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Having first started at the Paris flea market, Benjamin Proust trained with
international-level art dealers, experts and auctioneers in France and Belgium,
setting up his own gallery in Brussels in 2008. In 2012, Benjamin moved his
activity to New Bond Street, in the heart of Mayfair, London’s historic art
district, where it has been located ever since. A proud sponsor of prominent
British institutions such as The Wallace Collection and The Courtauld Gallery in
London, Benjamin Proust Fine Art focuses on European sculpture and works of
art, with a particular emphasis on bronzes and the Renaissance.
Over the years, our meticulous sourcing, in-depth research, and experience
in solving provenance issues, all conducted with acknowledged honesty
and professionalism, have been recognized by a growing number of major
international museums, with whom long-standing relationships have been
established. Amongst these are the Metropolitan Museum of Art, New York;
the Rijksmuseum, Amsterdam; the Musée du Louvre, Paris; the Louvre AbuDhabi; and the Musée d’archéologie nationale, Saint-Germain-en-Laye.

Benjamin Proust Fine Art at Masterpiece London 2015
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1
Lorenzo Vaccaro
Equestrian Portrait of King Philip V
of Spain, c. 1702–05
Louvre Abu-Dhabi

In recent years, notable sales have included an extremely important
Equestrian Portrait of King Philip V of Spain by Lorenzo Vaccaro (c. 1702–05)
from the French Royal Collection, sold to the Louvre Abu-Dhabi on behalf of
a private collector (fig. 1), and a very rare Roman marble portrait of Emperor
Pompey bought by the Société des Amis du Louvre for the Louvre Museum,
Paris (fig. 3). In 2018, the Genio Mediceo wax by Bartolomeo Ammannati,
a masterpiece of Italian Renaissance art dating from c. 1550, and made for
Cosimo I de’ Medici, was purchased at TEFAF Maastricht by the Rijksmuseum
Amsterdam (fig. 2).
We have frequently liaised in perfect harmony with the museum curators
involved, allowing them the time to conduct extensive scientific studies,
or to raise funds, and sharing every piece of information in our possession.
Transparency is at the core of our business. A number of world-class works of
art we unearthed, ranging from antiquity to post-war Abstract art, have also
joined some of the most distinguished private collections in Europe and the
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2
Bartolomeo Ammannati
Genio Mediceo, c. 1550
Rijksmuseum Amsterdam

3
Roman, 1st century bc
Portrait of Emperor Pompey
Musée du Louvre, Paris
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United States. Our chief ambition is to make new discoveries, bringing to light
forgotten, hidden or mistakenly attributed masterpieces, sourced both from
the open market and private collections.
Furthermore, we offer our clients a number of tailored services, such
as advising on future acquisitions and sourcing works of art in their field of
interest, but also valuations, expertises and counter-expertises of their art
collections, planning and supervising restoration at museum-level quality,
and conducting extensive research together with prominent scholars and art
historians, as well as leading museums and private scientific laboratories.
Benjamin Proust Fine Art regularly exhibits at the most renowned art fairs
in the world: TEFAF Maastricht; Frieze Masters, London; Masterpiece London;
BRAFA Brussels; and, for the first time this year, TEFAF New York Fall.
Driven by our passion for everything beautiful – from antiquity to the 20th
century – we are known for our ability to create a contemporary ambiance,
highlighting each work of art’s intrinsic qualities and the dialogue between
periods, movements and materials. Most of our exhibitions are accompanied
by a scholarly catalogue, often with entries written by the best academics in
their field.
We are very glad to be able to exhibit in the United States, and New York,
for the first time, and are thankful to everyone who supported us so far in this
beautiful journey, in particular the TEFAF Foundation Board, and everyone
at their headquarters in Helvoirt. We wish the New York team (and us) great
success at TEFAF New York Fall 2018.

Benjamin Proust Fine Art at TEFAF Maastricht Showcase 2016
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attributed to

LUP O DI FR ANC E SCO
Active in Pisa, 1315–36

virgin and child
First half 14th century

White Carrara marble
43 x 19 x 16 cm
p r o v e na nc e
Robert von Hirsch (1883–1977) Collection, Basel, Switzerland;
His posthumous sale, Sotheby’s London, 22 June 1978, lot 384;
With Cyril Humphris, London;
Private collection, Paris
l i t e r at u r e
The Robert von Hirsch Collection, Vol. II: Works of Art, Sotheby's Parke Bernet & Co., 1978
‘The German Museum Coup’, in The Connoisseur, 199, 1978, p. 64 (illustrated)
co m pa r at i v e l i t e r at u r e
J. Pope-Hennessy, Italian Gothic Sculpture, London, 1955, nos. 36–39
J. Pope-Hennessy, Catalogue of Italian Sculpture in the Victoria and Albert Museum, London,
1964, vol. 1, pp. 31ff. and vol. 3, pl. 31
J. Bracons i Clapés, ‘Lupo di Francesco, mestre pisà, autor del sepulcre de Santa Eulàlia’,
in D’Art: Revista del Departament d’Historia de l’Arte, no. 19 (1993), pp. 43–52
J. Polzer, ‘S. Maria della Spina, Giovanni Pisano and Lupo di Francesco’, in Artibus et Historiae,
vol. 26, no. 51 (2005), pp. 9–36
S. Colucci, ‘Scultura gotica senese: aggiunte e precisazioni’, in Prospettiva, no. 130/31
(April-July 2008), pp. 161–67
G. Kreytenberg, ‘Ein unpubliziertes Fragment vom Grabmal für Kardinal Luca Fieschi von Lupo
di Francesco und ein neuer Vorschlag zur Rekonstruktion des Monuments’, in Mitteilungen
des Kunsthistorischen Institutes in Florenz, vol. 56, no. 2 (2014), pp. 152–69
A. Tartuferi, G. Tormen (eds.), La Fortuna dei Primitivi: Tesori d’arte dalle collezioni italiane fra
sette e ottocento, Florence, 2014, pp. 296–97

This finely carved Virgin and Child attests to the advance of the arts – and of
sculpture in particular – towards more delicate and ornamental early phases
of Tuscan Gothic. The results, stemming from seminal innovations introduced
by masters such as Giovanni Pisano (c. 1250–c. 1315), finds multiple echoes
in works of art dating from the early Trecento, as well as in paintings by the
likes of Simone Martini (c. 1284–1344). As befits such a rare example, in the
20th century this Virgin and Child found pride of place in the collection of
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1
Lupo di Francesco
Annunciation relief of the San Michele
in Borgo Pulpit, early 14th century
Museo Nazionale di San Matteo, Pisa

2
Lupo di Francesco
Virgin and Child with two Angels,
early 14th century
Victoria and Albert Museum, London
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Baron Robert von Hirsch (1883–1977), one of the greatest connoisseurs of
modern times.

rediscovering lupo di francesco, ‘magister lapidum’
The gentle lyricism of the present Virgin and Child strongly recalls a select
corpus of Pisan sculpture which for a long time was attributed to an unknown
master, later given the name the Master of the San Michele in Borgo Pulpit.
Apart from the aforementioned pulpit reliefs now in the Museo di San
Matteo, Pisa (fig. 1), the artist’s corpus consists of the relief with the Virgin and
Child with two Angels in the Victoria and Albert Museum, London (fig. 2);
the Tomb of the Della Gherardesca family, originally in the Church of San
Francesco, Pisa, now housed between the Museo di San Matteo and the
Camposanto Monumentale in the same city and, lastly, the Shrine of St Eulalia
in the Barcelona Cathedral (fig. 3).
In 1964, Pope-Hennessy supported the attribution of the Victoria and
Albert relief to the Master of the San Michele in Borgo Pulpit.1 He noted
the artist’s dependence not only on Pisano but also on the Master of the
Gherardesca Monument. The relief depicts the Virgin on a carved seat, facing
to the right with her head in profile, holding the standing Child with her left
hand, an angel at each side. The coat of arms of the Orlandini family confirms
that its author also worked for private commissions.
As early as 1927, Valentiner had tentatively identified this master with Lupo
di Francesco, a sculptor active in Pisa in the first half of the 14th century,2 whilst
Salmi had noted the technical and formal parallels between the St Eulalia shrine
and the San Michele in Borgo pulpit, which have since been generally accepted
by the critics.3 A more definite identification of the Master of the San Michele in
Borgo Pulpit with Lupo has been advanced by Antonino Caleca in 1983.4

3
Lupo di Francesco
Shrine of St Eulalia, 1330s
Barcelona Cathedral

It is, however, thanks to Bracon Clapés's discovery of Lupo’s signature
(‘Lupo Francisci, magister lapidum’) on a document dated 1326 concerning the
master of the Barcelona Cathedral, Jaume Fabre, that the nameless master
‘de partibus pisarum’ could finally and undoubtedly be identified with Giovanni
Pisano’s pupil, Lupo di Francesco.5 The accepted œuvre of the Master of the
San Michele in Borgo Pulpit can therefore be re-attached, on both stylistic
and historical grounds, to this shadowy artist who was nonetheless one of the
most respected of his time.
The despatch of Lupo to Barcelona as an artistic emissary appears to be
a direct consequence, and extension of, the Pisan embassy of 1326 to broker
peace following the conquest of Sardinia by the Pisans.6 This extraordinary
episode indicates the prominence and reputation of our artist in the early
Trecento. As a diplomatic gift to appease the Catalans for the loss of the island,
the Pisans granted his services to the city.
Lupo, who in all probability had worked with Giovanni Pisano on the pulpit
of Pisa Cathedral, succeeded him as the head of the fabbrica in 1315. By the
time of the Barcelona Embassy, then, he was already the most important
sculptor and architect active in Pisa. Lupo’s production continued after the
completion of the Shrine of St Eulalia. It is thought he may have completed
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4
Lupo di Francesco
Shrine of St Eulalia, 1330s
Barcelona Cathedral (detail of fig. 3)

5
Lupo di Francesco
Virgin and Child from the Gherardesca
Monument, early 14th century
Museo Nazionale di San Matteo, Pisa

the Tomb of Arrigo VII, for example, which had been left unfinished by Tino di
Camaino at the time of his death.7

a naturalistic incarnation of grace
The present marble group compares well with the Virgin and Child atop the
Shrine of St Eulalia in the crypt of the Barcelona Cathedral (fig. 4). Note the
delicate, supple drapery on the Barcelona Virgin and the undulating carving
of her veil. In particular, observe the three folds on the front of the Barcelona
Virgin’s gown, and compare with those on the right-hand side of the present
Madonna (facing).
Christ's pose, his hand lovingly touching his mother, finds a further parallel
in the group of the Virgin and Child realized by Lupo for the Gherardesca
Monument (fig. 5). Moreover, compare the elaborately carved, curly hair
of the young Jesus and the drapery folds of the two standing figures on the
monument’s lower part in the Camposanto Monumentale. There is also a
striking resemblance between our Virgin’s features, especially the pronounced
almond-shaped eyes, slightly open mouth, and the relief carving in the lower
register of the monument.
The size, quality of carving and boldness of invention make the present
group one of the most perfect surviving sculptures from early 14th-century
Tuscany still in private hands. At the time of its completion, the marble – in all
likelihood meant for private devotion – would have been an incarnation of the
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6
Simone Martini
Maestà, 1315
Palazzo Pubblico, Siena (detail)

stylistic innovations of the period in their most advanced form. The elongated
torso and oval face of the Madonna cannot but recall the state of painting at
the time, as seen for instance in Simone Martini’s Maestà from 1315 (fig. 6).
The Child’s pose, his legs balanced between the throne and the Virgin's drapery
fold, the hand grasping her left arm, is strikingly unconventional and telling of
Lupo’s great sensitivity to composition. It is echoed in later works such as the
Madonna and Child with Sts Catherine and John the Baptist, from c. 1340–50,
by the Sienese Giovanni di Agostino (Cleveland Museum of Art, Ohio).

baron robert von hirsch, the last connoisseur
Born in Frankfurt in 1883, Robert von Hirsch made his fortune with the
Offenbacher leather firm. Crucial in his development as a collector was the
friendship that began in 1905 with Georg Swarzenski (1876–1957), the one-time
director of the Städelsches Kunstinstitut. Under his guidance, he expanded his
collecting range from first editions to paintings and sculpture. The economic
upheavals that engulfed Germany after the monarchy’s collapse saw a great
number of aristocratic collections coming on to the open market. Thus, between
the late 1920s and early 1930s, von Hirsh was able to assemble an unparalleled
collection of Medieval and Renaissance works of art, largely from the Princely
Hohenzollern-Sigmaringen Collection and the Guelph Treasure, but also through
the Hermitage sales that followed the Russian Revolution.
By 1933, the political climate in Germany forced von Hirsch to relocate to
Switzerland and settle in Basel.8 By then, his reputation was such that museum
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7
Lupo di Francesco’s Virgin and Child in the
drawing-room of von Hirsch’s Basel villa, 1950s

directors and specialists from all over the world travelled to visit the villa in the
Engelgasse. Bernard Berenson is reported to have said to the Swiss art historian
Michael Stettler ‘that he had known only three collectors who really knew
about the works of art that they collected, and these were the two Stoclets
and Robert von Hirsch’.9 Shortly after the war, he married sculptress Martha
Dreyfus-Koch. The couple began collecting 20th-century art, including works
by Modigliani, Matisse and especially Cézanne, among many others.
The collection’s dispersal in 1978 – one year after his death – became the
most important event of its kind in the second half of the 20th century. The
ensemble reﬂected a taste and connoisseurship rooted in the 19th-century
tradition established by Sir Richard Wallace and the Rothschilds. The last of
its kind, the Robert von Hirsch Collection was governed by the imperative to
combine beauty with extreme rarity, and in this light the acquisition of the
present Virgin and Child, which was prominently displayed on the mantelpiece
of the Engelgasse drawing room (ﬁg. 7), ﬁnds a perfect rationale.

