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SAINT MARTINIsabelle: The Reception of the Nazarene Movement in France

The purpose of thisoverview is to examine the reception of the Nazarene movement in France by first recallin
how art criticism interpreted the works and theories of Nazarene painters. Then by addressing the question ¢
the existence of a French Nazarene movement, whichdarrently being debated in modern historiography. And
finally by looking at how Nazarene compositions, engravings in particular, had a direct influence on th
production of religious paintings, stained glass and other illustrated works of devotion througbut the 19h
century. If Nazarene art had little direct impact on major religious paintings in France, and if its reception wa
controversial with art critics, Nazarene theories nevertheless made a lasting contribution in defining an idea
model of Christan art, whose criteria were posited by Montalembert and Rio. Their influence was to be felt i
debates and controversies on the subject of religious art throughout the century.
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of the French case aims to discuss the reception of the movement in France and to point out the
paths that may be pursued in order to understand the significant and influential aspects of this
movement.

Three lines of appoach can be applied: first, by recalling how art criticism interpreted the works and
theories of Nazarene painters; then, by addressing the question of the existence of a French Nazarene
movement, which is still being debated in modern historiography; andinally, by looking at how
Nazarene compositions, and engravings in particular, had a direct influence on the production of
religious paintings, stained glass and other illustrated works of devotion throughout the 9century.

The critical reception of the Nazarene movement in France

The story of the Nazarenes has already been the subject of numerous studies. Although long
neglected by art historians, who privileged the avangarde, the Nazarenes have found renewed
interest today, an interest thattakesET 01 AAAT 601 6 OEAEO Oi1 A ET OEA
(in the modernist art movement?)!

1 SeeHOLLEIN, Max STEINLEChrista.Religion macht KunstDie Nazarener+ E1 1 ¢ 7 A1 OAO +ETEC ¢mnm
La peinture en Allemagne au XBOET Al A8 2AT ECET 1T AO DIl EOENOA IngerdpdetivesNA UA O
2, 2008, p. 307336; GREWE, Cordul@®ainting the sacred in the age of romanticisnfFarnham : Ashgate 2009; GOSSMAN,
Lionel. Unwiling Moderns. On the Nazarene artists of the early nineteenth centuryOnline,
url:https://www.princeton.edu/~lgossman/nazarene_essay.pdf; THIMANN, Michael. Friedrich Overbeck und die

Bildkonzepte des 19. JahrhundertBegensburg : Schnell + Steiner 2014.
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In the first decades of the 19th century, a group of young painters, who had gathered in Vienna in
1809 and went to Rome in 1810 to found the Brotherhoo of St Luke, proposed challenging the
criteria of academic art, which they believed had undergone a long period of decline since Raphael.
Aspiring to re-create the purity of the Quattrocento, they championed a sense of lines, simple and
sharply contouredforms, and bright colours applied to a flat surface, to the detriment of the effects of
and a move away fromperspective or chiaroscuros that stood to distract from the mystical
inspiration of their works. They also chose to live in an artistic fraternityand not separate life from
art, and to work together while adhering to a moreor less monastic model of lifewhich since the
Middle Ages had been regarded as the ideal of a Christian lifehe impact of their aesthetic choices
was felt internationally, though their new aesthetic theories were met with a mixed response.

The reaction of writers and art critics

The response to the Nazaress in France varied. Figures like Chateaubriand and Baudelaire had
OAOAOOAOGET T O AAT 6O OEEO AOO &£ O0ih xEEAE OAAI AA
(which to them seemed like a regression into the past or looked to@hilosophicald ,Guhile others,

Il EEA 4Ei 1 PEEIT A ' AOOEAO AT A 30ATAEAT h AAETT xI AA
Overbeck Like Goethe, who was not keen on the Nazarenese, Chateaubriand was baffled by the
. AUAOAT AG6 AAOEOA OF OAié@hd toste Raphakl ad thethigh p&int oud A |
also the beginning of the decline of Christian art. While serving as ambassador to the Holy See in
1828, Chateaubriand questioned their motives€This honourable error of the new sacred school is no
less anrerror; it would follow from it that rigidity and poor formal design were proof of intuitive vision,
yet that expression of faith, notable in the work of pRenaissance painters, is not because the figures
are posed stiffly, as motionless as the Sphinx,li®cause the paintebelievedas his century did. It is his
thought not his art that was religious?

