France in the Golden Age: A Postscript
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To CHARLES STERLIN G, whose exhibition “Les Peintres de la réalité
en France au XVIIe si¢cle” took place fifty years ago

THE HISTORY OF exhibitions is an old one, often as-
sociated with the history of museums. But the history
of exhibition catalogues!—scholarly catalogues, that
is—is quite recent, certainly much more recent than
that of scholarly catalogues of museum collections.
Linked of course with the recent development of ex-
hibitions themselves, the scholarly exhibition cata-
logue is a phenomenon that deserves careful study.
While this is hardly the place to address the problem
in detail, any number of questions come to mind:
questions of definition and precedent,? of social and
scholarly purpose, of practicality (the weight alone of
some catalogues seems to preclude their being read
at the exhibition), of differences of approach from
country to country and cataloguer to cataloguer.
Whatever the outcome, examination of the subject
would in my view contribute to a better understand-
ing of where art history as a discipline stands today,
and to a clearer vision of its role, its special function,
and its development.

Some of the speculations I have mentioned seem
posed particularly acutely by the exhibition “France
in the Golden Age” and its catalogue.® The exhibi-
tion had a very simple objective: to present to the
French and American publics the finest seventeenth-
century French paintings from collections in the
United States. In Paris, furthermore, as a result of
the installation, the accompanying orientation pan-
els, and the grouping of the works—by theme (land-
scape, portraiture), artist (Poussin, La Tour), style
(Caravaggism, Parisian Atticism), or region (Prov-
ence, Lorraine)—we were able to display French sev-
enteenth-century painting in all its diversity and mul-
tiplicity of aspect, limited only of course by what was
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available in the United States and with due allowance
for the subjectivity and personal taste inherent in any
selection.

The ambitions of the catalogue were somewhat
different. Naturally, the 124 pictures chosen had to
be studied as closely as possible (and I shall have a
word to say about the difficulties encountered); their
origins had to be researched and an opinion given on
their attribution and dating. By means of the layout
of the catalogue, I also wanted the less informed
reader, who would do no more than leaf through the
124 reproductions, to be able to grasp pictorially the
major trends in French painting of the period, and
to understand its personality, greatness, and original-
ity in relation to Spain as well as to Italy, to Flanders
as well as to Holland. Finally, and this was a feature
of the catalogue as distinct from the exhibition, I
wished to draw up a list of all seventeenth-century

1. The earliest exhibition catalogues are the livrets of the Paris
Salons, the first of which dates from 1673. They dealt, of course,
only with contemporary works and cannot be regarded as more
than the remote ancestors of today’s catalogue.

2. The first scholarly catalogue, in the modern sense of the
term, seems to be that of the exhibition “Les Peintres de la ré-
alité en France au XVlIle siécle,” held at the Orangerie in Paris
in 1934. Written for the most part by Charles Sterling, the cat-
alogue is not only almost entirely illustrated, it also includes very
full entries arranged alphabetically by artist.

8. Paris, Grand Palais, Jan. 29—Apr. 26, 1982; New York,
MMA, May 26—Aug. 22, 1982; Chicago, Art Institute, Sept. 18—
Nov. 28, 1982. The French title of the exhibition, “La Peinture
francaise du XVlIIe siecle dans les collections américaines,” bet-
ter expressed its ambitions. In realizing the exhibition, I was
generously aided by many people on both sides of the Atlantic;
their names are acknowledged in the preface to the catalogue.
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French pictures in American public collections;* ar-
ranged alphabetically by artist and completely illus-
trated, this was intended as an inventory of the
American heritage in a field that had previously re-
ceived scant specialist or popular attention. Marc Fu-
maroli’s opening essay, a survey of French culture in
the seventeenth century as stimulating as it was un-
conventional, constituted the best possible introduc-
tion to the art of a period that is still poorly known
and poorly understood, little liked—along with its
king, Louis XIII, and his ministers Richelieu and
Mazarin—and little studied.®

It is evident at once that the aims of the exhibition
and those of the catalogue did not always coincide. 1
knew, as does every catalogue author, that the cat-
logue would outlast the exhibition. I knew too that
entries are written from more or less adequate pho-
tographs and from old memories, while the exhibi-
tion visitor can verify from the works themselves the
statements made in the catalogue. Like every cata-
logue author, I was conscious of sometimes taking
risks, knowing that juxtaposition of this and that work
would confirm or invalidate this or that hypothesis.
The special feature of this catalogue, it seems to me,
was its dual role as a book on French painting of the
“Grand Siécle” and as an inventory of the riches owned
by American public collections in this domain. To my
surprise the French responded particularly to the
second aspect of the enterprise, whereas in the United
States the first especially seems to have captured at-
tention.

Mention has been made of the difficulties encoun-
tered. Some of these are self-evident.® At issue was
the structuring of a coherent exhibition drawn from
an important but limited heritage and one that was
dispersed over a large number of more or less acces-
sible museums.” For certain artists (such as Perrier8
and Linard), it was necessary to request loans from
private collections when museums did not possess
works of comparable quality. Even so, and in spite of
every effort, the panorama created was not without
its gaps, as I mentioned in the preface to the cata-
logue: French still life is poorly represented in the
United States, as are Le Brun and Mignard; Puget,
van der Meulen, and Noél Coypel, and “provincials”
like Le Blanc, Blanchet, or Sarrabat would ideally have
been included. Since I had made it a rule not to bor-
row works on the market, I hoped that a museum
would acquire the two paintings by Joseph Parro-
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cel—an artist not represented in American public
collections—that were on exhibit at the Segoura Gal-
lery in New York in 19%7g;° in the event, these two
superb fétes galantes before their time went to the Na-
tional Gallery in London. In certain cases, the ab-
sence of an essential aspect of an artist’s activity led
to a partial and inadequate view of his career: the Le
Nain brothers did not confine themselves to peasant
scenes, and Poussin’s works after his Paris stay of
1640—42 are not less important—far from it, in-
deed—than those preceding it. In other cases, an em-
barras de richesses meant dropping a picture of excep-
tional quality that would otherwise have been entirely
qualified for the exhibition: why show the Cleveland
La Hyre rather than the one in Houston, the Malibu
Le Sueur and not that in Boston?! It was sometimes
difficult to renounce a picture by a favorite painter,

4. I was guided by the example of Burton B. Fredericksen
and Federico Zeri, Census of Pre-Nineteenth-Century Italian Paint-
ings in North American Public Collections (Cambridge, Mass., 1972),
which is, however, not illustrated.

5. In fact, the works exhibited were painted for the most part
between 1620 and 1660, and the period covered was little more
than half a century.

6. Certain museums in the United States, such as the Frick
Collection in New York and the Frick Art Museum in Pitts-
burgh, are by constitution unable to lend from their collections.
Loan requests were also denied because of a painting’s fragility;
this happened in the case of Philippe de Champaigne’s Land-
scape with the Healing of the Blind of Jericho, owned by the Timken
Art Museum, San Diego. Certain paintings included in the cat-
alogue—those from Cleveland, the Claudes from Richmond and
Williamstown, Mass., the Bourdon from Providence, R.I.—were
for various reasons shown only in New York.

7. Approximately fifty, from Honolulu to Ponce in Puerto
Rico, from Ambherst to Williamstown.

8. The painting by Perrier, The Deification of Aeneas (No. 82),
illustrated my paper “Longhi e il seicento francese” given at the
symposium commemorating the 1oth anniversary of the death
of the great Italian art historian, held in Florence, Sept. 1980.
The papers were subsequently published under the title L’arte
di scrivere sull’arte, ed. Giovanni Previtali (Rome, 1982); for the
Perrier see fig. 14. In the same article are reproductions (figs.
23, 25, and 28 respectively) of the Vignon at Wellesley (No. 113),
the Vignon owned by the Hispanic Society of America (Inven-
tory, p. 375, no. 2), and the Guy Francois in Hartford (No. 29).
See also note go below.

9. [Maurice Segoura), Eighteenth Century French Academic Art,
Selected Works, exh. cat. (New York, 1979) nos. 1, 2, ills.