1

J. Pope-Hennessy, op. cit., 1964, pp.
31–32.
2 W.R. Valentiner, ‘Observations on Sienese
and Pisan Trecento Sculpture’, in The Art
Bulletin, vol. ix, 1926–27, pp. 204–14.
3 M. Salmi, ‘Un monumento della scultura
pisana a Barcellona’, in Miscellanea
di storia dell’arte in onore di Igino

Benvenuto Supino, Florence, 1933,
pp. 125–39.
4 A. Caleca, ‘Proﬁlo dell’arte pisana del
Trecento’, in M. Burresi (ed.), Andrea, Nino
e Tommaso scultori pisani, Milan, 1983,
p. 10.
5 Cf. Bracons i Clapés, op. cit., pp. 43–52.
6 Bracons i Capiés, op. cit., p. 48.

7 Cf. G. Kreytenberg, op. cit., pp. 152–69.
8 In order to emigrate, the Baron was
forced to present Cranach’s Judgment of
Paris to the German Nation. Returned
to von Hirsch after 1945, it was later
bequeathed to the Kunstmuseum Basel.
9 Cf. Sotheby’s Parke Bernet, op. cit., p. 8.
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SE AL OF T HE COM M UN AL
W HE AT OF SIE N A
Siena, early 14th century

Bronze
4.5 cm diameter
p r o v e na nc e
Julien Chappée (1862–1957), Le Mans
l i t e r at u r e
J. Chappée, Archives du Cogner: Les Sceaux du Cogner, Vilaire, 1940, p. 157, no. 153

actual size

co m pa r at i v e l i t e r at u r e
Bulletins de la Société Historique et Littéraire de Tournai, vol. 21 (1886), p. 143, no. 16
E. Cioni Liserani, ‘Alcune ipotesi per Guccio di Mannaia’, in Prospettiva, no. 17 (April 1979),
pp. 47–58
M. C. Leonelli (ed.), L’Art Gothique Siennois: Enluminure, Peinture, Orfèvrerie, Sculpture
(exh. cat. Avignon, musée du Petit Palais, 26 June – 2 October 1983), Florence, 1983
L. Bellosi, ‘Il ‘pittore oltremontano’ di Assisi, il Gotico a Siena e la formazione di Simone
Martini’, in Prospettiva, nos. 121–24 (January–October 2006), pp. 227–36

Between the late 13th and early 14th centuries, famines repeatedly
ravaged the Republic of Siena. The frequent shortage of wheat led to
forms of speculation on the part of powerful families who controlled the
production and importation of this essential produce. Measures adopted
by the government – at the time led by the Council of Nine – included
distribution of the communal wheat in the city’s main square, packets of which
had to be marked with the commune’s official, dedicated seal.1 The present
seal-matrix, the inscription on which reads S[igillvm] Offitilivm Bladi Comvnis
Senarvm, would therefore have served this purpose.2
Because of the crucial role it played at a difficult stage in the city’s
governance, this seal-matrix would have been commissioned by the
government from a renowned goldsmith – a figure to whom the creation
of the most important seals, both for public and private use, was invariably
entrusted. Of circular form, it presents an outer perled border, the inscription
in modern letters. The choice of the Annunciation for the seal-matrix had
particular resonance in a city that in 1260 had been dedicated to the
Virgin Mary.
The scene has been skilfully arranged, the confidence of composition
indicating that an accomplished goldsmith must be its author. The kneeling
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1
Simone Martini
Annunciation with Sts Margaret
and Ansanus, 1333
Uffizi, Florence (detail)

Archangel Gabriel presents the Virgin with three spikes of wheat, while she
gracefully holds one hand to her bosom and in the other grasps the book she
was reading – a motif particularly favoured by Gothic artists.3 Finally, heavenly
benediction is represented as rays of light emanating from the Holy Spirit. The
symbolic meaning was clear: God, through his messenger angel, was directly
handing the cittadini of Siena (the Virgin) their basic source of sustainment,
represented by the three spikes of wheat.
Iconographic sources for the subject would have ranged from Byzantine
prototypes to the illuminated manuscripts where these were circulated and
evolved. However, the composition appears to reflect, first and foremost, the
magnificent synthesis developed from such precedents by the Sienese Simone
Martini (1284–1344) in his Annunciation with Sts Margaret and Ansanus (fig. 1).
Originally decorating the altar of St Ansanus in the Cathedral of Siena,
the triptych played a major role in the development of the International
Gothic style.
A suggestive link between the art of Simone and the domain of seals is
provided by the artist’s inclusion, in his seminal Maestà from 1315 (Palazzo
Pubblico, Siena), of the official seal for the city of Siena that had been made
by Guccio di Mannaia some years previously (fig. 2). The foremost goldsmith
active in Siena between 1291 and 1318, Guccio also produced a significant
number of bronze seals (factores sigillorum). His most accomplished work is
the astonishing silver-gilt and enamelled chalice gifted by Pope Nicholas IV
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2
Simone Martini
Seal of the City of Siena by Guccio
di Mannaia, from the Maestà, 1315–21
Palazzo Pubblico, Siena (detail)

3
Sienese
Seal of Bindino di Neri, 1290–1300
Bargello, Florence

1
2

3

4
5

Joseph Calmette, Textes et documents
d’histoire: Moyen âge, Paris, 1953, p. 275.
A second seal with the same function
but different iconography is recorded
in Tournai in 1886, cf. Bulletins …, op.
cit., p. 143, no. 16: ‘sur un fond garni de
rinceaux, un personage debout envelope
d’un manteaux, tien de la main gauche un
étendard, et de la droite trois épis de blé;
sous cette main est un petit écusson au
lion rampant: S. Oficialivm blade civitatis
senaturm [sic].’
Cf. Laura Saetveit Miles, ‘The Origins and
Development of the Virgin Mary’s Book at
the Annunciation’, in Speculum, vol. 89,
no. 3 (2014), pp. 632–69.
See E. Cioni Liserani, ‘Alcune ipotesi per
Guccio di Mannaia’, op. cit., pp. 47–58.
E. Cioni Liserani, Sigilli medioevali senesi,
op. cit., p. 13, cat. 10.

(1288–1292) to the Basilica of San Francesco at Assisi.4 As Martini’s fresco
demonstrates, the goldsmith was in the employment of the city’s government.
Little of his life and work is known, but his influence is conspicuous in Sienese
seal-matrixes from the first half of the Trecento.
Compare, for instance, the head of the Archangel Gabriel on the present
matrix with that of the left angel on the Maestà seal. In particular, note the
naturalistic detail provided by the angel’s suspended lock of hair. A second,
interesting example is provided by the Seal of Bindino di Neri (Bargello,
Florence) datable to the last decade of the 13th century (fig. 3).5 Observe the
energetically defined drapery folds, the exquisite execution of the wings, but
also, once again, the hair, rendered with three stylized locks contouring the
profile, as on our seal-matrix.
On stylistic grounds, then, this seal-matrix can be dated to the period
in between Martini’s Annunciation of 1333 and 1348–55, after which years,
following the devastation caused by the Black Death and then by the arrival of
Charles IV of Luxembourg and the end of the Council of Nine, the city of Siena
experienced a severe economic decline reflected in the quality and quantity of
works of art its elite was able to commission.

PROVENANCE
An industrial, erudite bibliophile, as well as an accomplished painter, Julien
Chappée (1862–1957) amassed a vast collection of Medieval manuscripts and
works of art, housed in his property at Le Cogner, in Le Mans. In 1924 and
again in 1941, he donated most of his collection, amounting to thousands of
documents, to the Bibliothèque nationale Française.

21

3

B UST OF A B OY
Florence
Late 15th century

Marble
27 x 23 x 17 cm
p r o v e na nc e
French private collection until 1993;
French art market from 1993 until 2012;
Private collection, Switzerland
co m pa r at i v e l i t e r at u r e
J. Pope-Hennessy, An Introduction to Italian Sculpture, vol. II, Italian Renaissance Sculpture,
Phaidon, London, 2002, pp. 150–63
M. Bormand, B. Paolozzi Strozzi, N. Penny (eds.), Desiderio da Settignano: Sculpteur
de la Renaissance Florentine, exh. cat., Paris, 2006
J. Connors, A. Nova, B. Paolozzi Strozzi, G. Wolf (eds.), Desiderio da Settignano,
Venice, 2011

This touching and extremely delicate bust of a child is unmistakeably an
outstanding example of Quattrocento Florentine sculpture. The antique
armour with a central lion’s head and draped mantle may identify him as an
idealized portrait of an unknown sitter, or, more intriguingly, as a Renaissance
work of art purporting to date back to the Roman era. The finely carved
face, allowing for exquisite effects of chiaroscuro, together with the graceful,
attentive expression, immediately bring to mind the iconic depictions
of children by Desiderio da Settignano, who produced some of the most
delicately beautiful sculptures of mid–15th-century Florence.
The son of a stone carver, Desiderio collaborated in his youth with
Donatello, and throughout his short but spectacular career showed in his
sculptures the influence of the master’s rilievo schiacciato technique. He also
worked on the now-lost base for Donatello’s bronze David in the Palazzo
Medici. Two documented works by Desiderio serve as touchstones for
attributions – the tomb of Carlo Marsuppini in Santa Croce and the tabernacle
of the sacrament in San Lorenzo, both in Florence – and testify to his attention
to both decorative detail and a very human naturalism.
Indeed, Desiderio’s perhaps most distinctive trait resides in his ability
to display a highly spiritual and poetic expression in his figures, be they a
putto, a young Christ or an anonymous sitter, as was noted by Giorgio Vasari,
according to whom they had ‘grazia grandissima et leggiadria nelle teste’.1
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1
Desiderio da Settignano
A Little Boy, c. 1455–60
National Gallery of Art, Washington

Almost certainly, he invented and perfected the genre of idealized busts of
children or young boys, which has its roots in the Florentine tradition of the
putto, reinterpreted from the antique, and the Christ Child accompanying the
Virgin. Desiderio’s legacy, aside from the highly refined, decorative elements
of his two surviving monuments, would appear to reside in a small group
of marble busts, largely of children, young boys or women, all convincingly
attributed to him.2
The intent expression and elements such as the delicately rounded orbital
ridge, plump cheeks and small, full lips all look back to Desiderio’s examples,
and are suggestive of the hand of an unknown sculptor who, although active
in the later years of the 15th century, had known and worked closely with
the master.
The proposed date of around 1480 is sustained by elements such as the
tousled hair and the drapery, which can be compared with works by Desiderio
of the period. Closer in spirit and execution to the present bust, however, are
the angels flanking the tomb of Carlo Marsuppini in Santa Croce, Florence –
the monument being one of the artist’s two known commissions, and
dating from 1455–59. Desiderio would have been helped by a number of
collaborators, some of whom had perhaps trained with him in his workshop.
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2
Desiderio da Settignano
and collaborators (Matteo Civitali?)
Left angel of the Funerary Monument
for Carlo Marsuppini, c. 1455–60
Santa Croce, Florence (detail)

3
Matteo Civitali
Adoring Angel, marble, c. 1480
San Martino Cathedral, Lucca (detail)

The name of Matteo Civitali (1436–1501), a native of Lucca who had trained in
Florence, has been proposed as the co-author of the Marsuppini angels.3
Note, in particular, the angel on the left (fig. 2), his more fully developed hair
and less refined eyes, and compare it with the hair of his pair of Angels in the
San Martino Cathedral, Lucca, from c. 1480 (fig. 3).
The vogue for busts of young boys, often unidentified but frequently
depicting a young Christ or St John the Baptist, lasted until the early decades
of the 16th century. These would sometimes be commissioned by patrons
to adorn private palaces or family chapels. Aside from Desiderio, some of
the most important artists of the time tried their hand at this genre with
considerable success. See, for example, Mino da Fiesole’s St John the Baptist
(c. 1466, Metropolitan Museum of Art, New York), or Antonio Rossellino’s
Bust of a Boy from around 1460 (Palazzo Davanzati, Florence).
These artists, however, developed a style that effectively contrasts
with Desiderio’s, and is just as distinctive. Rossellino’s type is perhaps best
exemplified by the angels in his Tomb for the Cardinal of Portugal in the
Basilica di San Miniato al Monte, Florence.
While the authorship of the present bust is attributable to the circle of
largely anonymous artists who had probably trained in or around Desiderio’s
workshop in the early 1460s, but who only reached their stylistic maturity in
the 1480s, the bust's iconography remains unclear. The armour appears too
far removed from known examples by Donatello and Verrocchio to suggest it
might be a representation of the young David. Florentine artists and patrons,
however, were aware of the existence in Imperial Rome of a tradition of busts
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of young emperors (fig. 4). Such a precedent, together with the growing
‘antiquarian’ taste of Renaissance collectors from the second half of the 15th
century, may indicate that our bust was indeed intended to represent one such
emperor. Elements in favour of such an hypothesis are the folds of the boy’s
drapery, which appear modelled on the Antique, and the idiosyncratic
lion’s head.

4
Roman, 2nd century ad
Bust of a Young Marcus Aurelius
Uffizi, Florence

1

Giorgio Vasari, Le vite de’ più eccellenti
pittori, scultori e architettori, Florence, 1568,
p. 417.
2 For a discussion of Desiderio’s bambini, see A.
Luchs, ‘Les Bambini’, in op. cit., pp. 160–75.
3 Cf. M. Bormand et al., op. cit., p. 51.