The reputation of the Nazarenes was already well established by the time Chateaubriand published
-i 1T EOAO Ad/(180QhypydaintQAA . AOGAOOEAT AOOKh 1 AGAOh EI
&1 OT Al EOOB0 &AIARRBEG 8O QIABDAAIT A 1T AU OAU OEAOh x|
France, other than through engravings.

One may indeed observe that, in Franc#&e works of the Nazarenes were known first and foremost
through prints from engravings# From early on the Nazarenegplaced importance on creating print
reproductions of their work, graphic (print) reproductions as a way of circulatingheir creations and
developing popular awareness (of their work). Since they also contributed to the revival of frescoes

in the 19t century, access to their original works was all the more removed

2 Transl. by A. S. Kline, 20057 reproduction permitted for non-commercial purposes. Source: online, url:

http://www.poetryintranslation.com/PITBR/Chateaubriand/Chateaubriand MemoirsBookXXIX.htm - i | T EOAO A8/
Tombe, 1849Zp yuvmh ADPOT O O1T A AEAAOOEILdPrehde AAOGEI 1 AOTT AAT O 1 A E
3' 1'54) %2h 4Ei 1T PEEI A8, GE HOO APaksKiesbhOBAT EOO8 )1 g

4 See VAISSE, Pierre. Frankreichs Kenntniss der deutschBomantiker. In: Marianne und Germania 178% 1889.
Frankreich und Deutschlandzwei Welteneine Revugcat. Exp., Berlin : MartirGropius-Bau 1996, p. 235242.



Forum Historiae, 2017, Vol 11,No. 2:Local Rootsz European Connections. 78
The Position of Nazarene Art in 19 Century Europe

Yet, as Sabine Fastert pointed out, one must take into account travel (as instrumental in spreading
awareness of this group/of the work of this group): this was a time when Rome was part of the
%OO0T PAAT O' OAT A @IOEQ®DOAT ) IORAAA ©®ABI 110 amdArhvbloghes & E |
the time contributed significantly to the aesthetic reception othe Nazarene movementTheir major

works in Rome were visited by illustrious travellers and praised widelyA prominent example is the

cycle of frescoes devoted to the story of Joseph at the Casa Bartholdy (1817), which were discussed
as early as the 1820sand 1830s. Notably, a strong controversy emerged around a critical review of
theseworksby E* 8 $ AT 1 Al OUAh xEEDOBDIT ADb ARIBLHEAs A ibrdd Bubil

of the Neoclassical painter Jacquesouis David, he was shocked by whatheicd AA OEA OCI O
in the treatment of outlines, costumes and attitudes. His criticism in return sparked a debate and a
response from German critic Ludwig Schorn ifKunstblatt, who highlighted the misunderstanding of
Nazarene art and concluded(But the French know only mannered grace, not orfet is unconscious

and natural &

2ACAOAI AGO 1T £# OEEOh AOI OT A OEA OAI A OEI A 30ATA
(1827 7 1829) and wrote: (Dne of the shortcomings of Parisian conceinist to know this schoolf The
RevuedeParis 38 ! 1 AET @ Al O DOAI EOEAA AinCkdsxET ¢ OAOE.
In January 1845, the painter AmauryDuval addressed in his travel itinerary of Italy,and while in

Italy went to see/ OAOAAAES Ot HaDdsOdcéiving the irtlulgence. The work was also

i ATOETTAA j ET Al AOOEAI AQ A Le Fgdtdoh B ENBvenber'188€ GE A C
xEEAE EA DAUO OOEAOQOA Ol G dmbosh efedidl Hairting? lor@iBeOnost AT 1
symmetrically Gothic compositiordhe had ever seen. The contrasting response to the Nazarenes can
also been explored in the many studies on German paintings published in the 1840ssuch as those

AU 1'8 2AAUUT OEEh (8 &1 001 Ol h T O '8 -EAEBe®d8 )
the Gazette des Beaux Ar@T / OAOAAAES O OOOAETI 8 $AOPEOA OECIT E.
(verbeck hates the flesh, and he is afraid of nature. Like the mystics of the Middle Ages, he sees in ti
flesh a living scandal, and nata is, in his eyes, always sensual. Accordingly, he never calls on the nude
model. From this, [grew] a convention of shapes and movements quite analogous to academic
convention, and designed to replace it in religious paintidd.