10. The Boston picture (Sacrifice to Diana, Inventory, p. 357,
no. 1) should perhaps have been exhibited beside known Le
Sueurs of the same period, for the attribution is still rejected by
many in favor of Simon Vouet. On the Le Sueur pictures in
Boston and Malibu, see Elisabeth Foucart-Walter, Le Mans, mu-
sée de Tessé: Peintures frangaises du XVIle siécle (Paris, 1982) no. 78.



sometimes a problem to discover among the hundreds
of American museums a work that was absolutely in-
dispensable to the balance of the exhibition—an ex-
hibition, let me repeat, not only of the finest French
seventeenth-century paintings in the United States but
also one that illustrated the different tendencies and
currents making up the art of the period.

There was, however, one unexpected difficulty.
Once the selection had been made and the list of loans
drawn up, the catalogue entries had to be written. The
lending institutions kindly shared with me the infor-
mation they had gathered about their works, infor-
mation that was frequently lacunary, supplied in a
fragmentary manner by dealers, and that often had
to be completed and in every case checked. It was a
surprise to find that for the most part the pictures,
whether painted in Italy or France, had been in Great
Britain sometimes for quite a long period, so that it
became necessary to trace their history through
guidebooks to English houses and through sales at
Christie’s and Sotheby’s. In what was for me a new
and delicate task it was encouraging to know that En-
glish amateurs and collectors had at all times shown
a marked taste for French seventeenth-century
painting,’’ and not only for Claude and the two
Poussins, Gaspard and Nicolas—a taste which had not
always been shared by my compatriots.

In conclusion, it remains for me to express a re-
gret and a wish. Within the limitations described, I
believe that we succeeded in the attempt to create as
faithful an image as possible of French painting in
the seventeenth century, as varied as it was compre-
hensive.!? Yet in one respect the exhibition failed,
creating a distorted view of its subject: I refer to the
absence of works on a grand scale. The importance
for French artists of the period of the altar painting,
the large-scale decorative scheme, the monumental
canvas is well known. Museums in the United States
do not possess works of this size, and consequently
they were missing from the exhibition. Without Bau-
gin’s or Vouet’s great religious paintings, without the
decorations of Le Sueur or Le Brun, one cannot claim
to have done justice to seventeenth-century French art
and to have presented it in its entirety. This is all the
more regrettable in that such pictures exist in North
America, not in the United States but in Canada. Since
the French Revolution, the churches in Quebec have
owned a marvelous collection of large paintings com-
ing from churches in Paris. Often clumsily repainted

or badly damaged, rarely correctly attributed, these
pictures would have supplied much that was lacking
in the exhibition. Let us hope that in the near future
they will be restored and studied, occasioning an ex-
hibition that will redress the unavoidable imbalance
of “France in the Golden Age.”

My wish concerns young American art historians.
As I explained in my preface to the catalogue, there
is an area that I neglected, that of American collec-
tors. How were the museum collections formed? Who
in the United States liked seventeenth-century French
paintings, and when? I was not always able to answer
these questions. The field is one full of interest that
awaits the attention of younger scholars.

The following notes are intended to amplify certain
points mentioned in the catalogue, taking into ac-
count the reviews that the exhibition received,'® as well

11. The Nov. 1982 issue of the Burlington Magazine, devoted
to French painting of the 17th century, confirms this impres-
sion. It must be borne in mind, however, that many of the pic-
tures included in the exhibition were attributed at one time—in
some cases until quite recently—to Italian and Northern paint-
ers. Thus, Nos. g7 (La Tour), 42 (Leclerc?), 8o and 81 (Pension-
ante del Saraceni), 106 (Valentin), and 128 (anonymous, now
Régnier?—see below) were attributed to Caravaggio; 29 (Guy
Francois) to Saraceni; 677 (Mellin) to Guido Reni, Lanfranco, et
al.; 69 (Pierre Mignard) to Cittadini (and to J. B. or Jan Wee-
nix); 82 (Perrier) to Albani; and 112 (Vignon) to Feti. Northern
attributions were: Nos. 7 (Bourdon) to Dujardin; 57 (Claude) to
Swanevelt; g7 (Saint-Igny) to Van Dyck; and 113 (Vignon) to
Judith Leyster. There has, of course, also been confusion among
the French attributions, e.g.: Nos. 65 (Maitre a la Chandelle/
Candlelight Master) to La Tour; 27 (Dughet) to Francisque Mil-
let; 4 and 5 (Blanchard) and 83 (Poerson) to La Hyre; 104 (Tas-
sel) to Bourdon; 105 (Tournier) to Valentin. Not surprisingly,
Nos. 13 (J.-B. de Champaigne), 19 (Chaperon), 72 (Millet), and
101 (Stella) have all at one time or another been attributed to
Poussin.

12. The history of French painting in the 17th century is,
however, far from fully explored. See Bulletin de la Société de
UHistoire de 'Art Frangais, 1980 (1982) for careful studies on
Georges Lallemant, Nicolas Prévost (esp. p. 69 n. 52, which
completes the catalogue entry for No. 34, the La Hyre in Cleve-
land), Isaac Moillon, and Philippe Quantin—all artists missing
from the exhibition and most probably from American collec-
tions. See also one of the last articles by Anthony Blunt: “French
Seventeenth-Century Painting: The Literature of the Last Ten
Years,” Burlington Magazine 124 (1982) pp. 705—711.

13. Among the countless newspaper articles that appeared in
1982 were the following: Véronique Prat, “Ces Trésors francais
que les Américains nous prétent,” Le Figaro Magazine, Jan. 16;
André Chastel, “Entre Rome et Paris,” Le Monde, Feb. 2; Pierre
Mazars, “Ensorcelant XVlIle siécle,” L’Express, Mar. 12; Jeffery
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as the observations that scholars have communicated
in writing or by word of mouth.!¥ I hope to have
overlooked none of my informants and above all to
have quoted their views correctly.

It should be said that the French and English edi-
tions of the catalogue are substantially the same and
contain no major divergences. For the English edi-
tion, however, signatures and dates were checked, and
a number of minor details and obvious misprints—to
which I shall not return here—were rectified.!®

I shall begin with the catalogue entries, to which
the numbers below refer, and follow with the inven-
tory of works in United States museums.

Daniels, “Resplendent Homecoming,” The Times, Feb. 11; Giin-
ter Metken, “Zuriick zum Ursprung,” Stuttgarter Zeitung, Feb.
17; Pierre Schneider, “L’Ombre du soleil,” L’Express, Mar. 12;
Marcel Roethlisberger, “Franzgsische Malerei aus amerikan-
ischen Sammlungen,” Neue Ziircher Zeitung, Mar. 22; Giulio Carlo
Argan, “O Roma o corte,” L’Espresso, May 2; Alvar Gonzélez-
Palacios, “C’erano molti fari nel secolo del Re Sole,” Il Giornale,
June 4; John Russell, “French Masters at the Met,” New York
Times, June 4; Cesare de Seta, “E rinata una Stella,” Il Mattino,
June g; Maurizio Marini, “Il fulgido colore del Barocco,” Il Se-
colo XIX, June 13; Robert Hughes, “A Feast from Le Grand Sie-
cle;” Time, June 28. See also my own articles: “Le Siecle d’Or,”
Connaissance des Arts 360 (Feb. 1982) pp. 76—83; and “L’arte
s'impara a Roma,” Bolaffiarte 116 (Feb. 1982) pp. 22—32 (the same
issue of Bolaffiarte includes Marc Fumaroli, “Noi francesi tutti
scrittori, voi italiani tutti pittori,” pp. 32, 120).

The main scholarly reviews were by Hugh Brigstocke, “France
in the Golden Age,” Apollo 116 (1982) pp. 8—14; Jean-Pierre
Cuzin, “New York: French Seventeenth-Century Paintings from
American Collections,” Burlington Magazine 124 (1982) pp. 526—
530, followed by a note by A.F.B.[Anthony Blunt], p. 530; Carl
Goldstein, “Seventeenth-Century French Paintings,” Art Journal
42 (1982) pp. 328—331; and Erich Schleier, “La Peinture fran-
caise du XVIlIe siecle dans les collections américaines/France in
the Golden Age,” Kunstchronik 36, nos. 4 and 5 (1983) pp. 184,
189-197; 227-235, 237.