29

4

pier francesco di bartolomeo, called

PIE RINO DA V INC I
Vinci, 1529/30 – Pisa, 1553

t w o c h i l dr e n h o l d i n g a f i s h
circa 1545

Carrara marble
67.7 x 31.2 x 32.6 cm
p r o v e na nc e
Cosimo I de’ Medici, Grand Duke of Tuscany (1519–1574) at Villa di Castello, near Florence
l i t e r at u r e
G. Vasari, Le Vite de’ più eccellenti pittori, scultori, et architettori, Florence, 1568, p. 417
r e l at e d l i t e r at u r e
U. Middeldorf, ‘Additions to the Work of Pierino da Vinci’, in The Burlington Magazine,
vol. 53, no. 309 (December 1928), pp. 298–306
J. Pope-Hennessy, Catalogue of Italian Sculpture in the Victoria and Albert Museum, London,
1964, vol. II, pp. 442–43, vol. III, fig. 466
P. Meller, ‘Un gruppo di Bronzetti di Pierino da Vinci del 1547’, in Mitteilungen des
Kunsthistorisches Institutes in Florenz, vol. 18, no. 2 (1974), pp. 251–72
M. Cianchi (ed.), Pierino da Vinci: Atti della giornata di studio (Vinci, Biblioteca leonardiana,
26 maggio 1990), Florence, 1995
I. Ballerini, The Medici Villas: The Complete Guide, Florence, 2003
B. Kusch-Arnhold, Pierino da Vinci, Münster, 2008
K. d’Alburquerque, ‘Portrait Profile of Luca Martini’, in TEFAF Maastricht 2018: Highlights,
Benjamin Proust Fine Art, London, 2018

The present marble group of Two Children holding a Fish constitutes an
important addition to the corpus of Pierino da Vinci, Leonardo’s nephew and
the enfant prodige of the mid Cinquecento who, in his short life, achieved a
remarkable synthesis of Florentine High Renaissance and Mannerist ideals of
beauty.
Described in Vasari’s Vite, this rediscovered marble was conceived for a
fountain in the garden of Castello, the Medici’s residence near Florence, the
lavishly ornamented grounds of which became the prototype for the Italian
Renaissance garden.1 It was here that Pierino’s extraordinary talent first
flourished.
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1
Bronzino
Portrait of Cosimo I de’ Medici, 1545
Uffizi, Florence

villa di castello: towards a new golden age
Upon his rise to power in 1537, Cosimo I, Grand Duke of Tuscany (1519–1574;
fig. 1) began to spend more time at the villa, near the town of Sesto Fiorentino,
and embarked on an ambitious project of redesigning its gardens, entrusted to
Niccolò Tribolo (1500–1550).
The complex undertaking was the young duke’s first step towards
becoming one of the greatest patrons of the arts of his time, seeking to
establish a new Florentine golden age, and whose ultimate design was to
reinforce the family’s political power after a period of grave turmoil. Cosimo’s
achievements included the creation of the Uffizi but also the completion of the
Pitti Palace and the Boboli Gardens. Among a plethora of artists who worked
for the family at this time were Agnolo Bronzino, Benvenuto Cellini, Jacopo
Pontormo and Giorgio Vasari.
At Castello, the iconological programme was clear – it was meant to
represent the beneficial influence of the Medici, seen as ‘watering’ Tuscany.
Arranged on a gentle slope, the gardens began with a ‘sacro bosco’, or sacred

32

2
Giusto Utens
Villa di Castello, c. 1599
Villa 'La Petraia', Florence

wood, symbolizing that area where the family’s positive influence had not
yet been felt. In its midst was a sculpture of The Apennines by Bartolomeo
Ammannati. Tribolo laid out the lower garden into squares divided by paths
and borders, at the centre of which was a circular labyrinth with a fountain
crowned by a statue of Venus by Giambologna (fig. 2). A larger fountain
was placed between the labyrinth and the villa and surmounted by a bronze
sculpture of Hercules defeating Antaeus by Ammannati – showing how, like the
hero, Cosimo had defeated his enemies by wisdom.2

tribolo and pierino da vinci
A Renaissance court artist par excellence, Niccolò Tribolo was not only ‘one
of the most capable and good-natured pupils of Andrea Sansovino’,3 he was
also in contact with the foremost men of his age. In addition, he was ready
to assimilate the innovations of painters such as Pontormo and Correggio,
verging towards a sophisticated Mannerism. Indissolubly linked to Villa di
Castello, Tribolo is also remembered as the discoverer of Pierino.
According to Vasari,4 Pierino, born in Vinci, was first briefly apprenticed to
Baccio Bandinelli (1493–1560) before joining Tribolo’s workshop. Under the
latter’s careful supervision, he worked at Villa di Castello up to his first visit to
Rome in 1547,5 contributing especially to the Fiorenza and Hercules and Antaeus
fountains (fig. 3).6
Whilst indebted to Tribolo’s vision and style, the seventeen-year-old artist’s
idiosyncratic, graceful physicality and subtle use of chiaroscuro effects were
already eminently his. In Middeldorf’s words, Pierino’s sculptures for Castello,
while still very close to Tribolo, are ‘somewhat differentiated by virtue of a
peculiarly gracious liveliness and nervousness of modelling’.7
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3
Niccolò Tribolo and Pierino da Vinci
Fountain of Hercules and Antaeus, 1540s
Villa di Castello, Florence (detail)

Before 1546, Tribolo introduced the young Pierino to the great humanist
and collector Luca Martini (1507–1561). When Luca Martini was appointed
ducal representative in Pisa, the young sculptor followed him. Over the
following years, Martini ‘ensured the works would enter the collections of
the most famous patrons, such as the Medici family’.8 Indeed, the friendship
resulted in one of Renaissance’s most memorable alliances and in numerous
commissions. These include the marble relief depicting The Death by Starvation
of Count Ugolino della Gherardesca, which may well be the first independent
work to illustrate a particular passage of Dante’s Divina Commedia, and the
relief of Pisa Restored, or Duke Cosimo de’ Medici restoring the Fortunes of Pisa,
arguably his masterpiece.9
Importantly, during his second Roman sojourn of 1549 Pierino was
probably able to renew his acquaintance with Michelangelo, whose aesthetic
would thereafter inform his work. No sculpture better demonstrates this than
his wonderful Young River God (see below, figs. 11 and 12).10 Pierino died in Pisa
in the first months of 1553 after a short illness. His loss was commemorated in
poetry by Benedetto Varchi and Bronzino, who, around 1550, had painted his
portrait.11

a marble from vasari’s vite
Two Children holding a Fish marks a turning point in the evolution of Pierino
da Vinci’s artistic output. With its psychological intensity, this particularly
complex sculpture by far surpasses his other known fountain children, which
marked the start of his career.
Importantly, it corresponds to the one described by Vasari as the fourth
work created by Leonardo’s nephew at Castello: ‘Tribolo having given him a
larger piece of marble’, writes Vasari, ‘Piero made from it two children who
are embracing each other and squeezing fishes, causing water to spout from
their mouths. These children were so graceful in the heads and in their whole
persons and executed with so beautiful a manner in the legs, arms and hair,
that already it could be seen that he would have been able to execute the
most difficult work to perfection.’12
Vasari describes the two children as ‘putti’, therefore implying their male
gender. However, the two children are in fact sexless. Vasari’s inaccuracies are
of course notorious, and the anecdotical nature of the episode is suggestive
of his not having seen the sculpture with his own eyes. A similar imprecision
appears further on in the Vite where, describing Pierino’s Young River God, the
vase is mentioned as being ‘held aloft by three boys’,13 whilst in fact only two
of the three children can be identified as male.
Until now, the composition was only known through a terracotta version
(Victoria and Albert Museum, London, fig. 4), albeit displaying noticeable
differences, and at least two bronze versions deriving from it.14 Gifted by
George Salting (1835–1909), it was already identified as ‘probably’ by
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4
After Pierino da Vinci
Two Putti with a Fish, c. 1840–60
Victoria and Albert Museum, London

5
Roman
Boy strangling a Goose, 2nd century ad
Vatican Museum

Pierino in 1911.15 Pope-Hennessy maintained the attribution, which was also
supported by Holderbaum. Both scholars saw it as a model for, or record of,
the marble group described by Vasari.16 Recent research, however, suggests
a dating of the terracotta close to the mid 19th century. The sculpture may
therefore have been made by copying, or at least in part directly from a
moulding taken from the present marble group.17

an image of fleeting youth
By approaching the subject of childhood representation, and returning
to it so often throughout the short span of his career, Pierino adds his name
to an illustrious list of Florentine predecessors going back to Donatello and,
ultimately, the Renaissance interest in all things antique.
Putti holding or struggling with animals such as geese or fish
flourished in Hellenistic times. The most famous of these is perhaps the Boy
strangling a Goose conceived by Boethius of Chalcedon in the 2nd century bc
(fig. 5).18 The earliest Florentine example in this series is probably Donatello’s
Winged Putto with Fantastic Fish (c. 1435–40, Victoria and Albert Museum,
inv. no. 475–1864), also commissioned by the Medici. Another notable
putto or eros was commissioned around 1470 by Lorenzo de’ Medici for his
villa of Careggi: taking the shape of a little ‘angel’ with a dolphin (Palazzo
Vecchio, Florence) it remains one of the best-known bronzes by Andrea
del Verrocchio.
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6
Antonio Rossellino
The Virgin with the Laughing Child, c. 1465
Victoria and Albert Museum, London (detail)

7
Leonardo da Vinci
The Burlington House Cartoon, 1499–1500
National Gallery, London (detail)

In contrast with Donatello and Verrocchio’s examples, firmly rooted in
antiquary enthusiasm, Pierino’s children appear very human; they belong to
their own times. They lack wings and seem intent at making the most of their
youth, perhaps already conscious of its fleeting nature, as befitting sculptures
intended to complement the villa’s magnificent jeux d’eaux and recalling
Lorenzo il Magnifico’s celebrated canzone:
Quant’è bella giovinezza,
Che si fugge tuttavia!
Chi vuol esser lieto, sia:
Di doman non c’è certezza19
In his portrayal of children, then, Pierino moves along and beyond a path
traced by the illustrious tradition of the Florentine Quattrocento, that of the
(idealized) portrayal of children. A testament to his prodigious precocity, the
present sculpture betrays the assimilation of the lessons of artists such as
Andrea del Verrocchio, Desiderio da Settignano and Antonio Rossellino (fig. 6).
The dialogue between Pierino’s and Quattrocento depictions of childhood
and portraiture does not limit itself to details such as the hair, which on the
present group retains a hint of stiacciato suggestive of Pierino’s fascination
with low relief, but extends to the whole levitas and sprezzatura underlying
these figures.
Moreover, if the group’s sensuous contrapposto reveals Michelangelo’s
influence, the chiaroscuro of the children’s delicate flesh, their oblique gaze and
elongated eyebrows, the mysterious curl of their lips – suggestive, almost, of a
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8
Pierino da Vinci
Putto for a Fountain, c. 1546
Museo statale d’arte medievale e
moderna, Arezzo

9
Pierino da Vinci
Putto with a Fish, c. 1546
Grotta di Madama, Boboli Garden,
Florence
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superior knowledge – recall Leonardo’s legacy, as seen for instance on the Virgin
Mary and St Anne’s faces in the Burlington House Cartoon (fig. 7).
The composition of Two Children holding a Fish is typical of Pierino, who
‘used to represent slow contrapposti, such as that of the hands, the one more
forward, the other, inert, left behind; the insistence on an elongated canon,
the shortening of the shins compared with the elongated thighs’.20 Moreover,
as argued by Middeldorf, ‘entirely peculiar to Pierino is the nervous movement
exhibited in the limbs, to be traced down to the last joints of the fingers
and toes’.21
Two Children shares certain traits with two previous fountain sculptures
executed by Pierino at Castello. In Putto with Mask, or Puer Mictans (fig. 8),
likely made for Cristofano Ranieri,22 the grotesque element prevails. By
contrast, the Putto with Fish (fig. 9) displays a more interesting torsion in its
figure and elegant contrapposto, accentuated by the curving body of the fish
he holds. Both sculptures share with the present group a similar treatment of
the children’s puffy limbs, and the same slightly oversized head. Note also the
thin draped bands worn across the chest ending in a more elaborately carved
drapery supporting the bodies.
A composition in the round of similar complexity returns in Pierino’s later
Young River God (figs. 11 and 12), where Michelangelo’s influence is more
clearly felt. Compare it, for instance, with the figures of Christ and St John the
Evangelist in Michelangelo’s Entombment or the marble Dying Slave (fig. 10)

10
Michelangelo
Dying Slave, 1513–16
Musée du Louvre, Paris

11–12
Pierino da Vinci
Young River God, 1549
Musée du Louvre, Paris (and detail)

and note the common features of the wriggling pose, the expressive modelling
of the flesh. Here, the three children’s splendid contrapposto attests to his
obsession with interlocking outlines of adjoining bodies rhythmically related –
an interest which, importantly, can be found in nuce in the present sculpture.23
In the present group Pierino attempts for the first time to portray a
dialogue that appears both playful and inscrutable to the spectator’s eyes.
This is achieved through a successful game of correspondence – between
inclination of the heads, direction of the gazes, and position of the hands,
marking a decisive step forward in the young artist’s expressive capabilities.
More refined, the smile has lost any hint of the grotesque, and is indicative of
a more spiritual communion between the two children. Furthermore, Pierino
appears to have at least momentarily abandoned the full locks of hair, focusing
instead on the psychologically charged expressions of the children’s faces. The
wavy locks, finishing in a higher relief, find comparison in later masterpieces
such as the reliefs of Pisa Restaurata and the Profile Portrait of Luca Martini.
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Vasari does not inform us of the exact
destination of the group within the villa’s
gardens. It is, however, conceivable it
would have decorated one of the grottos
or smaller fountains of the estate.
In the 18th century, the estate was
inherited by the Habsburg-Lorraine, who
dismantled several fountains and altered
much of the original layout. In 1788, the
Fountain of Florence was removed to the
Medicean Villa of Petraia, and that of
Hercules and Antaeus to the middle of the
garden, thus altering the symbolism of
the scheme.
U. Middeldorf, op. cit., p. 299.
Vasari 1568, pp. 416 ff.
Ibidem, p. 418.
Although the authorship of some of
the Castello sculptures is debatable,
it seems fairly certain that the supine
child holding a fish and the child turning
his shoulders to the spectator on the
Fountain of Hercules and Antaeus are his.
For a discussion of the attribution, see
Giannotti in Vasari, op. cit., pp. 128–29.
Middeldorf, op. cit., p. 305.
Cf. K. d’Alburquerque, op. cit., p. 37.
The first relief depicts a subject
particularly close to Martini’s literary and
philological interests. The second relief’s
complex iconography, on the other
hand, was arguably conceived by Martini