Hence, what Lagrange see§1 / OAOAAAESO j i T OA T0O0 1AOGO 1 AOGOAOC
emergence of a new conformity, something for which theeligious art inspired by the Nazarenesvas

often criticised. He 4 0T A @DOAOOAA T 1T A Oi A1l OAOGAOOAOETT

5% %, O#, 5: %eaf®DBOOAT A A i AT 14T Q01 All ARFKdBtasendd O O

6 Quoted in FASTERT, Sabine 1 | Ah 1 EAO AA OAT AT 1 O0A8 , A OQINARDOEDI T AAAII
-ATUAT R T86EIACA AA 1 6 A®E1, RIEBKNERIWey GAEHTGEQS, Thohgeds)OPass): @ la
-AEOI T AAO 3neRdoRARAII3-404 1 6EI

7 STENDHALPromenades dans Ront&853). In:0 AOEOh - AODi 2B (1anhais 8829).h p wymh

8Seel , ") . h 3PiedCd&idsiin: Revue de Parjgo.60, 1838,p. 229-242.

9GAUTIER4 E i 1 DBReidturdcatholique In: Le Figarq November26, 1836.

10 RACZYNSKI, Athanas¢ EOOT EOA AA 1 6 AOO. 3ivdisA(R83a1842); Adlume 1886 wihidhGriertions a

visit to the Casa; FORTOUL, Hippolyt8 A 1 8 AOO Ad vold., IParid 18A1B#2Asee also the critics of MICHIELS,
Alfred. O OAAOG OO0 186! 11 AT ACT Ah OAT £AOI, A840), 20dIsA PaEE1B4HB] EOA AA 1 A
111 AGRANGE, i | 8! OAI E A O.InAGazetirAle3 BdadxRArts5 mars 1859,vol.1, t. I. 322335, 334.
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masterpiece, then visible in his studio,The Triumph of Religion in the Arisby regretting that the
painter did not find a simpler form of symbolism: G\n explanation becomes nessary and not
everyone understands @2 This criticism of the painting, that it is not sufficient in itself and calls for
commentary, is in a way also apparent in the impression the painter Flandrin came away with after
EA OEOEOAA | GMeQARG EIGIOO OCONIAET @I AT DAET OET®h AOGOQ
Among the criticisms raised about the Nazarenes, the subordination of art to an external purpose is
the most salient. This analysis is comparable to the basic criticism expressed by ChaBesidelaire in
Philosophical Art In this short essay published in 1868, a year after the death of the author, the
Nazarenes and French followers (of the movement) are accused of confusing writing and painting.
Philosophical art is@ visual art which purprts to replace the book, that is to say, to compete with
printing in order to teach history, ethics and philosopfly. This ambition is seen as a regression of
pictorial art. Moreover, @verbeck studying beauty in the past only to better teach religiénwas in
opposiion OT  OEA AT 1 AADP i trde A, &xéofiOgtd/eSpbddd yYORaudelaire, who was
inspired by a Kantian vision of aesthetic judgment. Baudelaire's criticism was probably composed
after the International Exhibit of 1855 in Paris, vhich featured many German artists, and his main
arguments reflect the perceptions of the day about German art and criticisms widely shared in the
1850s16

This primacy of intent over the pictorial may be apparent in some writings by Overbeck. When after
1819 many Nazarenes left Rome to pursue individual careers, Overbeck (17891869) stayed in
Rome, where, having converted to Catholicism in 1813, he remained true to his ideal, which he gave
visual expression to inThe Triumph of Religion in the ArfS This famous composition took combined
ET OPEOAOEIT T DBputation af ke Hokl Adcrdriersnd School of AthensThe Madonna and
Child on top,enclosed ina perfect circle, symbolises this poetic ideal and represents an allegory of
the Church that Overbek rallied to. In order to Gacilitate understanding by all of the worKacilitate

an understanding of the work as a whdlethe artist gives a lengthy analysis of thi@/agnificat of art
where the poetry is represented byGhe Virgin Mary herself busy writing her sublime hymn, because
poetry is the center of all the arts, as the mystery of the incarnation of the son of God in Mary's womb is
the center of all religious ideas'8 In this gathering of artists at the foot of theVirgin / Poetry, art Gloes

not purport to be placed as an idol on the altar: it aspires instead to be the servant of the sanditfary

12 |bid, p. 327.