14. A symposium, which I was unable to attend, was held at
the Art Institute of Chicago, Oct. 29—30, 1982. The speakers
were Marc Fumaroli, Michael Kitson, Konrad Oberhuber, Olan
Rand, Simone Zurawsky, and Richard Spear; the latter was kind
enough to let me have a copy of his paper, “Reflections on ‘France
in the Golden Age.”

15. A number of errors were, however, introduced in the
English edition: the illustration on p. 1 is wrongly identified and
is, in fact, a portrait of the poet Giambattista Marino (1569—
1625); p. 233, Philippe de Champaigne’s Portrait of Jean-Baptiste
Colbert in the Metropolitan Museum is dated 1655 (not 1665);
p. 256, the illustration shows the Fort Worth La Tour (No. g8,
The Cheat with the Ace of Clubs) before not after restoration (cf.
the color repr. p. 81); p. go1, the May of 1642 by Poerson mea-
sures 325 X 260 cm. (not 2.5 X 26).
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2. Jacques-Samuel Bernard, Still Life with Violin,
Ewer, and Bougquet of Flowers (private collection,
New York)

The painting was in the sale of Marie-Théreése, com-
tesse de la Béraudiére, American Art Association-
Anderson Galleries, New York, December 11-12,
1930, no. g1z, ill.

For a complete list of the exhibitions in which this
still life has been included, see the catalogue of An
Exhibition of Old Masters from the Collections of the Wash-
ington County Museum of Fine Arts, Hagerstown, Mary-
land, and the E. and A. Silberman Galleries (New York,

1964) p. 31, no. 27, ill.

4. Jacques Blanchard, Angelica and Medoro (The
Metropolitan Museum of Art, New York, Gift of
George A. Hearn, 06.1268)

Another copy has appeared, in a private collection in
Lebanon.

16. Philippe de Champaigne, Portrait of Omer II Talon
(National Gallery of Art, Washington, D.C.)

The smaller replica, which was formerly in Bologna
in the collection of the sitter’s descendants, is repro-
duced here (Figure 1).

The Washington picture was left by Marc-André de
Buttet (1850—1914) to his nephew Louis de Buttet,
baron du Bourget-du-Lac (1876—1915), whose widow,
née Anne-Antoinette Richard (1879—1970), sold it in
1949—50. Jean Aubert, curator of the Musées d’Art
et d’Histoire, Chambéry, to whom I owe this infor-
mation, has also drawn my attention to two articles in
the Indicateur savoisien of 1887 (June 25—July 2 and
July 23—30) containing accounts of a fire at the Hotel
d’Allinges in Chambéry; it seems that the portrait of
Talon, which had not long been in the house at the
time of the fire, was miraculously rescued by a lodger,
a certain M. Dénarié, architect. The picture was then
transferred to the nearby chateau du Bourget, where
it remained until it was sold. The date when it passed
from the Talon family to the barons du Bourget-du-
Lac is still not known.



21. Meiffren Conte, Still Life with Hercules Candlestick,
Ewer, and Silver Dish (private collection, New
York)

For the metalwork, which is probably Genoese, see
Hugh Macandrew, “A Silver Basin Designed by
Strozzi,” Burlington Magazine 113 (1971) pp. 4-11, and
idem, “Genoese Silver on Loan to the Ashmolean
Museum,” Burlington Magazine 114 (1972) pp. 611—
620.

30. Laurent de La Hyre, Two Nymphs Bathing (Museo
de Arte de Ponce, Ponce, Puerto Rico)

In his review (Burlington Magazine 124 [1982] p. 530),
Jean-Pierre Cuzin mentions Sylvie Béguin’s hypothe-
sis that this painting may represent Jupiter in the guise
of Diana attempting to seduce Callisto.

31. Laurent de La Hyre, Cyrus Announcing to Araspas
that Panthea Has Obtained His Pardon (The Art
Institute of Chicago)

One learned reader, J. de Vazelhes, has pointed out

1. After Philippe de Champaigne (1602—74), Portrait of
Omer II Talon, ca. 1649. Oil on canvas, 727 X 51%
in. (185 X 130 cm.). Milan art market (photo: Studio
Usellini)

that Panthea had inspired many authors since Xeno-
phon’s Cyropaedia, and that no less than five tragedies
devoted to the story of Panthea appeared in France
between 1571 and 1639. In his opinion the painting
represents Araspas trying to persuade Cyrus to visit
the captive Panthea, whose extraordinary beauty he
praises. Cyrus refuses, preferring war—he points to-
wards the military camp—to love, which would dis-
tract him from his duty. If La Hyre was not inspired
by Tristan L’Hermite’s Panthée (staged in 1638 and
published the following year), but rather by Xeno-
phon or one of the French writers of the beginning
of the seventeenth century, then on grounds of style
the picture may be dated about 1636—37, rather than
1638 at the earliest.!®

A mediocre engraving after the Montlugon paint-
ing, which is from the same series as the present work,
is in the Bibliothéque Nationale, in the volume of the
work of Lepautre compiled by the abbé de Ma-
rolles.!” Philippe de Chennevi¢res must have known
the engraving, from his description of one of the
drawings in his famous collection (information kindly
supplied by Louis-Antoine Prat):

Sujet inconnu, tiré sans doute d’'un roman du temps: un
roi d’Asie, coiffé du turban et assis sur son tréne, montre
du doigt une femme que les gardes lui aménent enchai-
née; d’autres gardes, a droite au premier plan, déposent
au pied du trone toutes sortes de vases précieux, conquis
sans doute dans la méme victoire qui leur a livré cette
femme. J’ai trouvé ce dessin gravé dans l'oeuvre de J.
Lepautre, sans nom de dessinateur ni de graveur, mais
avec le nom de I'éditeur L. Lagniet. A la pierre noire, lavé
de bistre.!®

This drawing has evidently been lost. Reproduced
here are the unpublished oil sketch for the Montlu-
con painting, and the engraving (Figures 2, 3).

16. Spear (“Reflections”) rightly points out that before Claude
Gillot (1673—-1722) and Jean-Antoine Watteau (1684—1721) very
few 17th-century artists illustrated specific scenes from plays.
Robert Fohr, in his exemplary catalogue (Tours, Musée des Beaux-
Arts; Richelieu, Musée Municipal; Azay-le-Ferron, Chéteau [Paris,
1982] no. 41), seeks to extend the number of scenes illustrating
the story of Panthea by his identification of a painting in Tours
as a copy after La Hyre.

17. Ed. 42, in fol. I am indebted to Maxime Préaud, curator
of the Cabinet des Estampes at the Bibliothéque Nationale, for
the photograph of the engraving.

18. Ph[ilippe] de Chenneviéres, “Une Collection de dessins
d’artistes frangais,” L’Artiste n.s. 11 (1896) p. 261.
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. Laurent de La Hyre (1606—56), The Prisoner Panthea
Brought Before Cyrus, ca. 1636—37. Oil on canvas, 19%
X 16% in. (50 X 43 cm.). Paris, private collection
(photo: Galerie Bruno Meissner)

. After La Hyre, The Prisoner Panthea Brought Before
Cyrus. Engraving. Paris, Bibliothéque Nationale,
Cabinet des Estampes (photo: Bibliothéque Natio-
nale)

32. Laurent de La Hyre, Job Restored to Prosperity
(The Chrysler Museum, Norfolk)

Anthony Blunt (Burlington Magazine 124 [1982] p. 530)
points out that the painting was sold at Sotheby’s,
London, March 23, 1949, no. 137.

33. Laurent de La Hyre, Allegory of Music (The
Metropolitan Museum of Art, New York, Charles
B. Curtis Fund, 50.189)

The painting is here reproduced with the music-
making angels from the Musée Magnin, Dijon, on
either side (Figure 4). It is evident that the three can-
vases belong together, though originally they would
have been separated by frames or, more probably, by
the paneling that decorated the room. In 1937 Charles
Sterling noted, in connection with the Dijon pictures,
that three other paintings of children from the same
series had been on the Paris art market in 1934.°
Their present whereabouts is unfortunately un-
known. Finally, Jacques Wilhelm has brought to my
notice a very interesting document published in Af-
fiches, annonces et avis divers (February 21, 1760, no.
15, p. 116): “Ventes de meubles et d’effets considér-
ables . . . le 23 et jours suivans. Tableaux, entre autres
les Arts libéraux originaux de la Hire de 1649 et 1650
... rue du Temple, vis a vis la rue Chapon.” Unfor-
tunately, the document does not indicate the number
of paintings by La Hyre sold on this occasion.