10

11
12

13

14

himself (cf. d’Alburquerque, op. cit., p. 40
and note 17).
Completed after 1549, it was presented
by Martini to Cosimo I’s consort, the
duchess Eleonora of Toledo, who then
gave it to her brother, Don García, for his
estate of Chiaia, Naples. Cf. F. Loffredo,
‘La villa di Pedro de Toledo a Pozzuoli e
una provenienza per il ‘Fiume’ di Pierino
da Vinci al Louvre’, in Rinascimento
meridionale, no. 2 (2011), pp. 93–113. See
also Vasari 1568, p. 419.
National Gallery, London, on loan from a
private collection.
‘Et avendogli dato il Tribolo un pezzo
di marmo maggiore, ne cavò Piero due
putti che s’abbracciano l’un l’altro, e
stringendo pesci, gli fanno schizzare acqua
per bocca. Furono questi putti sì graziosi
nelle teste e nella persona e con sì bella
maniera condotti di gambe, di braccia e di
capelli, che già si potette vedere che egli
arebbe condotto ogni difficile lavoro a
perfezzione.’
‘[Pierino] fece un fiume giovane che tiene
un vaso che getta acqua, et è alzato da tre
fanciulli, I quali aiutano a versare l’acqua
il fiume e sotto i piedi a lui molta copia
d’acqua discorre …’: Vasari 1568. For
contradictions in Vasari’s Life of Pierino,
see Middeldorf, op. cit., p. 300.
See Christie’s London, 9 June 1999, lot
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290, and 10 November 2005, lot 353.
The casts are respectively 66 and 62.2 cm
high.
The Salting Collection, London, 1911, p. 11.
Cf. Pope-Hennessy, op. cit., p. 442–43.
The attribution is also maintained by
Maclagan and Longhurst, p. 142, Venturi
in Storia dell'Arte Italiana, Milan, vol. x, no.
2, 1936, pp. 331–34.
Cf. Kusch-Arnhold, op. cit., pp. 255–58, for
a complete discussion of the Victoria and
Albert terracotta.
Cf. Pliny the Elder, Natural History,
London, 1857, vol. VI, book XXXIV, p. 184.
Copies are known to have been made
under Nero. One is in the Gallery of the
Candelabra, Vatican Museum, Rome.
‘How beautiful Youth is / That’s always
flying by us! / Who’d be happy, let him be
so: / Nothing’s sure about tomorrow.’
Meller, op. cit., p. 266.
Middeldorf, op. cit., p. 301.
Cf. Vasari 1568, p. 416.
See Meller, op. cit., p. 267: ‘Pierino
imparò a vedere l’antico con gli occhi di
Michelangelo …. Rispetto a Michelangelo,
Pierino viene a tradurre la lezione classica
in un linguaggio di eleganze lussuose in
piccolo formato in opera che condensano
l’essenza del manierismo fiorentino.’
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attributed to

W ILLE M VAN T E T R ODE
Delft, c. 1530 – after 1587

bust of tiberius
Second half 16th century

Bronze
26.5 x 21 x 10 cm
p r o v e na nc e
Italian private collection
l i t e r at u r e
A. Natali, C. Conforti (eds.), Vasari, gli Uffizi e il Duca, exh. cat., Florence, 2011, pp. 328–29,
p. 334, n. XII.12
F. Scholten (ed.), Willem van Tetrode, Sculptor, exh. cat., New York, 2003

1
Willem van Tetrode
Bust of Tiberius, c. 1559
Bargello, Florence
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This bust of Emperor Tiberius (42 bc– ad 37) is closely related to a bronze
series conceived by Tetrode in Rome around 1559. A versatile artist who had
assisted Cellini in France, Tetrode followed him to Florence around 1548. Here,
he executed important works in marble for the great master, including the Bust
of Cosimo I de’ Medici (Fine Arts Museum, San Francisco), and the Ganymede
(Bargello, Florence).
Upon leaving Cellini’s studio some years later, the Flemish sculptor moved
to Rome, where he joined Guglielmo della Porta (c. 1515–1577).1 As noted by
Fritz Scholten, Tetrode’s presence in Rome ‘coincided with an archaeological
boom that continued more or less unabated until after the Council of Trent
in 1564’2 – a boom whose high point was the excavation from 1545 of the
Baths of Caracalla, from which the many sculptures unearthed enriched
the collections of Alessandro Farnese and gave work to several restoration
workshops, amongst which Della Porta’s was the foremost.
It was here, certainly because of the reputation earned for the work carried
out on behalf of Cellini, that Tetrode received his first independent commission –
to decorate a cabinet for Niccolò IV Orsini, Count of Pitigliano. The commission
fitted perfectly with Tetrode’s antiquary interests and his activity within Della
Porta’s studio, largely devoted to the restoration of antique marbles.
The resulting bronze reductions represented some of the most celebrated
antiquities and included a set of twelve emperors. The busts were based on
marble models by Tommaso della Porta, echoed in many particulars, such as
the socles and details of the clothing. As a whole, the cabinet was to provide ‘a
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In his Lives of 1568, Vasari singles out
Tetrode (Guglielmo Tedesco) among Della
Porta’s many assistants. Cf. G. Vasari, Vite,
Milan, 1878–85, vol. 7, pp. 549–50.
F. Scholten, op. cit., p. 23.
Scholten, op. cit., p. 25.
An improvised foundry was located in the
grounds of the Pitigliano Palace: cf. Scholten,
op. cit., p. 25, note 89.
Cf. G.L. Masetti Zannini, 'Notizie biografiche
di Guglielmo della Porta in Documenti
Notarili Romani', in Commentari: Rivista
di critica e storia dell’arte, 23 (1972),
pp. 299–305.
A.M. Massinelli, in Vasari, gli Uffizi e il Duca,
op. cit., p. 334.

meticulous reflection of the most notable sculpture from antiquity that could
be seen at that time in Rome, supplemented with the busts of the twelve
Roman emperors’.3 Bronzes from the cabinet, which soon after its completion
passed into the hands of Cosimo I, Grand Duke of Tuscany, included a powerful
Farnese Hercules (Uffizi, Florence).
Having survived the cabinet’s dispersal and housed today in the Uffizi,
Florence, the busts display a certain lack of finish and some technical faults
which may be explained by Tetrode’s relative inexperience at bronze casting
at this point in his career.4 At the same time, they retain an immediacy which,
combined with their small scale, makes them highly successful.
Some incomplete models for the series are documented in the workshop of
Guglielmo Della Porta,5 and it is known that Tetrode kept the models for the
Twelve Caesars up until his return to Delft.6 Compared with the bronze Bust of
Tiberius from the series (Bargello, Florence, fig. 1), the present example reveals
itself as more than a simple copy. Differences may be noted in the chasing of
the hair, more naturalistic on ours, and the more detailed right sleeve. Other
details, such as the height (26.5–27 cm) and finishing of the emperor’s pupils,
remain essentially identical.

6

FLOR A FARN E SE
Florence or Rome
First half 17th century

Bronze
35 x 15.5 x 9 cm
p r o v e na nc e
In the Liechtenstein Princely Collection since at least 1767 (Schloss Federsberg);
Liechtenstein Palais, Vienna, until 1944;
Schloss Vaduz, Liechtenstein;
Christie’s, Amsterdam, Liechtenstein: Property from the Collection of the Princely House of
Liechtenstein, 1 April 2008, lot 129
exhibited
Meisterwerke aus den Sammlungen des Fürsten von Liechtenstein, Kunstmuseum Luzern, 1948,
cat. no. 230
l i t e r at u r e
V. Fanti, Descrizzione completa di tutto ciò che ritrovasi nella galleria di pittura e scultura di Sua
Altezza Giuseppe Wenceslao del S.R.I. Principe Regnante della casa di Lichtenstein, Vienna,
1767, p. 36, no. 17
J. Dallinger, Description des Tableaux, et des Pièces de Sculpture, que renferme la Gallerie de son
Altesse François Joseph Chef et Prince Regnant de la Maison de Liechtenstein, Vienna, 1780,
p. 259, no. 32
E. Tietze-Conrat, 'Die Bronzen der fürstlich Liechtensteinischen Kunstkammer', in Jahrbuch des
kunsthistorischen Institutes der k. k. Zentralkommission für Denkmalpflege, XI (1917),
p. 94, fig. 74 (illustrated)
G. Wilhelm, Meisterwerke aus den Sammlungen des Fürsten von Liechtenstein, Lucerne, 1948,
p. 54, no. 230
co m pa r at i v e l i t e r at u r e
L. Planiscig, Die Bronzeplastiken. Statuetten, Reliefs, Geräte und Plaketten, Vienna, 1924,
nos. 241–246
Placchette e bronzi nelle civiche collezioni di Ferrara, Ferrara, 1974, cat. no. 151
W. D. Wixom, Renaissance Bronzes from Ohio Collections, Cleveland, 1975, cat. no. 154
W. Stedman Sheard, Antiquity in the Renaissance, exh. cat, Northampton, Massachussetts,
1978, cat. no. 24

The monumental Flora Farnese was discovered in Rome before 1532.1 It soon
entered the Farnese collection, housed in the family’s palazzo until the late
18th century, when it was removed to Naples, where it remains in the Museo
Archeologico Nazionale. The head, part of the neck and the right arm as well
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1
Attributed to Nicolas Poussin
Flora Farnese
Rijksmuseum, Amsterdam

as the left forearm were missing from the Roman marble, and were restored
by Guglielmo della Porta (c. 1500–1577) around 1555.2 The sculptor thus
effectively ‘created’ the Flora, by adding a flower garland held in the left hand.3
A pen and brush drawing, probably by Nicolas Poussin, in the Rijksmuseum
Amsterdam, gives a fair idea of what the sculpture would have looked like in
the early 17th century (fig. 1).
Most famously, the antique marble was the subject of a reduction by
Giacomo Zoffoli (1731–1785) made after a model by Vincenzo Pacetti in 1773.
Popular during the Grand Tour, examples are recorded today in the Ashmolean
Museum, Oxford; Saltram Park, Devon; and Schloss Wörlitz, Sachsen-Anhalt.4
The present bronze, however, belongs to an earlier series, generally
thought to be Florentine and dated to the second half of the 16th century.
Very few examples are known, and all show less invention than is seen on the
present one, depicting the goddess holding a flower garland and barefoot.
One version is in a private American collection, a second is in the Bargello,
Florence, a third is in the Museo Riminaldi, Ferrara, and, lastly, a fourth is in the
Kunsthistorisches Museum, Vienna (fig. 2, currently as Roman). In her seminal
essay on the Liechtenstein Kunstkammer, Tietze-Conrat catalogued our bronze
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– documented in the Princely Liechtenstein Collection from at least 17675 –
as Florentine, c. 1600.
Several points differentiate this Flora from the above-mentioned examples.
The clinging drapery is highlighted by a powerful matt punching, giving a
textured finish to the surface. In her left hand, which, unlike in the marble
restored by Della Porta, turns towards her body, she holds a cornucopia of
flowers, an artistic licence that differs from both the garland of the 16thcentury restoration and Albacini’s nosegay, which can still be admired today.
Moreover, the goddess is not barefoot but wears elegant calzari.
Elements such as the casting and after-work on the present sculpture,
which effectively make it unique amongst the series, point instead to a
probable Roman origin. The great immediacy given to the figure by the quick
sketching, but also the punching of the vest, recall figures and techniques
employed by Guglielmo della Porta and his workshop (see, for instance, the
reliefs on the Funeral Monument of Pope Sixtus IV, Basilica of St Peter’s,
Vatican City), whose influence was still largely felt in the first years of the
17th century.

2
Roman, late 16th century
Flora Farnese
Kunsthistorisches Museum, Vienna

1

See a drawing by Maarten van Heemskerck,
1532–36, reproduced in C. Hülsen, H.
Egger, Die Römischen Skizzenbücher von
Marten van Heemskerck im Königlichen
Kupferstichkabinett zu Berlin, 2 vols., Berlin,
1913–16, I, pp. 33–34, fol. 62v, where the
Flora appears without repairs.
2 See R. Frederiksen, E. Marchand (eds.),
Plaster Casts: Making, Collecting and
Displaying from Classical Antiquity to the
Present, Berlin and New York, 2010, p. 396,
note 19.
3 Around 1800, Carlo Albacini transformed the
sculpture, replacing the right arm and the
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left forearm, which now holds a bunch of
flowers.
4 Cf. Stedman Sheard, op. cit., cat. no. 24.
5 Cf. V. Fanti, op. cit., p. 17. Wilhelm (op. cit.,
p. 54) mentions the sculpture as first
recorded in the collection in 1658.
However, the piece is absent from that year’s
Guardaroba inventory of Prince Karl Eusebius
(cf. H. Haupt, Von der Leidenschaft zum
Schönen. Fürst Karl Eusebius von Liechtenstein
(1611–1684), Cologne and Weimar, 1998,
pp. 357–79. The author thanks Dr Arthur
Stoegmann of the Liechtenstein Collections
Archives in Vienna for this information.