13 Revue du Lyonnals v A
voir cat. exp.( EDDT 1 U
Paris : RMN1984.

14 BAUDELAIRE, Charles 8 AOO DE EA & ®H IDEEMIOdin: A O O ExdriplettsPACEOIS, Claudéed.). 2 vol.
Paris 197576, vol. Il,p. 598-607.

15 | bid.

~ O Gnk18se,fp. 3&7a Tt @& ( EDDIT 1 UOA &l AT AOCET U ,10EO
OA I OCOOOA AO 0AOQdlauxkdE ARIDEARTI&led et BEONAON.OT E O

AAO 1 AOEOO 000 1 6A00 .AhIFLECRNERGREHTAENSOOR, pp4p-066. AO p Yx ¢

17184th 3 ORAAI OAEAO + 01 OOET OOEOOOh &OAT A&l 008

18 OVERBECK, Le Triomphe de la religion dans les aris, @situt catholique, |1, 1842,p. 192-203. Ga Vierge Marie elle
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The renewal of Christian art

If art critics remained argumentative (debated the nature/value of Nazarene art)in the major press

of the day, the idea of art in the service of religion was, on the contrary, actively advanced by
proponents of a revival of Christian art, and it is in this constituency that the most favourable
reception of the Nazarene can be foun#. The Countof Montalembert, future leader of the Catholic
Party, discovered his passion for the works of Overbeck when he travelledba A UT OT ¢ 1 Al
(1828) where he saw, 6 %1 OO0i A A0 # HAGHE @A D@ hEnGORome @830). His
friend Rio, who was the author of several volumes on the history of Christian art, was equally
influenced by German philosophy and art criticism and by the discovery of Nazarene painters. They
will be associated He associated them] with a revolution in the history of tastand writing about the
history of Christian art that brought the Italian primitives back into the limelight, at the expense of

the Renaissance masters, regarded as too sensual and too close to pagan inspirations. The basic
criteria of what he deemed to beGuthentico Christian art deemed were similar to those of the

. AUAOAT AOGs (A1l PAA AU -11O0AI Al ACh3t6 Are2 ByAREnjodkddi D1
wide success. The book/work was read by Overbeck, who bougf supply of copies intended for
Germanartists, for their return journeya23 The conception of atrue Christian art, which comes from

, ACOAT CA86 O ATheé idaloAtrue Christiay artexpressed in the aboveited article by
Lagrange fromp yv w OAOAAIT O, dhésd karlier] siew® A EA B8 AGAT b1 Ah OEA
AT A -11O0A1I Al BAOOG60O xOEOET CO

-11 O0A1 AT AAROO AAAAT A AT OEOOEAOOEA AAT 6O |/ OGAOAA]
AOOEOOB8 O OAIT Al (Qin Hisllife) Bnhich whasEalphré eflectiets §fdid faithOt is the man
himself, apart from all his works, who is admirable. A head of purity and lovely expression, expressing all
that is the highestand most austere in piety, the beauty of a saint. This is how holy && is.

20 See FOUCARBruno. Le Renouveau de la peinture religieuse en France (180860). Paris: Arthena 1987.

DRISKEL Michael. Representing BeliefReligion, Art and Society in NineteentBentury France The Penrsylvania State
University Press1992. SAINFMARTIN,Isabelle! OO AEOi OEAT TAOO OAAOiIi 8 2ACAOAe AO
sE 1 AReAr@s Presses universitaires de Renneg014.

21SeeFOISSET™ E i 1 Dl Ebmie de Montalembettin: Le CorrespondantJuly1872, p. 201.

22 First published in 1836, then a revised edition in 1855, and ia vol., Paris Hachette, 1861¢ 1867.

24| ater, in 1864, Lagrange joined the Catholic magazihe Correspondantounded by Montalembert.