34. Laurent de La Hyre, The Kiss of Peace and Justice
(The Cleveland Museum of Art)

Célia Alégret has pointed out to me that a rather
similar picture by La Hyre was in the Claude Tolozan
sale, Paris, February 23, 1801, no. 44:

Dans un paysage encore d’'un beau style, on voit sur la
partie droite une masse d’arbres, et une fontaine déco-
rée d’un vase de sculpture. Prés de ce monument sont
assises deux femmes bien drapées, caractérisant par leurs
attributs la Paix et la Justice qui se tiennent embrassées.
Plusieurs moutons sont répandus sur la gauche du sujet,
ainsi que quelques débris de ruines.

The Tolozan painting measured 19%2 by 27 pouces, or
roughly 61 by 68.5 cm., while the Cleveland picture
measures 55 by 76 cm.

19. Les Chefs d’oeuvre de lart frangais, exh. cat. (Paris: Palais
National des Arts, 1937) pp. 43—44, no. 8o.



4. La Hyre, Allegory of Music with Music-Making Angels, 1649. Oil on canvas (photo: Agaci). Allegory: 37 X 53% in. (94
X 136.5 cm.); New York, The Metropolitan Museum of Art, Charles B. Curtis Fund, 50.189. Angels: each 40% X
21%in. (103 X 54 cm.); Dijon, Musée Magnin

37. Georges de La Tour, The Musicians’ Brawl (The
J. Paul Getty Museum, Malibu)

Cuzin (Burlington Magazine 124 [1982] p. 529) re-
cords Jennifer Montagu’s amusing suggestion con-
cerning the gesture of the musician at the right cen-
ter: in his right hand he holds a lemon, which he
squeezes in the face of his grimacing adversary who,
feigning blindness, is unmasked by this ruse.

38. Georges de La Tour, The Cheat with the Ace of
Clubs (Kimbell Art Museum, Fort Worth)

Mention should be made of the divergent opinions
of Cuzin (Burlington Magazine 124 [1982] p. 529) and
Hugh Brigstocke (Apollo 116 [1982] p. 10) concern-
ing the quality of this painting and the very similar
version in the Louvre, The Cheat with the Ace of Dia-
monds. The latter is in course of restoration, which
should confirm its exceptional quality, even though
its state is by no means perfect; the passages that are
well preserved show extraordinary technical mastery
and leave no doubt as to the authenticity of the work.
The two specialists differ, too, on the delicate prob-
lem of La Tour’s chronology; see also Schleier, Kunst-

chronik 36 (1983) pp. 196—197.

39. Georges de La Tour, The Fortune Teller (The
Metropolitan Museum of Art, New York, Rogers
Fund, 60.30)

For the nineteenth-century history of this picture, see
Jacques Cellier, “La Diseuse de bonne aventure,” Re-
vue historique et archéologique du Maine, 3rd ser., 2 (1982)
PP- 159-178.

41. Charles Le Brun, Venus Clipping Cupid’s Wings
(Museo de Arte de Ponce, Ponce, Puerto Rico)

The painting was in the Beaujon sale, Paris, April 15,
1787, no. 87.

A good copy of approximately the same format,
formerly in the collection of Lindesay Knox (sale,
Christie’s, London, December 17, 1981, no. 151 [as
by A.F. Callet], and March 19, 1982, no. 45), is re-
corded in the English edition of the catalogue, al-
though the second sale is there incorrectly dated Feb-
ruary 17, 1982. In this copy, which is once again on
the market in London, Venus has blond not brown
hair.

Christian Valbert, who accepts the proposed inter-
pretation of the painting as an allegory of conjugal
love, wishes to date it in the year of Fouquet’s mar-
riage with Marie-Madeleine de Castille (1651), or to
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see it as a wedding anniversary gift. In the latter event,
the meeting between Fouquet and Le Brun could have
taken place several years later.

42. Jean Leclerc(?), St. Stephen Mourned by Gamaliel
and Nicodemus?® (Museum of Fine Arts, Boston)

The attribution to Jean Leclerc, cautiously advanced,
has been generally rejected, although no more con-
vincing name has been suggested. Nor is there any
unanimity as to the nationality of the artist of this
fascinating painting, which Anna Ottani Cavina at-
tributes to the Pensionante del Saraceni.?!

51. Eustache Le Sueur, Sleeping Venus (The Fine Arts
Museums of San Francisco)

A very similar painting was in the Martin sale, Paris,
December 13, 1773, no. 156: “Vénus couchée, un
Amour qui la menace de sa fléche; tableau sur toile
par le méme [Le Sueur], hauteur 19 pouces; largeur
23 pouces.” Gabriel de Saint-Aubin made a drawing
of this work (Figure 5) on the last page of his copy of
the Martin sale catalogue (the latter was sold at
Christie’s, London, April 7, 1970, no. 10g). Despite
the similarities of composition, however, the Martin
painting, measuring approximately 48 by 58.5 cm.,
cannot be identified with the one in San Francisco,
which is octagonal in shape and measures 122 by
117 cm.

52. Eustache Le Sueur, Young Man with a Sword
(Wadsworth Atheneum, Hartford)

Blunt (Burlington Magazine 124 [1982] p. 530) has
pointed out that the painting belonged to Tomas
Harris of the Spanish Art Galleries in 1938, and that
he published it in 1946 as a work by Simon Vouet, an
attribution endorsed by William Crelly.22 In spite of
Sterling’s attribution of the picture to Le Sueur, Blunt
believes that it could have been painted by Vouet in
France. While the hesitation of certain specialists over
the name of Le Sueur is understandable, the attribu-
tion to Vouet must definitely be dismissed.
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5. Gabriel de Saint-Aubin (1724—80), Drawings in a
catalogue of the Martin sale, Paris, December 13,
1773, showing (second register, right) a Sleeping Ve-
nus Surprised by Cupid by Le Sueur. Location un-
known (photo: A. C. Cooper Ltd.)

Lu & approuvé le 15 Novembre 1773.
MaRIN.

Vu ['approbation , permis d'imprimer, c¢
P RTINE. . o

20. In the French edition of the catalogue read Nicodéme
for Nicomede.

21. See her contribution to Volume di studi in onore di Federico
Zeri (forthcoming).

22. Anthony Blunt, “Some Portraits by Simon Vouet”, Bur-
lington Magazine 88 (1946) pp. 268—271, and William R. Crelly,
The Paintings of Simon Vouet (New Haven/London, 1962) p. 173,
no. 55. On Vouet portraits see Barbara Brejon de Lavergnée,
“Some New Pastels by Simon Vouet: Portraits of the Court of
Louis XIII,” Burlington Magazine 124 (1982) pp. 689—6g93.



53. Eustache Le Sueur, The Annunciation (The
Toledo Museum of Art)

The painting was in two sales not mentioned in the
catalogue (the first of these was brought to my atten-
tion by Célia Alégret): the Séguin sale, Paris, April 2,
1835, no. 8 (3,101 francs); and Christie’s, London,
December 12, 1947, no. 86, when it was sold by the
earl of Normanton (294 guineas to “Wallraf”).

I owe to Denis Laval the information that there is
a copy of this picture in the church at Anneville, Seine-
Maritime.

57- Claude Lorrain, Landscape with an Artist Drawing
in the Roman Campagna (Helen F. Spencer
Museum of Art, The University of Kansas,
Lawrence)

A comparison in the Metropolitan Museum galleries
of this painting and the version in New York amply
confirms that the latter can only be an early copy.?
Marcel Roethlisberger, “Around a Landscape by
Claude Lorrain,” previously in press, has now ap-
peared in The Register of the Spencer Museum of Art, The
University of Kansas, Lawrence 5, no. 10 (1983) pp. 10—

27.