7

attributed to

HUBE RT LE SUE UR
Paris, 1580–1658

hercules and telephus
circa 1630

Bronze
39.4 x 15.9 x 12.4 cm
Inventory mark ‘8’ in red paint on lion skin tail
p r o v e na nc e
Most probably, François Le Vau (1613–1676), ‘Maison du Centaure’, 45 Quai de Bourbon,
Paris, until his death;
Most probably, Louis, Grand Dauphin de France (1661–1711), Château de Versailles,
from at least 1689 and until his death, when sold;
Most probably, Jean-Baptiste, Count du Barry (1723–1794), Paris;
His sale, 21 November 1774, lot 142;
Noble private collection, Provence, France, until 2017
co m pa r at i v e l i t e r at u r e
F. Souchal, Les Frères Coustou, Paris, 1980
G. Bresc-Bautier, ‘L’activité parisienne d’Hubert Le Sueur sculpteur du roi (connu de 1596 à
1658)’, in Bulletin de la Société de l’histoire de l’art français, 1985, pp. 35–54
C. Avery, ‘Hubert Le Sueur, the ‘Unworthy Praxiteles’ of King Charles I’, in Studies in European
Sculpture II, London, 1988, pp. 145–235
J. Chlibec, ‘Small Italian Renaissance Bronzes in the Collection of the National Gallery in
Prague’, in Bulletin of the National Gallery in Prague, III-IV (1993–94), pp. 36–52
A. Gallottini (ed.), ‘Philippe Thomassin: Antiquarum Statuarum Urbis Romae Liber Primus
(1610–1622)’, in Bollettino d’Arte, 1995, pp. 21–23
S. Castelluccio, ‘La Collection de bronzes du Grand Dauphin’, in Curiosité: Édutes d’histoire
de l’art en l’honneur d’Antoine Schnapper, Paris, 1998, pp. 355–63
S. Baratte, G. Bresc-Bautier et al., Les Bronzes de la Couronne, exh. cat., Paris, 1999.
P. Kruse (ed.), Hochrenaissance im Vatikan 1503–1534. Kunst und Kultur im Rom der Päpste,
Berlin-Stuttgart, 1999, p. 332, cat. no. 249
G. Bresc-Bautier, G. Scherf (eds.), Bronzes français de la Renaissance au Siècle des Lumières,
exh. cat., Paris, 2008
J. Griswold, C. Hess, J. Bassett, et. al., ‘Casts after the antique by Hubert Le Sueur’, in
D. Bourgarit, J. Bassett, G. Bresc-Bautier et. al. (eds.), French Bronze Sculpture: Materials and
Techniques 16th–18th Century, Paris, 2012, pp. 56–75
P. Wengraf (ed.), Renaissance & Baroque Bronzes from the Hill Collection, London, 2014,
pp. 304–09

54

1
Roman, 2nd century ad
Hercules and Telephus
Chiaramonti Museum, Vatican

Most probably from the collection of Louis, Grand Dauphin de France (1661–
1711), son of Louis XIV and grandfather of Louis XV, this newly discovered
Hercules and Telephus is one of the most remarkable bronzes to have been
created in early 17th-century France, a stage in the history of sculpture that
remains relatively undocumented.
The only known faithful reduction of a Roman marble in the Vatican to
have been made in France, it would have required careful, dal vero examination
of the original.The bronze stands out for the great attention to detail and
understanding of the Greek hero’s anatomical proportions and psychological
stance displayed in its modelling.
The intensity of the hero’s portrayal, but also the careful after-work,
moreover, position Hercules and Telephus along a line of illustrious
predecessors, rooted in the cultural phenomenon of the Italian Renaissance
studiolo and the production of sculptors such as Antico. The heroic figure par
excellence of classical mythology, Hercules would have resonated deeply
within the political, cultural and artistic climate of early 17th-century France
as it had done nearly one hundred years earlier in the fragile but artistically
vibrant courts of the Italian peninsula.
France, in fact, was going through a period of turmoil following the
assassination of King Henri IV (1553–1610) and the regency of Marie de’ Medici
(1575–1642). From a cultural viewpoint, it would not be until the ascent to
power of Louis XIV, who began his rule in 1661, that the French court would
regain a sovereign interested in promoting an artistic programme akin to
that of François I one century earlier. Nonetheless, a rising number of private
collectors, mostly members of the court and intellectuals of means, cultivated
an appreciation for sculptures, many of which, like the present bronze, would
later enter – sometimes to remain there – the French royal collection.1
To the artists gravitating around the Parisian elite, Rome was the chief
source of inspiration, with virtually all painters and sculptors from Barthélemy
Prieur to Michel Anguier spending months, sometimes years, studying and
working in the Eternal City, where Nicolas Poussin and a circle of erudite
collectors were refashioning the way of looking at antiquities, moving the arts
towards a new classicism.

unearthing hercules and his son telephus
Discovered in Rome near Campo de’ Fiori in May 1507, the marble group of
Hercules and Telephus was instantly acquired by Pope Julius II (1443–1513).2 A
2nd-century ad copy of a probably late Hellenistic original, it was in almost
perfect condition apart from the right forearm and hand, which contemporaries
assumed would have held the hero’s attribute, the club. Also broken off was a
fragment of the plinth together with the right foot’s toes (fig. 1).3
Transported to the Vatican, the statue was soon installed in the Antiquario,
the name given to the Belvedere Court designed by Bramante and completed
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2
Maarten van Heemskerck
Head of Hercules, c. 1523–37
Kupferstichkabinett, Berlin

in 1514. Here were displayed the classical masterpieces in the Papal
Collections, in accordance with and in support of Pope Julius II’s project of a
glorious Roman Renaissance. Hercules and Telephus was therefore placed next
to other iconic sculptures such as the Laocoön and his Sons, the Apollo and
the Torso del Belvedere, whose impact upon the imagination of contemporary
artists can hardly be overstated.
Early restorations commissioned in 1533 by Pope Clement VI (1478–1534)
to Giovanni Angelo Montorsoli (1507–1563) appear to have been limited to the
reattaching of the hero’s broken toes. Only in the late 18th century wouldl the
forearm be restored with the addition of a plaster club.4 In 1536, Clement VII
ordered Hercules and Telephus to be placed in its own niche within the
Belvedere Courtyard, which had by then effectively become a ‘Pantheon of
Heroes’ for a renewed and more powerful Rome.
For centuries, the iconography of the marble was not unequivocally
identified. Hercules and Telephus was alternatively interpreted as representing
Hercules holding his son Ajax, or as Emperor Commodus as Hercules. From
a letter by Giorgio da Negroponte to Sabba da Castiglione we know that,
at the time of the statue’s discovery, the child’s identity was unknown, but
that Fedra Inghirami proposed to identify in the figure of Hercules that of the
young Emperor Commodus – an idea shared by Francesco Albertini (1510) and
Aldrovandi (1556).5 Today, it is commonly accepted that the group represents
Hercules and Telephus, son of the hero and Auge, the Arcadian princess and
priestess of Athena who gave birth to the child within the sacred enclosure of
the goddess.
The Renaissance’s fascination with antiquity found in the Belvedere Court
a centre of artistic pilgrimage, where artists and men of letters came to study.
In 1513, Pope Leo X opened the Antiquario to a cultural elite which was then
flocking to Rome from other Italian courts and foreign countries. Its sculptures
became models to entire schools and their renown spread throughout Europe,
thanks to drawings and to the diffusion of less costly engravings.
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The first reproduction of Hercules and Telephus is a pen and ink sketch
by Maarten van Heemskerck (1498–1574) executed around 1523–37. It is
a detailed study of Hercules’s head from both side and front (fig. 2). Later
sketches by Girolamo da Carpi (c. 1549–53, fig. 3) and Maarten de Vos and
Goltzius portray the group following Montorsoli’s restoration.

casting antiquity

3
Girolamo da Carpi
Commodo di Belvedere, c. 1549–53
Rosenbach Museum and Library,
Philadelphia
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Ideals of beauty and power and exempla of virtue were incarnated in Roman
representations of gods and heroes. Just as the humanistic culture was
recovering the classical texts of literature and of philosophy, so artists looked
at the representation of the human body and decorative repertoire to update
their figurative language. A founding element of the Renaissance, this passion
for ancient times saw the development of bronze copies, interpretations and
reductions of classical sculptures.
Art patrons from Italian courts wishing to have a memento of that
perfection had to rely on contemporary artists, since the sculptures that
were redefining the canon were typically incorporated into papal or princely
collections linked to the Holy See very early after their discovery. Moreover,
early 16th-century papal bans on exporting ancient sculpture from Rome
made it virtually impossible even for great aristocrats to build such collections.
Bronze reductions thus came to satisfy and inform the novel courtly
phenomenon of the studiolo, a room or study where the signore would spend
his free time and handle and examine his art collection at leisure, or show it
to a selected circle of friends and visitors. But this was also the expression of a
culture ‘tempted by a retreat to the inner world when faced with the troubles
of history, [where] a gesture, a movement or even just the positioning of a
naked body in the space, tended to express a philosophical or moral concept’.6
The creation of such a microcosmos further encouraged the production of
small bronzes, plaquettes and marble reliefs to be displayed in cabinets. If the
studioli of Federico da Montefeltro (1422–1482) in Urbino and Gubbio had
been amongst the very first, others, more focused on painting and sculpture,
came into being in the early Cinquecento, such as the camerino d’alabastro of
Alfonso I d’Este, Duke of Ferrara (1476–1534), arguably the most magnificent
art gallery of its time. Here, a rich array of small bronzes was displayed
alongside the low reliefs in marble executed by Antonio Lombardo, whose
language was directly inspired by classical themes.
At around the same time, Isabella d’Este (1474–1539), wife of Francesco II
Gonzaga, Marquess of Mantua, created her first studiolo in the Castello di San
Giorgio, commissioning paintings from the likes of Perugino, Mantegna and
Lorenzo Costa. Isabella’s taste for sculpture resulted in commissions to some
of the best artists of the time, including Tullio Lombardo and Gian Cristoforo
Romano. Importantly, her passion for bronzes occasioned her patronage of
the most talented artist in this field, Pier Jacopo Alari Bonacolsi, called L’Antico

4
Antico
Hercules, probably after 1519
Kunsthistorisches Museum, Vienna

(c. 1460–1528). His unique interpretation of the antique resulted in a series of
memorable bronzes which took the art of the Renaissance bronzetto on to an
altogether different level (fig. 4).

5
Primaticcio
Hercules and Telephus, 1543
Fontainebleau

from primaticcio to le sueur
Under the reign of King François I of France, from 1515 to 1547, the royal court
of Fontainebleau was able to contend with the most prestigious cultural
centres of the Italian peninsula. As part of a programme which whilst looking
at the Italian Renaissance sought to exalt and consolidate the prestige of the
French crown, the king commissioned from Primaticcio (1504–1570) the first
known life-size cast of the Hercules and Telephus marble, completed in 1543
(fig. 5), part of a series meant to rival the great statuary collections such as
were to be admired in the Florence of the Medici.
A plaster cast had been realised during Primaticcio’s first journey to Rome
and transported back to Fontainebleau in several pieces. The sculpture was
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6
Pietro da Barga
Hercules and Telephus, c. 1574
Bargello, Florence

7
Italian
Hercules and Telephus,
probably late 16th century
National Gallery, Prague
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cast under the direction of Primaticcio and Vignola, together with nine other
sculptures, half of them after marbles of the Belvedere courtyard. All the
artists involved were French, except two Italians: Francisque Ribon and Laurent
Regnauldin. The French included Pierre Bontemps, Picard, Jean Challuau and
Carl Dumoustier for the sculptors, and Pierre Beauchesne, Benoît Leboucher
and Guillaume Durant for the bronze casts.7
Surprisingly, aside from the present bronze, only two other reductions of
Hercules and Telephus are known to have been cast between the unearthing of
the marble and the end of the 18th century. The first, by the Florentine Pietro
da Barga (active between 1574 and 1588), is datable to c. 1574 and displays a
typically rough, almost bozzetto-like surface and all’antica patina (Bargello,
Florence, fig. 6). The second, a much more faithful copy, is in the National
Museum, Prague, catalogued as 16th century (fig. 7).8 It displays a less polished
and detailed modelling, as well as noticeable differences, particularly in the
pose of the young Telephus.
Around 1683, Nicolas Coustou (1658–1733), then at the Académie de
France in Rome, executed a terracotta of the Vatican sculpture (Musée du
Louvre, Paris). Interpreting it as a Hercule Commode, Coustou dispensed with

8
Nicolas Coustou
Hercule Commode, 1685
Château de Versailles

the figure of Telephus, placing instead in the hero’s left hand the Golden
Apples of Hesperides, another of his attributes. The model was the starting
point for the famous marble (Château de Versailles, fig. 8), of which numerous
bronze reductions exist. The absence of the hero’s son makes these reductions
impossible to mistake for the reproductions of the original marble group.
Starting with the discovery of the marble, artists and connoisseurs alike
imagined the rest of the missing forearm complete with its club.9 For example,
in 1543, long before the inclusion of the plaster club on the original at the
end of the 18th century, Primaticcio had already 'restored' it. Interestingly,
when translating the model from marble to bronze, Primaticcio was not in
need of the tree stump supporting the antique version, and continued the lion
skin to the ground. This indicates that our cast cannot be an adaptation of
Primaticcio’s in Fontainebleau.
It would, however. take several decades for another artist to undertake the
creation of another life-size cast of Hercules and Telephus. This time, it was
realised by Hubert Le Sueur in 1631 and not for the French court, but for the
English king Charles I.
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french sculptors in poussin’s rome

9
Barthélémy Prieur
Henri IV as Jupiter, c. 1610
Musée du Louvre, Paris
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The understanding of the Greek hero’s stance and the great detailing displayed
by the present bronze indicate that its author must have seen the original
in Rome, possibly first sketching it in wax. An attribution is therefore greatly
complicated by the artist’s accuracy in copying, as well as by the copious
lacunae still extant in the study of early 17th-century French bronzes,
especially small ones. Recent exhibitions, however, have brought interest and
scholarly knowledge on this subject to a new level.
Hercules and Telephus was cast in rare cut-back core technique which
became diffused in France during the 17th century10 and which conspicuously
differs from the indirect process employed for instance in the Giambologna
workshop. Importantly, the resulting wax of the sculptor’s model, with a premade core inside, could be retouched before casting, allowing for substantial
changes to the surface. Scientific analysis has revealed the present bronze was
cast in a brassy alloy, with percentages indicating a French origin.11 Moreover,
thermo-luminescence examination of the core material has indicated a date
of 1614, with a margin of twenty-six years, whilst comparison of the core
composition with Italian and French examples has again concluded the bronze
was cast in France.12
At first glance, Hercules and Telephus appears deeply informed by Italian
16th-century sculpture – the achievements of Giambologna and Susini,
certainly, but also those of Guglielmo della Porta in Rome as well and the
earlier production at Mantua and Padua. This should be read in the light of the
fact not only that Fontainebleau had attracted a significant number of Italian
artists, from Primaticcio to Cellini, but also that sojourns in Rome and other
courts of Italy had, by the early 17th century, become an essential requirement
for every self-respecting French artist. It is conceivable that a particularly
attentive and receptive sculptor would have subsumed at least in part the
spirit of the great Italian masters.
Barthélemy Prieur (1536–1611) is probably the first French sculptor whose
corpus is sufficiently large to allow for comparisons with the present bronze.
In the early 1550s, he was in Rome with Ponce Jacquio. Information about his
activity in the city is scarce, but he is noted as working as a stuccatore and
may have collaborated with Guglielmo della Porta.13 From 1564 he is attested
in Turin, working at the Court of Savoy. More than any other French sculptor
before him, Prieur’s corpus centres around small bronzes, often interpreting
mythological subjects, and figures, or busts, of the French kings.
The considerable confidence displayed by Prieur in the representation
of the male figure is akin to that of the highly skilled author of the present
Hercules and Telephus. His anatomical knowledge was such as to allow for
variation and adaptation in the representation of the male body, as a simple
comparison between his Neptune et trois chevaux marins (Melun, musée
municipal), Mercury (New York, private collection) and Henry IV (Musée du
Louvre, Paris, fig. 9) shows. Prieur adapts the musculature to the subject;

