 in which d’Alembert’s disciple Condorcet read his eulogy.
According to Bachaumont 1780 -1789, 25:288: “M. Houdon, whose chisel
seems especially devoted to perpetuating the image of famous men, made
a gift to the academy of a bust of the deceased. It has just been put in place,
and it is before this image that M. de Condorcet burned his incense.”

Erroneous mentions
No bust of d’Alembert by Houdon was bought by Swiss banker Rodolphe-
Ferdinand Grand (1726 -1794), as maintained in Réau 1964, 1:340; Réau

misinterpreted an entry in Benjamin Franklin’s journal, dated 21 July 1784,
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that reads: “Count de Haga [pseud. for King Gustav III of Sweden] sends
his card to take leave. M. Grand tells me he has bought here my bust with
that of M. D’Alembert or Diderot, to take with him to Sweden. He set out
last night” (The Writings of Benjamin Franklin, ed. Albert Henry Smyth
[London, 1907}, 10:357). The bust of Diderot acquired by the Swedish king
on his sojourn to Paris is still in the collection of the Nationalmuseum
Stockholm (see cat. 22).

The incorrect assumption of the existence of a marble bust of d’Alembert

by Houdon in The State Hermitage Museum, St. Petersburg, repeatedly

mentioned in the older literature (Lami 1910 -1911; Giacometti 1918 -1919,
2:52; Giacometti 1929, 2:2), was corrected in Louis Réau, “Catalogue de Iart

frangais dans les musée russes,” BSHAF (1928), 305, no. 7o.

Print

An 1805 engraving by Augustin de Saint-Aubin after Houdon’s bust
“téte nue” shows the sitter in left profile within an oval medallion; see
Emmanuel Bocher, Les Gravures frangaises du XVIII siécle (Paris, 1875-1882),
5:26, no. 64.

Signature on cat. 27

1. For more biographical information see Kafker
and Kafker 1988, 2—8, and references therein;
still the standard monograph is Ronald Grimsley,
Jean d'Alembert (1717-83) (Oxford, 1963).

2. On the contradictory appraisals of d’Alembert’s
character see van Treese 1974, 7—~12.

3. See John N. Pappas, Voltaire and d’Alembert (Bloom-
ington, IN, 1962), 165-169.

4. On this and the following see Registres 1895, 3:435,
436, 440, 442, 447; and cat. 24, Related Works.

5. Registres 1895, 3:443 - 444; and cat. 11, Related Works.
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