59. Claude Lorrain, The Rest on the Flight into Egypt
(Joslyn Art Museum, Omaha)

The figures are closely derived from the Vienna Holy
Family attributed to Raphael,® as John Spike has
pointed out.

61. Claude Lorrain, Landscape with the Battle of
Constantine(?) (Virginia Museum of Fine Arts,
Richmond)

I have not seen the version in Moscow for several
years, but it seems likely that the Richmond painting
is a good, early copy.?

66. [Du?] Mélezet(?), Bowl of Strawberries
(Mrs. Francis Storza Collection, Atlanta, Georgia)

André Lacoude, professor at the university of Gre-
noble, and Jean Aubert, curator of the museum in
Chambéry, have drawn my attention to the existence

of the commune of Mélezet, near Bardonéche in
Piedmont. This village was part of the Dauphiné un-
til 1713. Was the painter of the charming still life in
Atlanta a native of Mélezet?

67. Charles Mellin, The Assumption of the Virgin
(Museo de Arte de Ponce, Ponce, Puerto Rico)

Mellin was evidently one of the most prolific
draughtsmen of his generation. Since the close of the
Rome-Nancy exhibition in 1982,% several sheets have
been discovered that allow a better definition of the
artist’s graphic style and of its evolution.?’

69. Pierre Mignard, The Children of the Duc de
Bouillon (Honolulu Academy of Arts)

I think it useful to reproduce here the rather indif-
ferent drawing in Orléans that has enabled me to

23. See also Michael Kitson, “Washington and Paris: Tercen-
tenary of Claude Lorrain—I1,” Burlington Magazine 125 (1983)
p- 187.

24. Kunsthistorisches Museum, Wien: Verzeichnis der Gemdlde (Vi-
enna, 1973) pl. 26.

25. I have examined it carefully and must honestly say that
were there not another version in Moscow this picture would
not have been questioned. It was included in the tercentenary
exhibition: see H. Diane Russell, Claude Lorrain 1600~1682/Claude
Gellée dit Le Lorrain 1600—1682, exh. cat. (Washington, D.C.:
National Gallery of Art, 1982/Paris: Grand Palais, 1983) no. 44.
Kitson (Burlington Magazine 125 [1983] p. 187) agrees with Rus-
sell that it is a damaged but autograph replica of the picture in
Moscow.

26. Jacques Thuillier, Claude Lorrain e i pittori lorenesi in Italia
nel XVII secolo, exh. cat. (Rome: Académie de France/Nancy:
Musée des Beaux-Arts, 1982).

27. Pierre Rosenberg, “Notes on Some French Seventeenth-
Century Drawings: Saint-Igny, Vignon, Mellin, Millet and Oth-
ers,” Burlington Magazine 124 (1982) pp. 697-698, figs. 53, 54,
56. Since the publication of this article I have discovered several
more drawings by Mellin; others have been brought to my at-
tention by Barbara Brejon de Lavergnée, and one of great im-
portance has been discovered by Jennifer Montagu (Cooper-
Hewitt Museum, New York, 1901.39.1565). The sketch for the
Sacrifice of Abel in Monte Cassino Abbey (see N. Spinosa, “Un
Tableau de Charles Mellin retrouvé au Mont-Cassin,” Revue de
PArt 57 [1982] p. 81, fig. 3) was recently sold in New York, Wil-
liam Doyle Galleries, Jan. 26, 1983, no. 49, “attributed to Fran-
cisco Albani”; it has been acquired from Didier Aaron, Inc. by
the Musée Historique Lorrain, Nancy, and will be published in
my forthcoming article, “Quelques Nouvelles Acquisitions fran-
caises du XVIIéme siecle dans les musées de province,” Revue
du Louvre et des Musées de France 33 (1983) p. 354, fig. 16.
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6. After Pierre Mignard, The Children of the Duc de
Bouillon. Red chalk, inscribed “Les enfans de Mon-

sieur le duc de Boullion . ..,” 8 X 107 in. (20.2 X
27.5 cm.). Orléans, Musée des Beaux-Arts (photo:
Bulloz)

identify the painter and his sitters (Figure 6). The at-
tribution is not accepted by G. de Lastic, “Contribu-
tions a 'oeuvre de Pierre Mignard,” Bulletin de la So-
ciété de UHistoire de I'Art Frangais, 1980 (1982) p. 176
n. 7. Mignard is known to have painted the duc and
duchesse de Bouillon in Rome; see M. Rambaud,
Documents du Minutier Central concernant Uhistoire de Uart,

1700-1750 (Paris, 1964) I, p. 569.

72. Jean-Francois Millet, Landscape with Mercury and
Battus (The Metropolitan Museum of Art,-New
York, Bequest of Mrs. H. O. Havemeyer, 1929,
H. O. Havemeyer Collection, 29.100.21)

A small copy (38 by 67.5 cm.) was recently sold (Fin-
arte, Rome, March g0, 1982, no. 114, ill.) under an
attribution to the school of Jan Frans van Bloemen.

75. P. Nichon, The Carp (Museum of Fine Arts,
Boston)
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The Boston painting, which was acquired in 1963,
cannot have belonged to R. P[ayelle], as the Payelle
picture was sold in Paris on November 23, 1972 (no.
46, ill.). A (new?) version of this composition, attrib-
uted to Stoskopff, was sold recently (Christie’s, Lon-
don, July 9, 1982, no. g, ill.; and Christie’s, New York,
January 18, 1983, no. 151, ill.).

In a letter to the Burlington Magazine (124 [1982] p.
704), Sylvain Laveissiére identifies the artist with a
certain Pierre Nichon, who is mentioned at Dijon be-
tween 1625 and 1655. The great Calvary at Notre
Dame in Dijon, which Laveissiére reproduces (fig. 63),
confirms that the artist was a painter of some conse-
quence.

80, 81. The Pensionante del Saraceni, The Fruit
Vendor (The Detroit Institute of Arts) and Stll
Life with Melons and Carafe (National Gallery of
Art, Washington, D.C.)

It no longer seems open to doubt that the two works
are by the same hand. They depict not melons, as
previously stated, but watermelons.

I take this opportunity to reproduce the magnifi-
cent Denial of St. Peter by the Pensionante (Figure 7),
which was sold at Sotheby Parke Bernet, New York
(May 30, 1979, no. 19o, as_Job Mocked by His Wife) and
was recently acquired by the museum in Douai.2®

82. Frangois Perrier, The Deification of Aeneas
(Mrs. J. Seward Johnson Collection, Princeton)

An eighteenth-century copy, measuring 27 by 37 cm.,
was recently shown to me in a private collection in
Paris.

Schleier (Kunstchronik 36 [1983] p. 234, fig. 2) has
published a fragment of a Bacchic Sacrificial Scene by
Perrier in a New York private collection.

84—94. Nicolas Poussin

These paintings raised questions of two kinds. Were
they indeed all by Poussin, and was it possible to date
them more precisely?

28. Ibid., p. 355, fig. 19.



7. The Pensionante del Saraceni (active 1610—20?), The Denial of St. Peter. Oil on canvas, 38% X 50% in.
(98.5 X 128.5 cm.). Douai, Musée de la Chartreuse (photo: Paul Rosenberg & Co.)

While the attribution to Poussin of No. 84, Amor
Vincit Omnia (The Cleveland Museum of Art), has for
the most part been accepted, opinions about No. g2,
The Nurture of Jupiter (National Gallery of Art, Wash-
ington, D.C.) were far from unanimous (see espe-
cially Brigstocke, Apollo 116 [1982] pp. 13 and 14, n.
6, and Blunt, Burlington Magazine 124 [1982] p. 530;
see also ibid., p. 707). More surprising were the res-
ervations expressed by Cuzin (Burlington Magazine 124
[1982] p. 529) concerning the attribution of No. 88,
The Assumption of the Virgin (National Gallery of Art,
Washington, D.C.).

With regard to the chronology of these pictures, it

is impossible here to resume every point in the dis-
cussion. Suffice it to say that seeing the works to-
gether confirmed me in my opinion that up to 1630
Poussin was a rapid and prolific painter, before he
arrived at the slow, painstaking technique and the in-
tellectual formulations that were to assure his fame.