10
Michel Anguier
Pluton mélancolique, 1650s
Private collection

thus, the first has the exaggerated torso that befits a marine god, the
second is more ephebic, whilst the third one is more naturalistic (note the
king’s chest).
In the shadowy landscape of 17th-century French bronzes, Michel Anguier
(1612–1686) holds a luminous position. Like many of his predecessors, he
left for Rome in 1641, where he lived a decade, joining a circle of artists
which included Nicolas Poussin and François Duquesnoy. There he became
the assistant of Bernini, an influence clearly discernible in some of his bestknown bronzes, such as the Neptune agité (private collection). Anguier came
back to Paris in 1651, taking with him some models of antiquities such as the
Farnese Hercules and the Laocoön, neighbours of the Hercules and Telephus
marble. He famously produced a series of seven bronzes representing gods
and goddesses: Neptune, Amphitrite, Pluton, Ceres, Mea, Jupiter and Juno.
These inventions, informed by the antiquities he had studied during his Roman
years, are akin to a manifesto, which, as noted by Wardropper,14 expresses
the teoria degli affetti, or theory of passions, as was being discussed in the
Roman intellectual circles of Poussin and Domenichino. The intense emotions
that Anguier’s bronzes betray are a direct result of his highly developed
intellectual programme. Although reductions of a known classical marble are
undocumented in Anguier’s oeuvre, he would not have lacked the opportunity,
and would certainly have had ample chance of admiring the original marble
in the Vatican during his extensive Roman sojourn. If a ‘reduction’ seems far
from Anguier’s programmatic intentions, the project might have been an early
one. Comparisons on pure stylistic grounds reveal striking similarities with the
present Hercules and Telephus.
In general terms, the attention to proportions and anatomic details
from the overall musculature to particulars such as the hands, ankles and
feet, but also the cut of the eyes and chasing of the hair, is similar to that
seen on our sculpture. A case in point is the Pluton mélancolique (fig. 10).
Not only are the feet nearly identical; their positioning, and in fact that of
most of the body – the right arm and hip, and both legs – is virtually the
same. Moreover, details such as the protruding forehead structure, the cut
of the eyes including the eyelids, and the chasing of the hair, is very similar
to that of the Jupiter foudroyant in the J. Paul Getty Museum, Los Angeles
(fig. 11). However, direct copies after the antique by Anguier are unknown,
and similarities such as those of Pluto’s can be explained by his fluency
in the classical modes of representation which the artist adapted to his
philosophical intentions.

hubert le sueur, sculptor of two Kings
Whilst Prieur and Anguier’s bronzes show certain stylistic traits in common
with Hercules and Telephus, it is to Hubert Le Sueur (c. 1580–1660) – a
veritable link between the two other artists – that the bronze may most
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Michel Anguier
Jupiter, c. 1652
J. Paul Getty Museum,
Los Angeles (detail)

confidently be attributed, on the grounds of technique and cultural framework.
Le Sueur was born in Paris of a family of armuriers, or gunsmiths. As such, it is
right to suppose that from an early age he would have been familiar with this
delicate art of chiselling, which has a great deal in common with that of the
goldsmith’s.15 Intriguingly, the biographer of Charles I mentions the sculptor's
apprenticeship in Florence with Giambologna, which cannot be proved to
date. It is certain, however, that before the death of the great master in 1608,
Le Sueur is attested as being in Paris only in 1596, 1602, and 1604.16 Little is
known of Le Sueur’s work in Paris. He most likely worked for King Louis XIII,
since in 1614 he became Sculpteur ordinaire du roi. Apart from the court,
he worked for Michel de Lauzon and Henri de Montmorency, for whom he
realised the first equestrian sculpture to be erected in France (now lost). Yet,
although the actual sculptures are untraced, a production of small bronzes is
attested from at least 1612.17
In 1624, he was sent by King Louis XIII to the court of Charles I, a place
where his experience in equestrian sculpture would undoubtedly have played
to his advantage. There, his services met with the approval of the English king,
who enthusiastically collected and commissioned bronzes. In 1630–31, Le
Sueur was dispatched to Rome by the king to create plaster casts of the best
classical sculptures, including the Belvedere Apollo and Borghese Gladiator, as
well as the Hercules and Telephus, in order to cast them in bronze. The project
were likely achieved by 1634, the resulting life-size casts displaying occasional
liberties from the original suggesting ‘alterations of the compositions
accomplished in the wax inter-models’.18
Back in Paris from 1640–41, at the start of the English civil war, Le Sueur
appears to have mainly worked old ideas, as testified by the commission, in
1647, for four life-size Dianas (one lost) and two more Commodus, or Hercules
and Telephus, of which one survives.19 The sculptures were destined for the
gardens of the maréchal Nicolas de Neuville, marquess of Villeroy, in the
service of the young Louis XIV, and Louis Phélypeaux. Importantly, these later
versions are further removed from the Roman originals.
The present bronze is undoubtedly closer to the Hercules and Telephus
Le Sueur made for Charles I, now at Windsor Castle (fig. 12), rather than the
more experimental versions realised in or after 1648, of which the extant one
is now in the Huntington Art Gallery, San Marino (fig. 13). In the latter, for
example, there is no tree stump, and the knot of the lion’s skin on the right
shoulder is notably different. Interestingly, a detail differing from both largescale sculptures is the hand of Telephus, which, on our bronze, is not resting
on the lion’s head but rather directed towards Hercules himself. This is an
important detail since the incomplete right hand of the child on the marble
does not rest on the lion but is rather extended towards the child’s father,
as seen on our reduction, a further proof that our artist was looking at the
antique first-hand.
The quality of Le Sueur’s bronzes varies, and, although we only rarely see in
his oeuvre an after-work of comparable finesse and painstaking accuracy, this
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Hubert Le Sueur
Hercules and Telephus, c. 1631
Windsor Castle

13
Hubert Le Sueur
Hercules and Telephus, c. 1648
Huntington Art Gallery, San Marino
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is by no means an isolated case. Compare, for instance, the relatively bland
surface of his Fountain of Diana (c. 1636, Bushy Park, Somerset), with the figure
of Charity from the Richmond Tomb (c. 1628, Westminster Cathedral, London),
in particular the fine treatment of the hair.
Le Sueur's experience in chiselling and interest in the antique is well
documented, and was greatly honed by his sojourn at the court of Charles I.
A good example is his Venus, formerly in the French Royal collection (Hill
Collection, fig. 14). The treatment of details such as the goddess’s mouth and
fingers, but also the idiosyncratic shape of her feet, compare well with the
present bronze. Moreover, Le Sueur, who had a considerable experience in the
casting process, is stated to have realised a number of small bronzes, few of
which, aside from the Hill Venus, have been traced. Already in the 1620s royal
contracts of employment cite him as a ‘Sculpteur ayant fait preuve de jeter
excellement en bronze toutes sortes de figures.’20
Further interesting elements of comparison are provided by a series of busts
created by Le Sueur whilst in England. Consider a portrait bust of King Charles I
(Windsor Castle, fig. 15), and note the lion masks on the pauldrons, which
reappear throughout this series, as well as the chasing of the borders of the
draped cloak, reminiscent of those found on our sculpture. Moreover, the
chasing of the hair, with its characteristic curls, may be compared to the hair
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Hubert Le Sueur
Venus, c. 1641–60
Hill Collection

15
Hubert Le Sueur
Charles I, mid 17th century
Windsor Castle
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of the lion’s head on our sculpture. A similar treatment also appears on a
bronze bust of Edward, Lord Herbert of Cherbury, dated 1631.21
The very typical cut-back core technique employed for the present bronze
necessarily indicates the casting process would have happened in Paris.
Therefore, it is most likely that our sculpture was cast between Le Sueur’s
return from Italy and his departure for the English court. This reduction of a
Roman antiquity could be amongst the reasons for Charles I’s commissioning
copies after the antique to Le Sueur. Nonetheless, it is known that, during his
English years, the artist visited Paris at least twice. As noted by Avery, ‘Several
bronze sculptures now in England but depicting the French monarchs of the
period may have been produced on either side of the Channel’.22
While working on life-size casts for Charles I, Le Sueur may have wished
to wait until his return to Paris to cast the present reduction, an occurrence
which would have taken place in the 1630s. It would have been a very practical
exercise for Le Sueur to show the French court what he had achieved in
England and to reassert himself in the French artistic milieu. But it is also
impossible to exclude a 1640s casting, following his definitive homecoming,
which saw him working, once more, on the same subject. Nonetheless, this
later date in the first half of the 17th century seems more unlikely.

Noble ownerships throughout time
Imposing and retaining all the authority of the original marble, Hercules and
Telephus would have been conceived for a very important patron of means,
whose identity may only be unveiled by future discoveries. From the latter part
of the 17th century, the bronze has nonetheless been traced in the inventories
of three eminent personages in the history of France – all, in their different
ways, distinguished collectors of great importance: François Le Vau (1613–
1676), Louis, Grand Dauphin de France (1661–1711), and Jean-Baptiste, comte
du Barry (1723–1794), tying this work of art with over a century of French
history, and shedding new light to the modes of collecting and taste
of their time.
François Le Vau
The younger brother of Louis Le Vau (1612–1670), premier architecte of King
Louis XIV, largely responsible for the project of the Château de Versailles,
François Le Vau was himself architecte ordinaire des bâtiments du roi, and
collaborated with his brother on a number of projects, including that for the
church of Saint-Louis-en-l’Île. In 1658, on the same Île Saint-Louis, he built
his own hôtel particulier, the Maison du Centaure at 45 Quai de Bourbon,
to whose façade he added medallions representing Hercules fighting
the centaur Nessus, still in situ.23 On 28 August 1676 his collection was
inventoried by a number of experts following his death in July the same year.
The works it contained reveal a greater appreciation for art than seen with
most other architects of the time, including thirty-six paintings, including
works by Blanchard, Le Brun and Vignon. The cabinet housed a quantity of
marble busts and bronzes, mostly of famous groups, including a ‘Comode
ou Hercule tenant un enfant dans ses mains’ measuring between thirteen
and fourteen pouces, one pouce equivalent to c. 2.7 cm, and thus extremely
close to the the 39.4 cm of our bronze, allowing for some imprecisions in the
system used at the time.24
Louis, Grand Dauphin of France
Almost certainly sold on the open market soon after Le Vau’s death together
with his other possessions, Hercules and Telephus is next recorded, two
decades later, in the legendary collection of the Grand Dauphin (fig. 16), whose
eclecticism extended from the patronage of the ébéniste Charles-André Boulle
to the collecting of precious stones, painting and sculpture.
Born in 1661, Louis of France was the eldest son and heir of King Louis XIV
and his queen, Maria Theresa of Spain. After the birth of his own son – who
would, in turn, father Louis XV – he became known as Le Grand Dauphin, but
died before he could become king. At the age of twenty, the Grand Dauphin
was initiated into collecting by his father, who in 1681 – one year after his
son’s marriage to Maria of Bavaria – presented him with a number of curiosités,
amongst which were nine bronzes.25
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Hyacinthe Rigaud
Louis, Grand Dauphin of France, 1688
Château de Versailles