25 MONTALEMBERT, Charles déournal intime In GUILLOULouis Lez TAILLADE Nicole Roger éds.). Paris: CNRS, 1990,

vol. I, p. 192,
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Nelon Lart I'l:;jl’}ll"l‘!"ﬂl Mlemagne, an AIXC Siecle Seon Lart pretendu relggiear en France depuis Loms XV
lab- 11 OAl AT AAOOGh $06 6AT AAT EOIA AO AO AAOGEIT 1T EAEOI A AAT O I-156R)
Z Edouard Von Steinle (18161866)

As with the themes found in passion paintings and devotional booklets, where the faoerrors the

01l 0l h A xT OE T &£ AOO xAO OODPDPI OAA O OA&EI AAO OE,
Selfportrait with Bible, a subject Overbeck treated in both a painting and an engravi&gThe attitude

and physique of the herefigure become the visible manifestation of his ideal. Similarly, on reading
2E1 80 AIEIAER AODARGE EEI| #id <oul &l bekeks lofCthe @riisAi©ref@cted in his
works; [...] style, in the arts as literature, is the man himseff2” Montalembert also received drawings

26 Johann Friedrich Overbeck (17891869), Selbstbildnis mit der Bibél p ymwh COAOOOA puywhx @ po
OT A +01 OOOCAOAEEAEOA sdbatildnigmi BikeAd QekStaifeleB | AdaBm , | AAAEAO - C

27DU BOYS, Alberts A 1 6 A0OO AEOi OEAT h #1.PabsDI861p.8T AO AO 1 EOOA AA -8 2
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from Overbeck for his book on St Elizabeth of Hungary, which was published in 1836 and was a real
bestseller at the time, with editions in several languages.

Having praised the book by Rio, which celebrates the Italian primitiveand the Umbrian school in
particular, Montalembert does not stop at assessments of the history of Christian art, but calls for a
reform of the art of his time, claiming®here is no religious art in France; and that which bears its
name is but parody, desive and sacrilegious2® The edition of Du Vandalismeg(1839), in which he
assembled several articles, is accompanied by engravings by Overbeck, such &hastian Family
Carrying Their Cros8® and makes two significant comparisons. The first, in architeate, contrasts
Notre-Dame de Lorette, deemed a pagan basilica, with the gothic style of Sainte Chapelle. The second,
in the graphic arts, contrasts two line drawingss £ OEA 6 EOCET the phganftasd bch® 1 A
centuries of Louis XIV and Louis &\and the other a taste nurtured by®he study and love of truly
Christian time® (fig. 1): Mo make an even more striking contrast, we chose one of the most famous
works of classical Gallicanism the Virgin by Bouchardpa sculpture he described atupidd and a
simple sketch of a living young painter from Vienna, Mr Steinlé€a little known but worthy pupil of
Overbeck, which he highly praise!

He therefore invited French artists to follow the Nazarene or the Italian primitive model, but with
independent and original creations, and not to pursue imitations or pastiche.

Putting theory into practice: a French Nazarene movement?

In emulation of the illustrious , O E A O A @olun A@nch artists gathered under the impetus of
Lacordaire,who re-establishedhe Dominican Order in Francao form, in 1839, the Brotherhood of St
John the Evangelist? Going further than Overbeck and his fellow artists, they gave themselves a rule

of life and an overriding mission: @rench artists,being affected by the spectacle presented by the
world, have decided to contribute to its regeneration through the Christian use of®Their religious

AT i1 EOI AT O AgOAT AAA AAUITTA AOOEOOEA EOOOAO AT A
was (Ghe sanctification of art and artists through the Catholic Faith, and the propagation of Catholic
Faith by art and artist®3 ®his missionary perspective was accompanied by an ideal so high that the
Brotherhood was, in a way, outpaced by the very zeal dsimembers, many of whom donned the

Dominican habit in the 1840s34

ssee, AAAT AAO EAEI ECAT % EOAAAOGE Oi1 571 CAQuaBL),3AP &g BmEAT |
Aachen/Leipzig: Jacob Anton Mayer 1837. . o
29 MONTALEMBERT, Charlesd®@ A 1 61 OAO A A O O.ArReviiddded déuk @dnda® Bdcambre ¥88rg. 592-