97. Jean de Saint-Igny, The Triumphal Procession of
Anne of Austria and the Young Louis XIV (Vassar
College Art Gallery, Poughkeepsie)

Reproduced here are two paintings representing Anne
of Austria and Louis XIII on horseback (Figures 8, g),
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8,9. (?) Jean de Saint-Igny (1595/1600?-after 1649), Anne
of Austria on Horseback and Louis XIII on Horseback.
Oil on wood, each 16% X 12V in. (41 X 31 cm.).
Versailles, Musée National du Chiteau de Versailles
(photos: Musées Nationaux)

10. Saint-Igny, Assumption of the Virgin, 1636. Oil on can-
vas, 112% X ggin. (285 X 150 cm.). Fécamp, Church
of the Trinity (photo: F. Coulon)

which have recently been acquired by the Musée de
Versailles. They are by the same hand as the Vassar
picture and form a group with a certain number of
other works (Musée Condé¢, Chantilly; Musée des Arts
Décoratifs, Paris; Nimes). But is the hand indeed that
of Saint-Igny? The known works of this artist for the
moment comprise only the religious paintings in the
museum in Rouen; the sketches for these paintings,
which were recently acquired by the museum in
Dunkirk; and the Assumption of the Virgin (Figure 10)
of 1646 in the church of the Trinity at Fécamp, which
is published here for the first time. The attribution
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to him of Air in the Rouen museum—and by conse-
quence The Sense of Smell in a private collection in
Paris—is based on a suggestion of Jules Hédou, Saint-
Igny’s first biographer.? Research undertaken in
connection with the acquisition of the Versailles pic-
tures has not enabled me to confirm their attribution
and that of related works. During the years preced-
ing the death of Louis XIII, when the king was al-
ready very ill, an intense propaganda campaign was
waged on his behalf and on behalf of his successor,
the future Louis XIV. The existence of a consider-
able number of popular prints representing the king,
the queen, and their young sons confirms this. The
engravers must have been supplied with models by a
number of painters, some of whom were northern-
ers. Was Saint-Igny among them? Only in the context
of a broader study of the paintings and engravings of
royal subjects dating from this period will the prob-
lem of the attribution of the Vassar picture be re-
solved.

101. Jacques Stella, The Rape of the Sabine Women
(The Art Museum, Princeton University)

The attribution has been questioned, groundlessly in
my opinion, by both Blunt (Burlington Magazine 124
[1982] p. 530) and Richard Spear (“Reflections”).
Could this picture be the one listed in the Lebreton
sale (Paris, March 17-18, 1840, no. 129)? The work
is described as follows:

Stella Jacques. Féte publique de l'ancienne Rome. Ce
tableau, le plus capital de Stella, ami et éleve de Poussin,
fut exécuté pour le cardinal Richelieu. Il joint au mérite
d’une composition élégante et gracieuse, celui d’avoir
appliqué aux principaux personnages les traits du car-
dinal son protecteur, de Louis XIII, de Mesdames
d’Hautefort, La Fayette, et autres beautés qui faisient
l'ornement de la cour. Ce tableau est gravé.

102. Jacques Stella, The Judgment of Paris (Wadsworth
Atheneum, Hartford)

Cuzin (Burlington Magazine 124 [1982] p. 529) has
noted the Raphaelesque origin of most of the motifs
in this composition. This article offers an opportu-
nity to reproduce Stella’s St. Peter Visiting St. Agatha in
Prison (Figure 11) from a private collection in Ober-
lin. This painting, brought to my attention by Spear
(“Reflections”), is on slate. With the two works on

marble in the collection of David Rust (Nos. g8, g9,
Susannah and the Elders and Joseph and Potiphar’s Wife),
it is further evidence of the artist’s interest in paint-
ing on stone, and confirms his taste for small, rather
precious pictures destined for a refined clientele. An-
other work on slate by Stella, mentioned in the pref-
ace to the English edition of the catalogue (p. x111), is
The Holy Family (Figure 12), discovered in storage at
the Montreal Museum of Fine Arts and reattributed.

105. Nicolas Tournier, Banquet Scene with Lute Player
(The St. Louis Art Museum)

The player’s instrument was incorrectly described as
a guitar in the French edition of the catalogue.

106. Valentin, The Fortune Teller (The Toledo
Museum of Art)

On the provenance of this painting see Francis Rus-
sell, “Valentin’s ‘Fortune Teller,” Burlington Magazine

124 (1982) p. 507.

107. Valentin, Allegory of Virtuous Love (private
collection)

Cuzin (Burlington Magazine 124 [1982] p. 529) dates
the painting after 1627. Spear (“Reflections”) does not
believe that it is by Valentin and attributes it instead
to Jean Ducamps. A copy with variations, mentioned
in the catalogue, is reproduced here (Figure 13).%
Another copy, identical with the American painting
except that the angel holds a sort of horn in his left
hand, is in a private collection in Paris. See also John
Michael Montias, “A Bramer Document About Jean
Ducamps, Alias Giovanni del Campo,” Essays in
Northern European Art Presented to Egbert Haverkamp-
Begemann on His Sixtieth Birthday (Doornspijk, 1983)
pp- 178-182 with illustration. John Spike rightly
compares the painting with one in the City of York
Art Gallery formerly attributed to Caracciolo (Cata-
logue of Paintings I [York, 1961] p. 12, no. 811, pl. 28);

29. Jules Hédou, Jean de Saint-Igny, peintre, sculpteur et graveur
rouennais (Rouen, 1887) esp. pp. 23—24.

30. Nos. 107 and 109 (David with the Head of Goliath) are re-
produced in my article “Longhi e il seicento francese,” figs. 21,
22 (see note 8 above).
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11. Jacques Stella (1596—16577), St. Peter Visiting St. Agatha in Prison, ca. 1635. Oil on slate, 9% X 12% in. (24.5 X 31.5
cm.). Oberlin, Ohio, private collection (photo: courtesy Richard E. Spear)

12. Stella, The Holy Family, ca. 1645—50. Oil on slate, 12 13. After Valentin, Allegory of Virtuous Love. Oil on can-
X g in. (30.5 X 2g cm.). The Montreal Museum of vas. Location unknown (photo: courtesy Maurizio
Fine Arts (photo: Montreal Museum) Marini)




14, 15. (?)Simon Vouet (1590—-1649), St. Catherine and St. Agnes, the latter dated 1626. Oil on canvas, each 37 X 29%
in. (94 X 75.5 cm.). New York art market (photos: Bruce C. Jones)

see also Benedict Nicolson, The International Cara-
vaggesque Movement (Oxford, 1979) p. 31, “Remote
follower of Manfredi.”

111. Frangois Verdier, Christ Carrying the Cross
(Mr. and Mrs. William J. Julien Collection,
Nahant, Massachusetts)

This canvas should be compared to the painting of
the same subject by Charles Le Brun, which is on the
London market (see [Heim Gallery], Recent Acquisi-
tions: French Paintings and Sculptures of the 17th and 18th
Century, exh. cat. [London, 1g7g] no. 8, ill.).

114. Claude Vignon, Esther Before Ahasuerus (Bob
Jones University, Greenville, South Carolina)

The painting was sold at Christie’s, London, June 22,
1956, no. 40, as “Ricci” (Blunt, Burlington Magazine
124 [1982] p. 530).

115, 116. Simon Vouet, St. Margaret and St. Ursula(?)
(Wadsworth Atheneum, Hartford)

118, 119. Simon Vouet, Angels with the Attributes of the
Passion (The Minneapolis Institute of Arts)

The attribution to Vouet is not accepted by Cuzin
(Burlington Magazine 124 [1982] p. 529); see also
Schleier, Kunstchronik 36 (1983) pp. 194-195. In con-
nection with these works, I mentioned the two can-
vases in the Museo di Capodimonte that are probably
the ones seen by Charles-Nicolas Cochin in the col-
lection of Prince della Rocca, Naples; I should add
that these paintings had earlier been in the famous
collection of Cardinal Filomarino, as Renato Ruotolo
has pointed out.*!