Rather than purchasing entire collections, the Prince – probably with the
mediation of the duc d’Aumont or M. de Joyeuse, his valet de chambre –
bought from Parisian marchands such as the Le Bruns or Danet. The quality of
chiselling and patina of the bronzes given by Louis XIV, which included works
such as Adrien de Vries’s Hercules, Deianira and Nessus (Musée du Louvre,
Paris, inv. no. OA 5424), Ferdinando Tacca’s Hercules and Achelous (private
collection) and Pietro Tacca’s Nessus and Deianira (Musée du Louvre, inv. no.
OA 9480), must have dictated the level of the following acquisitions. The
collection was displayed at Versailles in its entirety until 1693; thereafter, some
of the bronzes – excluding the Hercules and Telephus – were moved to the
castles of Choisy and Meudon.26
In 1689, an inventory was prepared detailing the possessions of the Grand
Dauphin. Number 16 is described as ‘Un Hercule tenant un petit enfant sur un
pied d’estal d’ebenne’, with a value of 18 pistoles.27
After his death in April 1711, Louis XIV took back the nine bronzes given
in 1681, whilst the Grand Dauphin’s three children retained some jewels and
pieces of furniture as well as a few more bronzes, which thereafter entered
the royal collection,28 and amongst which the Hercule tenant un petit enfant
does not figure. To cover the huge debts accumulated by the Prince, his heirs
dispersed the rest of the collection at Marly, ‘avec une indécence qui n’a peut-
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être point d’exemple’ (Saint-Simon). It is logical to believe that valuable works
of art would have had to be included in the sale in order to meet the creditors’
expectations.
Jean-Baptiste, Comte du Barry
The pace of the French art market in the 18th century was a quick one.
Paintings, sculptures and works of art were regularly sold at the death of a
collectionneur, or sometimes during their lifetime, to pay off debts. Thus, some
sixty years after the death of the Grand Dauphin, the Hercule and Telephus
reappears in the collection of a nobleman whose relationship with the French
crown was a very close one indeed.
Known for his dissolute life as 'Le Roué', Count Jean-Baptiste du Barry
was born at Lévignac, in Haute-Garonne, in 1723. His fortunes rose upon his
arranging the marriage of his former lover, Jeanne Bécu, with his younger
brother Guillaume du Barry in 1768. By giving her a title, Jean-Batiste and
Guillaume legitimized her position as the mistress of King Louis XV, and
benefited from the king’s lifelong gratitude. Following the King’s demise
and Madame du Barry’s banishment from the court in 1774, Jean-Baptiste
acquired estates near Toulouse and an hôtel particulier in the centre of
the town, rebuilt ex novo in a lavish Neoclassical style. In 1776, in order
to finance the building campaign, the contents of his rue de Richelieu
apartment – then inhabited by his son, the vicomte Alphonse du Barry –
were sold at auction. Significant works dispersed in the 11 March and
21 November 1774 sales included Rembrandt’s Simeon in the Temple
(1627–28; now Kunsthalle, Hamburg), Joseph-Marie Vien’s Sweet Melancholy
(Cleveland Museum of Art), and Jean-Honoré Fragonard’s Annette at the
Age of Twenty (Galleria Nazionale d’Arte Antica, Rome) to name but a few.
Importantly for establishing the provenance of the present sculpture, one
copy of the du Barry sale catalogue (Petit Palais, Paris) was illustrated by one
of the most original personalities of 18th-century France, Gabriel de SaintAubin (1724–1780). Lot 142 included ‘Hercule tenant sur son bras gauche un
enfant. […] 15 pouces de haut’.
Only last year, the bronze resurfaced in the collection of a noble family near
Aix-en-Provence in the south of France, where it had remained for generations,
thus allowing us to appreciate the remarkable quality French bronze
production had already achieved in the early 17th century, with nothing to
envy of the output of the best workshops active for the Italian courts. Hercules
and Telephus thus gives us an extraordinary opportunity better to understand
the influences that played such a great role on sculptors of the time, and the
rare methods they developed for casting in bronze.
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For example, upon his death Charles
Errard, first director of the Académie de
France in Rome, gifted his collection of
seventy-one bronzes to Louis XIV. Cf. S.
Castelluccio, op. cit., p. 355 and note 5.
Cf. F. Haskell, N. Penny, Pour l’Amour de
l’Antique: La Statuaire Gréco-Romaine et le
Goût Européen 1500–1900, Paris, 1999,
pp. 209–11.
Ibidem.
These restorations, including the iron
clamps, would only be removed during the
1980s.
Cf., respectively, A. Luzio, ‘Lettere inedite
di Fra’ Sabba da Castiglione’, in Archivio
Storico Lombardo, III, Milan, 1886,
pp. 91–112; F. Albertini, Opusculum de
mirabilibus Urbis Romae, Rome, 1510; L.
Mauro, Le antichità della città di Roma,
1556. The identity of the child will remain
doubtful until much later. It will be seen
that, unlike reductions of the immediately
identifiable Silenus holding the young
Bacchus in his arms, the present bronze will
generally be described in inventories and
sales catalogues as 'Hercules holding an
infant'. Cf. below, notes 24 and 26.
M. Ceriana, Il Camerino di alabastro:
Antonio Lombardo e la scultura antica, exh.
cat., Milan, 2004, p. 13.
Cf. S. Pressouyre, ‘Les fontes de
Primatice à Fontainebleau’, in Bulletin
Monumental, 127, 3 (1969), p. 227. After
the French Revolution, the sculpture was
transferred to the Louvre. It is now back at
Fontainebleau, in the Galerie des Cerfs. See
also G. Bresc-Bautier, ‘L’art du bronze en
France 1500–1660’, in Bronzes français…,
op. cit., pp. 58–60.
Cf. Hochrenaissance…, op. cit., p. 522, cat.

no. 249; J. Chlibec, op. cit., pp. 36–52.
9 Cf. P. Liverani, A. Nesselrath, ‘Statue of
Hercules and the Infant Telephus’, in
M. Koshikawa, M. J. McClintock, High
Renaissance in the Vatican: The Age of
Julius II and Leo X, exh. cat., Tokyo, 1994,
pp. 69–70.
10 Cf. J. Bassett, F.G. Bewer, ‘The Cut-Back
Core Process in Late 17th- and 18thcentury French Bronzes’, in D. Bourgarit,
G. Bresc-Bautier et al. (eds.), French Bronze
Sculpture, 2014, pp. 205–14.
11 The analysis was carried out in 2018 by Dr
Arie Pappot, Junior Conservator of Metals,
at the laboratories of the Rijksmuseum
Amsterdam.
12 Thermoluminescence test of the core
material was carried out in 2018 under the
supervision of Art Analysis & Research Inc.,
London, New York, and Vienna.
13 It is interesting at this stage to note
the existence of a small bronze bust
of Hercules’s head from the Hercules
and Telephus marble group in the
Kuntshistorisches Museum, Vienna.
Catalogued as probably Roman, mid 16th
century, it may be connected to the circle
of Guglielmo della Porta and workshop. Cf.
Hochrenaissance…, op. cit., cat. 250.
14 Cf. Bronzes français…, op. cit., p. 205.
15 G. Bresc-Bautier, op. cit., 1985, p. 36.
16 Ibidem.
17 Ibidem, p. 40, note 22.
18 Cf. ‘Casts after the antique…’, op. cit., p.
63, note 27.
19 G. Bresc-Bautier, op. cit., 1985, p. 44.
20 Quoted in C. Avery, op. cit., p. 149.
21 In a private collection. Cf. Avery, op. cit.,
p. 190, cat. 34. Note also the knot on
a bronze bust of Henry IV formerly in
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27

28

the collection of the Duke of Buccleuch,
illustrated ibidem, p. 152, cat. no. 48, and
the equestrian bronze of Charles I, c. 1632
(Ickworth, Suffolk) illustrated ibidem,
p. 171, cat. no. 15.
Ibidem, p. 148.
The medallions are casts from two of
the twelve Labours of Hercules sculpted
by Flemish sculptor Gerard van Opstal
(1594–1668) for the Galerie d’Hercule
of the Hôtel Lambert de Thorigny, built
by Louis Le Vau (cf. Bulletin de la Société
de l’histoire de l’art français, 1998, p. 161;
Blanche Penaud-Lambert, ‘La galerie de
l’hôtel Lambert: la part du peintre et celle
de l’architecte’, in Bulletin Monumental,
166, 1 (2008), pp. 53–62.
Cf. Mignot, op. cit., p. 322–23. Archives
nationales, MC/ET/XII/172, Inventaire après
décès de François le Vau, 28 août 1676,
p. 32
Cf. S. Castelluccio, op. cit., p. 355, note 3.
The removal of each individual item to the
various castles would be annotated on the
inventory (see below, note 26).
Agates, cristaux, porcelaines, bronzes et
autres curiosités qui sont dans le cabinet
de Monseigneur le Dauphin à Versailles.
Inventoriés en MDCLXXXIX, Bibliothèque
d’art et d’archéologie, Fondation Jacques
Doucet, 231 p. (MS 1046; original in a
private collection).
It is worth mentioning that the procedure
of marking the bronzes of the French royal
collection was first introduced by Moïse
Augustin Fontanieu, who became the head
of the Garde-Meuble on 11 October 1711.
Cf. Les Bronzes de la Couronne, op. cit.,
p. 15 and note 16.
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LY RE - SHAPE D HE AD
Keros, Cyclades
Early Cycladic II, 2600–2500 bc

White marble
9.7 x 7.2 x 3.9 cm
p r o v e na nc e
N. Koutoulakis, Switzerland, before 1965 (group photograph, 1965)
Private collection, Belgium, 1980s
co m pa r at i v e l i t e r at u r e
P.G. Preziosi (now Gentle) and S. Weinberg, ‘Evidence for Painted Details in early Cycladic
Sculpture’, Antike Kunst, vol. 13, 1970, pp. 4–12, pls. 1–6
E. Hendrix, ‘Painted Ladies of the Early Bronze Age’, Appearance and Reality: Recent Studies
in Conservation, Metropolitan Museum of Art: reprint of The Metropolitan Museum of Art
Bulletin, Winter 1997/98, pp. 4–15
S. Hemingway, ‘Art of the Aegean Bronze Age’, The Metropolitan Museum of Art Bulletin,
vol. 69, no. 4, Spring 2012, pp. 19–20, fig. 27
A complete report by Pat Getz-Gentle, dated 11 January 2015, is available upon request.

1
Cycladic head
Metropolitan Museum of Art,
New York, inv. no. 69.61.1
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The present head was most probably found in Kavos, southwest Keros, an island
in the Cyclades. Kavos was an important site for the Cycladic civilization. For
some 450 years, from about 2750 to 2300 bc, this was a place of pilgrimage
and congregation, dedicated to rites and rituals connected with the dead. The
pilgrims would break their valuable possessions so as to render them useless to
the living, thus consigning them to the realm of the dead. Although the figures
were not made at Keros, more examples of Cycladic sculpture have been found
there than anywhere else in the Cyclades.
Unsurprisingly, the surviving fragments and statuettes can differ greatly
from one another, and can be grouped stylistically. In particular, the
present head may be fittingly compared to one from the same period in the
Metropolitan Museum of Art, New York (fig. 1), displaying a similar curved top,
and to a statuette attributed to the Bastis Sculptor in the same museum
(inv. no. 68.148; see S. Hemingway, op. cit., p. 19, fig. 27).
This well-preserved and distinctive head appears shield-shaped from the
front. The broad curved top tapers with a gradual curve to the rounded chin.
Viewed in profile, the facial plane describes a continuous curve from crown to
chin. The nose emerges from the forehead and repeats the facial curve. Although
no pigments remain, vague traces of almond-shaped eyes can be detected.
A chip is missing from the right corner. The break in the neck is ancient.

9

AT T IC BL AC K - GL AZ E D P Y X IS
Greece
Late 5th century bc

Earthenware
8.5 x 10.1 cm
p r o v e na nc e
Ernst Langlotz (1895–1978), Germany;
With Daniel Weller, Munich, 1998

The perfect shape of this elegantly turned pyxis typifies the achievements of
Greek Attic potters in the late 5th century bc. The utmost care was taken in
conceiving the proportions and shape of domestic vessels such as the present
one. The glaze misfiring, which effectively enhances its monochromatism,
gives us a rare glimpse of the craftsmanship behind the creation of such
perfect items.
Usually a cylindrical box with a separate lid, pyxides were used by women to
hold cosmetics or small items of jewellery. Their shape ultimately derives from
the Athenian Protogeometric period.
Of sharply convex outline and knob handle in the form of a miniature pyxis,
this example is an evolution of Middle Geometric pyxides (800–780 bc) such as
the one from the Elgin Collection now in the British Museum, London (inv. no.
1977, 1201.3).
The present pyxis was previously in the collection of the illustrious German
classical archaeologist Ernst Langlotz (1895–1978), author of numerous
publications on Greek sculpture of the 6th and 5th centuries bc.
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OIL L A M P
Imperial Roman
circa 50–150 ad

Bronze
26.5 x 21 x 10 cm
p r o v e na nc e
Italian private collection
l i t e r at u r e
A. Natali and C. Conforti (eds.), Vasari, gli Uffizi e il Duca, exh. cat., Florence, 2011,
pp. 328–29, at p. 334, n. XII.12
F. Scholten (ed.), Willem van Tetrode, Sculptor, exh. cat., New York, 2003

1
Roman, c. 50–150 ad
Bronze lamp
British Museum, London,
bm ea66576
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Elegantly cast, with its splayed foot-ring, pear-shaped body and voluted nozzle,
the present oil lamp is typical of the high-quality production of the late 1st
century ad. Such lamps would be fitted with a variety of handle finials, the one
under discussion presenting a particularly fine handle in the shape of a female
figure – probably a priestess – springing from a lotus-shaped terminal and
holding a cornucopia (a sacrificial cluster of goods), including an exquisitely
detailed goat. Other notable lamps in this group may exhibit satyr or equine
heads. See, for instance, one in the British Museum displaying an identical
stemmed trefoil filling hole (fig. 1). Further examples particularly close to the
present one are to be found in the Museo Archeologico Nazionale, Naples, and
the Museo Archeologico Nazionale of Aquileia.
Although production of such lamps originated in Italy, probably Rome, they
were disseminated throughout the Empire, with comparable examples having
been excavated in Pompeii but also as far afield as Rhodes and Lower Nubia,
Egypt.
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AUG UST E R ODIN
Paris 1840 – Meudon 1917

femme nue allongée
circa 1900

Pencil and stumping on paper
With artist’s stamp ‘Rodin’ (lower right)
19.2 x 30 cm
p r o v e na nc e
Galerie Max Moos, Geneva;
Fritz Meyer-Fierz Collection, Zurich
co m pa r at i v e l i t e r at u r e
J. A. Schmoll, ‘Rodin’s Late Drawings and Watercolours’, in E-G. Güse, Auguste Rodin:
Drawings and Watercolours, London, 1985
C. Judrin, Inventaire des dessins du musée Rodin, vols. I-V, Paris, 1992
R. Crone, S. Salzmann (eds.), Rodin: Eros and Creativity, Munich and New York, 1992
Rodin. Les figures d’Eros. Dessins et aquarelles 1890–1917, exh. cat., Paris, 2006
D. Viéville et al. (eds.), Rodin 300 dessins 1890–1917: La saisie du modèle, exh. cat, Paris, 2011
N. Lehni, Rodin: The Secret Museum, Paris, 2018
This work is accompanied by a Certificate of Inclusion in the Catalogue raisonné des dessins et
peintures d’Auguste Rodin (1840–1917) by Christina Buley-Uribe, dated 16 May 2018.