616, republishedin:- i 1 AT CAO A5AO0D AOOAAOhEODIeAOPBEAIBA OF O o
30 MONTALEMBERT, Charles 8.0 6 AT AA1 EOI A A0 AO AAOHhI BAPGOASIARDAI ©AO
31 |bid. ill. No.3 et 4. BOUCHARDQBbA | i  j 201@62)yx STEINLE Edouard Von (18107 1866). Montalembert. ADe

1 8 IAGOZAN 8O OtAVD 198.

32See FOUCART, 1987; CAFFORT, Micheh UA Oi AT O AZOAT 6 AEO8 4Ei 1T OEAO A OOEQMADHER
Rennes : UniversityPresses de Rennes, 2009.

327 Cl AT AT O AA 1 A AATT A0 arads] 1g4dl BAEA O

34 Indeed, the first disciples of Lacordaire joined the master, like Hippolyte Requedat who took the habit in 1839 as in
1841, the architect LouisAlexandre Piel , painters Hyacinthe Besson, Antonin Danzas and Paul Bonhomme.
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4EA " Ol OEAOEI T A80 EI DBAAO 11 OEA AOOEOOEA DIl AT,
influence on the symbolic plane of building an ideal Christian art. Other groups formed in iration of

this Brotherhood, such as the Brotherhood of the Blessed Angelico of Fiesole, which brought together
writers and drawing artists, but which, like the first brotherhood, had faded by 1844 into the third

order of St Dominic.

A successor to this botherhood, the Society of St John for the Encouragement of Christian Art, was
chartered in 1872, and retained the mission of regenerating art, but without affiliating itself with any
religious third order. The seal of the Society bore the motif of the LaSupper by Flandrin in the
church of Saint3 i OAOET h ET xEEAE *T ET EO 1 AATGyhbol offa@ AE 1
drawing its inspiration from the heart of Jesus, and as a tribute to the genius of the most Christian
painter produced by Francén our timea3% During the 19th and 20th centuries, however, the Society
became far more eclectic than its predecessor and allowed into its midst a variety of trends and

styles.

Can one then speak of a French Nazarene movement, as the master of the stagleds windows
Claudius Lavergne had hoped, saying in 1855 th&France, like Germany, has a tribe of Nazared®%
Some scholars, such as Henri Dorra, had taken a great interest in this issue as early as 39He
studied the influence of the Nazarenes on painters from the city of Lyon (e.g. Hippolyte Flandrin,

I T A-@atquesVictor Orsel, Emile Signol, Michel Dumas, or Louis Janmot). Links were also made
between the art of Ingres himselfz and even more so his ppils3® OOAE A O-Entw@qél T A
Amaury-Duval, Victor Mottez, Henri Lehmary and having met Overbeck or Cornelius in Rome. Bruno
Foucart, ten years later, was more circumspe¥ and emphasised the greater diversity of positions
shown by French painters,including Flandrin. Critics considered him more pious than his master
Ingres, who was too sensitive tdhe aesthetics of Raphael. However, his piety was quiet, even though
after he died in 1864 he was presented/hailed as the newAngelico. But he expressed clear
OAOAOOAOQEI T O AAT OO |/ OAOAARAAESGO AOAEAEOI 8 31 OEI
Caffort*0 has defended this position for several years in his studies of not just AmauBuval, Orsel,
Signol or Perin, but ado less known artists such as Adolphe Roger, Jebouis Bezard?, LouisJoseph
Hallez, Claudius Lavergne, Gabriel Tyr, Savinien Petit, Pie#eiguste Pichon

3% ROGER! AATEO®HAE EEOOI OENOA O®as, d. #133HisAnbtd S the sArie a8 I8acorddird, inspired

par St Bernard: Nonnobis, Domine, non nobis, sed, nomini tuo da gloridferset du Psaume 11% 113.

36 LAVERGNECIlaudius Exposition universelle de855. Beaux arts, aopte-rendu du journal L'UniversParis : Bailly, 1855,

p. 126.