Reproduced here are two very beautiful paintings,
St. Catherine and St. Agnes (Figures 14, 15), previously

31. “Aspetti del collezionismo napoletano: il Cardinale Filo-
marino,” Antologia di Belle Arti 1, no. 1 (1977) PpP- 74—75, N 29.
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16-19. Anonymous, The Four Evangelists. Oil on canvas. Location unknown (photos: courtesy Giuliano Briganti)

16. St. Matthew and the Angel 17. St. Luke Painting the Virgin

18. St. John the Evangelist 19. St. Mark and the Lion
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20. Anonymous (Nicolas Régnier?), St. Matthew and the
Angel, ca. 1620—30. Oil on canvas, 42% X 487 in.
(108 X 124 cm.). Sarasota, Florida, John and Mable
Ringling Museum of Art (photo: Ringling Museum)

unknown and currently on the New York art market.
They open up a number of questions: are they by the
same hand, is the hand that of Vouet, was Vouet in
Italy a prolific painter or had he a studio?

120. Simon Vouet, The Holy Family with the Infant St.
John (The Fine Arts Museums of San Francisco)

A good, early copy is in a private collection in Rome.
This will be reproduced in my forthcoming cata-
logue of French paintings in San Francisco.

123. Anonymous, St. Matthew and the Angel (John
and Mable Ringling Museum of Art, Sarasota)

I have received from Giuliano Briganti photographs
of four paintings representing the evangelists (Fig-
ures 16—19g), which were formerly on the art market
in Florence. One of these is a copy, though in a dif-
ferent format, of the Sarasota picture (Figure 20).

21. Nicolas Régnier (1591—166%), St. Luke Painting the
Virgin. Oil on canvas, 58%2 X 47% in. (148.5 X 120
cm.). Rouen, Musée des Beaux-Arts (photo: Musée
des Beaux-Arts)

More fascinating still is the fact that one of the others
is a faithful copy of Régnier’s St. Luke Painting the Vir-
gin in the Musée des Beaux-Arts, Rouen (Figure 21).32
Might the Sarasota painting have been cut at the bot-
tom? More important, is it also by Régnier? The pos-
sibility, which would give Régnier’s work a new di-
mension, cannot be excluded.

124. Anonymous, Death Comes to the Table (New
Orleans Museum of Art)

The painting is certainly Florentine, and very prob-
ably the work of Giovanni Martinelli (ca. 1600—-68);
see Giuseppe Cantelli, Repertorio della pittura fiorentina
del seicento (Florence, 1983) pl. 543.

32. Arnauld Brejon de Lavergnée, “Caravagesques frangais,”
Etudes de la Revue du Louvre et des Musées de France: 1. La Donation
Suzanne et Henri Baderou au musée de Rouen. Peintures et dessins de
Vécole frangaise (Paris, 1980) pp. 31-36.
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INVENTORY

of Seventeenth-Century French Paintings in Public Collections in the United States

SEBASTIEN BOURDON

The Meeting of Jacob and Rachel at the Well (Urbana-
Champaign). See M.B.C.[Muriel B. Christison], “Ad-
dition to the Collections,” Bulletin of the Krannert Art
Museum 7, no. 2 (1982) pp. 11-14, fig. 1 and cover

switched. Christ and the Woman Taken in Adultery, which
was incorrectly listed as belonging to the Los Angeles
County Museum, was privately owned. It has since been
sold (Christie’s, New York, January 18, 1983, no. 178)
and is now on the art market in New York.

(color).

GuiLLAUME COURTOIS
Flight into Egypt. The painting is in the Yale University
Art Gallery, New Haven, and not at Princeton (see
Schleier, Kunstchronik 36 [1983] p. 237)-

NicorLas COLOMBEL

Christ and the Woman Taken in Adultery (Los Angeles)
and The Adoration of the Magi (New Orleans). The two
illustrations in the catalogue were inadvertently

(LAY &

22. Gaspard Dughet (1615—~75), Landscape with a Town on a Mountain, ca. 1660. Oil on canvas, 29%s X 3g% in. (74.3 X
99.7 cm.). Columbus, Ohio, Columbus Museum of Art, Museum Purchase, Howald Fund II (photo: Columbus
Museum)
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23. Georges de La Tour (1593—1652), The Magdalen with
the Flickering Flame, ca. 1640, detail of the signature.
Oil on canvas, 46% X g5% in. (118 X go cm.). Los
Angeles County Museum of Art (photo: LaCMA)

GASPARD DUGHET
A beautiful Landscape (Figure 22) has recently been
acquired by the Columbus Museum of Art, Ohio; the
preparatory drawing for the painting is in the Kunst-
museum, Diisseldorf.%3

LAURENT DE LA HYRE
The Glaucus and Scylla from the Joseph Bonaparte col-
lection which, as mentioned in my preface to the cat-
alogue, was sold at Bordentown, New Jersey, in 1845
(under the title “Palemon in the guise of a Triton ex-
pressing his love for a Nymph . . .”), has recently reap-
peared and is now in a New York private collection.

GEORGES LALLEMANT

St. Sebastian Mourned by Two Angels. The picture has
been sold by Walter Chrysler, Jr.

GEORGES DE La TOUR
The Magdalen with the Flickering Flame (Los Angeles).
In the course of its recent restoration the painting was
found to be signed at the right (Figure 23), though
unfortunately not dated. (The photograph was sup-
plied by Scott Schaefer.)

CHARLES LE BruN
The Purification (Detroit). See A. Clapasson, Description
de la Ville de Lyon, 1741, ed. Gilles Chomer and Marie-
Félicie Pérez (Seyssel, 1982) pp. 68—70 with ill.

The Holy Family, studio (Houston) and The Holy Fam-
ily (Minneapolis). The finest of the three known ver-
sions, which I have recently had occasion to see once
again, is that in the Fitzwilliam Museum, Cambridge.

24. Eustache Le Sueur (1616—55), The Wedding Night of
Tobias, ca. 1645. Oil on canvas, 34 X 45% in. (86.5
X 114.5 cm.). Paris, private collection; formerly
Charlottesville, Virginia, private collection (photo: Ed
Roseberry)

EusTACHE LE SUEUR
Bacchus and Ariadne (Boston). Spear (“Reflections”)
mentions a painting of this subject, catalogued under
the name of Le Sueur, in a sale in 1789.%

A previously unpublished painting by Le Sueur was
until recently in a private collection in Charlottesville,
Virginia (Figure 24).*® This oval picture, The Wedding
Night of Tobias, painted for Fieubet, has been lost since
1801 (for the engraving after it by J.-F. Ravenet see
Alain Mérot, “La Renommée d’Eustache Le Sueur et
lestampe,” Revue de I'Art 55 [1982] p. 62, fig. 10).

EustacHE LE SUEUR(?)

Decorative Allegorical Composition (Lawrence). For my
article on this painting see The Register of the Spencer
Museum of Art, The University of Kansas, Lawrence 5, no.

10 (1983) pp. 5—9-

33. The painting is also reproduced by Schleier, Kunstchrontk
36 (1983) p. 233, fig. 1a; for the drawing see Christian Klemm,
Gaspard Dughet und die ideale Landschaft: Kataloge des Kunstmu-
seum Diisseldorf, Handzeichnungen, exh. cat. (Diisseldorf: Goethe-
Museum, 1981) p. 44, no. 18, ill. on cover. I share the opinion
of Marie-Nicole Boisclair, who believes that Landscape with Shep-
herd and His Flock (Muncie) is a copy of the painting of the same
subject in the Hermitage, Leningrad.