The sensual and nervous traits of Femme nue allongée are characteristic of a
series of drawings by Auguste Rodin dating from around 1900. Distinguished
by a highly charged eroticism, they were executed in pencil and subtle
stumping, according to a technique which the artist had been practising from
at least 1896.

a parallel body of worK

1
Auguste Rodin in his studio, in 1898
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Sketches were first made without the artist even looking at the sheet of paper
in almost automatic fashion without ever losing sight of the model, thus
creating what Roger Marx has felicitously called ‘instantanés’, or snapshots.1
When particularly brilliant, these drawings ‘made from life’ were sometimes
re-worked with shading and a more sustained pencil treatment, as in the
present instance. The decisive component of spontaneity was, however, never
lost. As Rodin himself recalled: ‘Since I began, I have the impression that

2
Auguste Rodin
Femme nue allongée, c. 1900
Pencil and stumping on paper
Musée Rodin, Paris

3
Auguste Rodin
Psyché, c. 1900,
Pencil and stumping on paper
Musée Rodin, Paris
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I know how to draw. And I know why my drawings have this intensity: it’s
because I do not intervene. Between nature and paper, I eliminated talent. I
do not reason. I simply let myself go.’2 In fact, unlike some of his predecessors,
such as Degas or Manet, Rodin never ‘arranged’ his nudes, the models being
normally left the freedom to adopt the pose of their choice.
Having reached full maturity as an artist from the late 1880s, Rodin
distanced himself from Michelangelo and the great draughtsmen of the past
whose influence had played such an important role in the first half of his
career. He delighted in an almost scandalous exploration of an eroticism that
did not escape the notice of his contemporaries.3 Only a few of the many
drawings were reluctantly exhibited. Instead, the vast majority became a
‘parallel body of work’, autonomous and separate from the sculptures, and one
which Rodin himself considered ‘a secret museum’.4
The movement and intense pace of drawing is recorded on the tentative
lines caressing the changing contours of the model’s body, in the roughly
sketched head increasingly thrown back, as in those repetitions that appear
to make a virtue out of pentimenti, evoking motion. As noted by Viéville, ‘Just
like the bodies, the faces also escape the habitual modes of representation;
they give a new sense to the leçon d’atelier: it is through the flesh as a starting
point, with its triviality and all that it reveals with its sensuality and expression,
that Rodin elaborates his graphic thought’.5
A number of closely related drawings undoubtedly executed around the
same time as Femme nue allongée are in the Musée Rodin, Paris (figs. 2 and 3).
Both bear an identical artist’s stamp in violet ink, employed between 1914
and 1917, and comparable stumping highlighting the reclining figure’s limbs.
A further accomplished example, also in the Musée Rodin, is Salambô (fig. 4),
whose sensual character may be indebted to scenes described in Gustave
Flaubert’s eponymous novel.

4
Auguste Rodin
Salammbô, c. 1900
Pencil and stumping on paper
Musée Rodin, Paris

5
Egon Schiele
Reclining Nude, 1918
Crayon on paper
Metropolitan Museum of Art,
New York

1
2
3

4
5
6

Quoted in Rodin 300 Dessins…, op. cit.,
p. 110.
Cf. Figures d’Eros, op. cit., p. 50.
See, for example, the oft quoted passage in
E. and J. de Goncourt, Journal. Mémoires de la
vie littéraire, vol. 3, Paris, 1956, p. 3.
N. Lehni, op. cit., p. 13.
D. Viéville, op. cit., p. 112.
Egon Schiele …, op. cit., pp. 9 and 25. Rodin’s
influence on Schiele was first postulated
by A. Elsen, in ‘Drawing and a New Sexual
Intimacy: Rodin and Schiele’, in P. Werkner
(ed.), Egon Schiele: Art, Sexuality, and
Viennese Modernism, Palo Alto, 1994, p. 8.

rodin, Klimt, schiele
Rodin’s new technique and his entirely new approach to the nude find
interesting counterparts in the works of the two most daring painters of the
early 20th century – Gustav Klimt (1862–1918) and Egon Schiele (1890–1918).
Like Rodin, Klimt also emerged from Symbolism, and made the female body
and exploration of the erotic – free of any moral constraints – one of his
artistic priorities, expressed in paintings and an important number of works on
paper. Although they met only once – in 1902 – and did not directly influence
each other, their oeuvres can be placed in direct relation.
On the other hand, Rodin’s influence on Schiele becomes palpable after
1909 in the younger artist's partial adoption of the ‘continuous drawing’
technique which Rodin had perfected. Compare, for instance, Femme
nue allongée with the Viennese artist’s Reclining Nude from 1918 in the
Metropolitan Museum of Art, New York (fig. 5). In a number of Schiele’s most
successful drawings ‘the strong inflection of the line describes the contour of
the body, and its volume is emphasized through delicate modelling in gouache
and strong accents of red in the face, shoes, and stockings’.6

the collector
Fritz Meyer-Fierz (1847–1917), a contemporary of Rodin’s, was an industrialist
and one of the foremost Swiss art collectors of the late 19th century. From the
1880s, proceeds from the tobacco trade enabled him to start assembling works
of art in earnest. His first interest was in the School of Barbizon, but he soon
turned his attention to his own contemporaries, in particular Swiss artists,
and was thus described by Paul Ganz as ‘the first collector of contemporary
art in Zurich’. After 1908, Meyer-Fierz began collecting paintings by Vincent
van Gogh, purchasing a number of significant oils, including Cypresses (1889;
Metropolitan Museum of Art, New York).
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AUG UST E R ODIN
Paris 1840 – Meudon 1917

n a k e d w o m a n i n a f u r c o at
( ‘f em m e py j am a’ )
circa 1898–1901

Graphite and watercolour on vellum paper
39.9 x 27 cm
p r o v e na nc e
The Eugène Rehns Collection
co m pa r at i v e l i t e r at u r e
C. Judrin, Inventaire des dessins du musée Rodin, vols. I-V, Paris, 1992
C. Buley-Uribe, Rodin, The Light of Antiquity, exh. cat., Arles, 2013
This work is accompanied by a Certificate of Inclusion in the Catalogue raisonné des dessins
et peintures d’Auguste Rodin (1840–1917) by Christina Buley-Uribe, dated 6 February 2013

The present watercolour is part of an exceptional series of fifteen drawings
commonly known as ‘femme-pyjama’, showing a dancer dressed in loosefitting clothes. At the instigation of English artist and socialite Esther Sutro
(1869–1934), part of the series was shown at the Royal Institute of London
in 1901 during an exhibition of the Pastel Society (see Buley-Uribe,
op. cit., p. 249).
The dancer portrayed is believed to be Mlle Camillot-Prévost, whom Rodin
described as ‘the little Spanish dancer’ and whose references he’d jotted down
in one of his notebooks of models. The naked torso, taken in itself, was one
of Rodin’s favourite themes toward the end of the 1890s, as his numerous
‘vase-women’ indicate. The series is special in that it depicts a single model in
a series of slightly different poses; it is also unusual in that it anchors the gaze
on the torso itself. Uncovering her body, the model leans her head sometimes
to the right, sometimes to the left, in an undulating motion. The torso is the
subject of each drawing, with the dark oval of the pantaloons serving to isolate
the bust and make its contours stand out sharply.
Rodin intentionally showed these drawings as a series in order to
emphasize the fact that it was the fragmented body that interested him,
and that it was seen at its best from the sort of distance imposed by a serial
display. From that distance, it is the evolution of the white torso that first
strikes the eye. In some of the drawings, the hands and feet also stand out,
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1
Auguste Rodin
Femme debout au vêtement
entrouvert tel un pyjama, 1901
Musée Rodin, Paris, inv. no. D.07200

as if isolated from the body, somewhat like his grafted ‘abattis, or separately
sculpted body parts, which were also inspired by fragmentary antique
sculpture groups’ (Buley-Uribe, op. cit., p. 249). In this drawing, the model
has adopted almost the same pose as another ‘femme-pyjama’ in a drawing
held in the Rodin Museum (D.4582), but here the treatment of the clothing is
distinguished by a lovely marbled effect suggestive of a lavish fur coat. Of the
series, seven drawings are held in the Musée Rodin, Paris,1 whilst one is in the
State Museum Weimar (inv. no. KK1264) and one in the Maryhill Museum of
Art, Goldendale (ill. In Burey-Uribe, op. cit., p. 249).

1
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Inv. nos. D.4582/4673/4678/4682/5029/720
0/7707.

2
Drawings from the Femme Pijama series,
early 20th century, location unknown
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PIE RRE B ON N ARD
Fontenay-aux-Roses, 1867 – Le Cannet, 1947

pay s a g e d e v e r n o n
circa 1920

Graphite and watercolour on paper
Artist’s stamp, lower right
13 x 18 cm
p r o v e na nc e
Estate of the artist
French private collection
c o m pa r at i v e l i t e r at u r e
G. Cogeval, I. Cahn (eds.), Pierre Bonnard: Peindre l’Arcadie, exh. cat., Paris, 2015
J.-L. Prat, ‘Pierre Bonnard or An Enduring Painter’ in exh. cat., Bonnard, Martigny, 1999
A. Terrasse, Bonnard: The Colour of Daily Life, trans. L. Hirsch, London, 2000
This work is accompanied by a certificate of authenticity signed by Pierre Vernon
and dated 23 April 2018.

1
Pierre Bonnard
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In 1912, Pierre Bonnard purchased a house in Vernon, a hamlet in Normandy
overlooking the Seine valley. From that year until 1938, when the property
was sold, and he relocated for good to Le Cannet, in the South of France, the
place became for the artist a source of constant inspiration for a number of
important oil paintings but also sketches and watercolours that were a crucial
part of the artist’s creative process, of which the present one is a primary
example.
Indissolubly associated with nearby Giverny – where Claude Monet lived
from 1883 until his death in 1926 – Vernon provided Bonnard with idyllic,
undulated landscape rich with trees and vistas, whilst Ma Roulotte, the artist’s
and his model and companion Marthe’s house, was source of inspiration for
canvases depicting its interiors and terraces.
Over the years at Vernon, Bonnard produced a series of masterpieces,
culminating in La terrace à Vernonnet (1939, fig. 2), now in the Metropolitan
Museum of Art, New York, and a landscape from around the same years as the
present piece is Échappée sur la rivière (1923), in the collection of the National
Galleries of Scotland (fig. 4). The intricate, tapestry-like patterns of the 1910s
and early 1920s are a testament to his attempt to reconcile colour with form,
without ever stepping fully into abstraction, as Monet – by then a close friend
– was conversely so successfully in the process of doing with his Nymphéas

2
Pierre Bonnard
La Terrace à Vernonnet, 1939
Metropolitan Museum of Art, New York

3
Pierre Bonnard
Paysage Normand, 1920
Musée Unterlinden, Colmar
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series. According to Prat (op. cit., p. 19), ‘Bonnard always developed his own
visual language, firmly rooted in reality …. He always used forms, without
experimenting with abstraction, or even contemplating it.’
The artist’s oeuvre from this period, be it painted at Vernonnet and its
surrounding areas or in the South of France, reflects his renewed interest
in natural configurations and the interaction of colour with light, as well as
with the human figure that is so often inseparable from them. The present
watercolour shares common characteristics with a number of oils and sketches
in which the familiar slope from the house to the silvery banks of the river
Seine can be glimpsed from between the trees. Indeed, Bonnard’s deep
fascination with trees is here exemplified by the two plants which, masterfully
centred in the middle ground, become its true subjects, giving special
ascending rhythm to the composition.
Trees and luxuriant vegetation are often predominant in Bonnard’s
paintings from the 1920s and 1930s, establishing vertiginous, imposing
patterns that immerse the viewer with full force whilst also bearing testament
to his sense of decoration and disregard of perspective. Excellent examples of
this are his Balcon à Vernonnet (1920–23; Musée des Beaux-Arts, Brest), and
Paysage Normand from 1920 (fig. 3), displaying, as it were, a similar rising
arrangement of a pair of mature trees in the middle ground. The viewer’s
eyes are thus dragged upwards from left to right along the entirety of the
watercolour, with its soft hues that so well capture the light of Seine valley
at dusk. Importantly, this ascending movement is a device employed by the
artist in some of his most successful landscapes, including Terrasse à Vernonnet
(1923, private collection).
Yet, it is perhaps with the later Échappée sur la rivière (fig. 4) that the
present work relates best: notice and compare the layering of the background,

4
Pierre Bonnard
Échappée sur la rivière, Vernon, 1923
The National Galleries of Scotland

where river hills and sky become stratifications of pale blue and purple. But
one of the most striking and important features of the present drawing is the
presence, almost in nuce, of the above-mentioned stratification of patches of
colour, which, fully developed by Bonnard in the following decade, was to have
such a profound influence on Mark Rothko.
Rothko’s encounter with Bonnard’s treatment of light and colour strata,
brought on by the French artist's memorial show at the Museum of Modern
Art in New York in 1948, was instrumental in defining Rothko's development of
large canvases of floating planes of colour (fig. 5). For Bonnard as much as for
Rothko, colour was ‘a means of expression’, and it is thus that the somewhat
unrealistic hues of the present watercolour take on a double meaning,
reflecting a state of the mind as well as the light at a particular time and place.
Bonnard rarely parted with his drawings and sketches, key elements of his
everyday production. As a consequence, his production as a draughtsman
has been comparatively neglected. Additionally, as noted by Sargy Mann,
Bonnard’s drawings are far removed from the notion of ‘fine draughtsmanship’
as perfected in the Renaissance and perpetuated by artists such as his nearcontemporary Degas.1 Because from early on in his career Bonnard chose to
paint with ‘the idea’ in his mind, rather than from direct observation, he had
to rely heavily on memory, as well as on a multitude of drawings and sketches,
which became of critical importance to him, certainly more than to any of
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his fellow artists. It is with such aide-memoires at hand that he was able to
recreate that sense of sudden irruption into a room, or of a landscape rushing
against the viewer, in the immediacy of the recollection. Bonnard’s works
on paper therefore came to function as stills of a particular experience, one
that would be later translated on to the canvas. To conclude, not only is the
present watercolour an unusually refined example of Bonnard’s idiosyncratic
draughtsmanship which was at the core of his artistic output, it is also one of
the earliest preludes of his most successful experimentations with colour and
the treatment of light.

5
Mark Rothko
No. 6 (Violet, Green and Red), 1951
Private collection
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S. Mann, in Drawing by Bonnard, exh. cat.,
Hayward Gallery, London, 1984.

First published in 2018 by
Benjamin Proust Fine Art Ltd
43–44 New Bond Street
London W1S 2SA
m. +44 (0)7500 804 504
t. +44 (0)20 7409 1901
e. info@benjaminproust.com
www.benjaminproust.com

acknowledgements
We wish to thank Monsieur Jean-Baptiste Auffret, Dr Charles Avery, Madame
Geneviève Bresc-Bautier, Madame Christina Buley-Uribe, Prof. Francesco
Caglioti, Prof. Aldo Galli, Dr Claudia Kryza-Gersch, Dr Arie Pappot, Dr Robert
van Langt, Dr Lucie Nemecková, Dr Andrea Steckerová, Madame Eve Turbat,
Monsieur Pierre Vernon, and Dr Dimitrios Zikos, for their kind assistance.

Texts: David Calarco
© Benjamin Proust Fine Art Ltd