34. See also note 10 above.

35. The photograph was provided by Mrs. D. B. Lawall. The
picture has recently been acquired by a French bank.

41



- tourée de pluficurs enfans, cft occupée T ‘
a en faire boire un; fur le devant, une &
chevre & quelques 1€ umes. Ce Iableau . =3 ﬁ) 9.

eft clair & vrai:il oft peint fur roile, &“ldﬁé,i
porte 2 pieds .6 pouces de large fur b < s
pieds 4 pouccs de haut.£o0 |

CLAUDE LORRAIN

The exhibition held recently in Washington and in Paris
has offered an opportunity to reconsider certain
problems of attribution.% The Rape of Europa (Fort
Worth), listed tentatively as a copy, is in fact an auto-
graph work though not in good state. It is one of the
earliest of Claude’s paintings on a large scale, and he
may not have felt at ease, which would explain the
awkwardness of the composition and of the handling.
The St. George and the Dragon (Hartford) has recently
been restored and now looks very fine. The river scene
in Norfolk (Paysage avec chargement d’un navire, ren-
dered in the English catalogue as “Landscape with Ship
Cargo”) must be one of the earliest works by Claude;

36. See also note 25 above and comments on the paintings in

Lawrence and Richmond.
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25. Master of the Béguins (active
1650—60?), Peasant Family with
Ram. Oil on canvas, 25% X 1%
in. (65 X 79.2 cm.). Princeton,
New Jersey, The Art Museum,
Princeton University (photo:
The Art Museum)

26. Gabriel de Saint-Aubin (1724—
80), Drawing in the catalogue of
an anonymous sale, February
17, 1774, showing Peasant Family
with Ram. Philadelphia, The
John G. Johnson Collection
(photo: Philadelphia Museum of
Art)

|
|

still, the warm light suggests that it is later in date than
Landscape with Herd and Woman Milking a Cow (Hous-
ton), an autograph work in poor state.

Unfortunately, the two versions of the Landscape with
Four Shepherds and Flock (New Orleans and San Fran-
cisco) were not included in the exhibition; had they
been shown together it would have been possible to
decide which was by Claude. I still believe that The
Forum (Springfield), which was not shown in Washing-
ton and Paris, is an early copy. The Shepherd and His
Flock (Washington, D.C.), evidently an enlarged and
modified original, would, in my opinion, merit resto-
ration. Finally, a copy of the Pastoral Landscape belong-
ing to the duke of Westminster was omitted from the
list; it is in the collection of the University Art Galler-
ies, University of Southern California at Los Angeles.



27. Nicolas Poussin,

Moses Sweetening the
Bitter Waters of
Marah, ca. 1628,
X-radiograph (up-
side down). Oil on
canvas, 5978 X
82%in. (152 X
210 cm.). The Bal-
timore Museum of
Art (photo: Balti-
more Museum of
Art)

MAITRE AUX BEGUINS/MASTER OF THE Béguins

Peasant Family with Ram (Princeton). The painting
(Figure 25) is listed, not surprisingly under the name
of Le Nain, in the catalogue of an anonymous sale on
February 17, 1774, no. 64. Gabriel de Saint-Aubin’s
drawing (Figure 26) in the margin of his copy of the
catalogue renders this identification almost certain.
(The artist was incorrectly described in the English
catalogue, p. 362, as Master of the Béguines; the name
is in fact derived from the cap or bonnet—béguin—
worn by the girls in his paintings.)

P1ERRE MIGNARD(?)

The Virgin and Child (Norfolk). Schleier (Kunstchronik
36 [1983] p. 233, fig. 1b) rejects this tentative attribu-
tion in favor of Alessandro Turchi (1578-1649).

JEAN-BAPTISTE MONNOYER

A Vase of Flowers belonging to the Flint Institute of
Arts, Flint, Michigan, was omitted from the inventory.
It is reproduced in a recent guide to the collection
(Highlights from the Collection.[Flint, 1979] p. 22, ill.).

NicoLas PoussiN

Moses Sweetening the Bitter Waters of Marah (Baltimore).
The painting, which has just been restored, is indeed
by Poussin and should be dated about 1628. The X-
radiograph is of particular interest:3” seen upside down
(Figure 27), it shows a God the Father very similar to
the one in the Sacrifice of Noah, known through the
engravings of Gantrel and Frey, and through the
painted version at Tatton Park. (It should be remem-
bered that the Baltimore picture was rejected by
Thuillier, and the painting at Tatton Park by Blunt.®)

Achilles Discovered Among the Daughters of Lycomedes
(Richmond). This picture, which I have seen again re-
cently, is unfortunately a copy.

37. The X-radiograph, laboratory report, and other infor-
mation about the treatment of the picture were generously pro-
vided by Gertrude Rosenthal, formerly chief curator of the Bal-
timore Museum of Art.

38. Jacques Thuillier, Tout I'Oeuvre peint de Poussin (Paris, 1974)
no. B.2g; Anthony Blunt, The Paintings of Nicolas Poussin (Lon-
don, 1966) no. R.7.
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28. Nicolas Régnier, Self-Portrait at the Easel. Oil on canvas, 43% X 54% in.
(111 X 138 cm.). Cambridge, Massachusetts, Fogg Art Museum, Gift of
Mrs. Eric Schroeder, 1982.116 (photo: Fogg Art Museum)

NicoLAs REGNIER
A Self-Portrait at the Easel (Figure 28) has recently been
given to the Fogg Art Museum by Mrs. Eric Schroe-
der.®® This picture might well have been included in
the exhibition.

The Los Angeles County Museum of Art has re-
cently acquired a fascinating Régnier, Allegory of Music
(see Gazette des Beaux-Arts: La Chronique des Arts 61
[March 1983] p. 33, no. 180, ill.).

JACQUES STELLA
Like the Poussin, Hannibal Crossing the Alps (Cam-
bridge), a Birth of the Virgin by Stella has been offered
to the Fogg Art Museum on extended loan by the Sei-
den and de Cuevas Foundation.

39. Last reproduced by Benedict Nicolson, The International
Caravaggesque Movement (Oxford, 1979) p. 241, fig. 57, as on the
New York art market in 1942.
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NicorLas TOURNIER
Is The Drinker (Kansas City), which Cuzin reproduces
(Burlington Magazine 124 [1982] fig. 46), really by
Tournier?

VALENTIN
The J. Paul Getty Museum, Malibu, California, has re-
cently acquired a superlative Christ and the Adulteress
(Figure 29).

CLAUDE VIGNON
Solomon Making Sacrifice to the Idols (Norfolk). The pic-
ture has been sold by Walter Chrysler, Jr.
Onmitted from the inventory was an Adoration of the
Magi (Figure 30), acquired by the Birmingham Mu-
seum of Art, Alabama, in 1979.



29. Valentin (1591—1632), Christ and the Adulteress. Oil on canvas, 86% X 66 in. (220 X 168 cm.). Malibu, The J. Paul
Getty Museum (photo: J. Paul Getty Museum)

30. Claude Vignon (1593—1670), The Adoration of the Magt,
ca. 1630. Oil on canvas, 32% X g7in. (82 X 94 cm.).
Birmingham, Alabama, Birmingham Museum of Art,
Gift of Krewe Ball Members (photo: Birmingham
Museum of Art)
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SIMON VOUET (PUPIL)
Christ on the Cross (Chicago). According to Spear (“Re-
flections”), this painting is by Poerson.

Salome (Greenville). There is a better version in the
collections of the Soprintendenza of Naples (Figure
31), whose existence was brought to my attention by
Nicola Spinosa.

SiMON VOUET(?)
The Flute Player, copy (Los Angeles). See A. Brejon de
Lavergnée, “Four New Paintings by Simon Vouet,”
Burlington Magazine 124 (1982) pp. 685—689, fig. 31,
and Schleier, Kunstchronik 36 (1983) pp. 195—196.

SELECTED ANONYMOUS WORKS

The Virgin and Child with St. Elizabeth (Los Angeles).
According to Scott Schaefer, the picture could be by
Reynaud Levieux.

Dido Abandoned(?) (Los Angeles). This is surely a
fragment of a larger composition by Jean Le Maire.

Christ and the Woman from Canaan (Norfolk). Jennifer
Montagu has attributed the painting to Thomas
Blanchet.

The Adoration of the Magi (Richmond). Gilles Chomer
ascribes the picture to Baigneur, an opinion not
shared by Charles Sterling.

31. Pupil of Simon Vouet (1590-1649), Salome. Oil on
canvas. Naples, Soprintendenza, present location
unknown (photo: Soprintendenza B.A.S., Naples)

NOTE

This article was completed in December 1983. It was
translated from the French by Katharine Baetjer, Mary
Laing, and Gretchen Wold.