37 See DORRA, Henris EA  O0& OAT UE OE. fADieANnzarendy (bdt.Oekp. A@ncforsur-le- - AET h 3 0ORAAI
Kunstinstitut, 1977, p. 337-354. VAISSERierre. Y at-il une Ecole de peinture lyonnaise au XIXO E 1. RiLdtemps de la
peinture : Lyon 1800 1914h A AO8 A@b8 , U lAksh20i Aprid ¢ 38+ JANRGE07,"RAMOBIRBYIvie et al. (eds.),

Lyon 2007,p. 17-25.

38 Many are not from Lyon,seeTERNOISDaniel.Le0 O7 OADE AT 1 EB GO ABGBA Gl EEGARaris AithehaC O A O
1993, p. 3857 403; VIGNEGeorges, ! 6! , M@igehi 1 1,TAO 7 1 17 ORA A AOATICOBLO AA 1 2ABDT
1999.

39 FOUCART, BrundHippolyte, Auguste et Paul FlandrinflUA  A£OAOAOT EOi D E D& PhrdMOAG A8 ) ASCA
Luxembourg, LyonnmO Oi A A ARrts,"19841085. FOUCART1987, p.270-279.

40 CAFFORT, Michel AUAOiT AT O Z£OAT 6 AEO8 4Ei 1l OEAO AGOBDROEROAO AA 1A
41 See RYKNER, DidiedeanLouis Bezard (109-p y yp 48 # AOAIT 1T C'ORAl 1AROHTS GOOOAB JNAET O
AOATjeMEIG A Paris2002(0ph241299.
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2ab%n0Ci1 1T A Divdl 188z 1885), Coronation of the virgin,(full and detail) 1844 7 1845, Paris,
Eglise SaintGermain -Buxerrois, chapelle de la Vierge.
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or Louis-CharlesMarie de Bodin, count of Galembert, amongst others. The tribe gathered, which was
never an organised group and at best a movement, retained ari@@n diversity 42 in terms of the
quality and reputation of the artists involved and in their stylistic approaches and even the intensity
of their Christian faith. The sense of line, the taste for flathess colour applications and simplified
forms feature in very different ways in Signol or in Perin, for example. The lattét worked with
Adolphe Roger et Victor Orsel, for example, on decorating the neoclassical church of Nddame de
Lorette, and according to Montalembert, they saved this overly pagan iide with the murals they
created in the chapel areas for baptism, marriage, and with their paintings of the Holy VirgthThe
decision to create mural paintings with a very smooth finish in order to convey the idea but not the
illusion of space expressea@ willingnessto harmoniously embed a painting in a church building.

There is no denying that there were works in

France that were inspired by the Nazarenes,

which is apparent, for example, in the
Annunciation by Amaury-Duval and his
Coronation of the Virgin (1845), which also

paid direct tribute to Fra Angelico%s (fig. 2)

Yet, is this sufficient to group all the artists
mentioned here under such a demanding

banner? The question is debatable, for the
Nazarene qualifier implies more than a

common interest in a primitivistic style. It is
accompanied by the idea of a religious quest

and a quasimystical conception of art that

were far from being shared by all the painters

who, at one time or another during their

artistic residence in Rome (a near
requirement for their training then), may have
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But the position of the other artists mentioned

here was often less militant and sometimes

more nuanced. The religious sentiment of o
Orsel, for instance, is quite complex as 31!8'29’2'?3‘”3? : ithi)r g g?"iztgs%é?ggh}ef}\eg g o Me

2 3AAR $EAEAO 2UETAO080 OAOEAx ¢ -n&z@éebsahdaistheorieletdpiiieAddh-AA Al
peinture-religieuse-au-xixe-siecle
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, T OAOOA U 0AOEOh OT AtdashaRyEaghie@E& dulLouvked!: R&vu®dl OodVhel 989/5, 53-57.

44 See MONTALEMBERT, 1839,179-180.

5%0CT T A Divdl 18087 1885), Coronation of the virgin 1844 7 1845, Paris, Eglise SairGermaint -Auxerrois,
chapelle de la Vierge Vivant Denon acquired for the Louvre works by i8nese masters and by Giotto and Fra Angelico
(including his Coronation of the Virgi), which were presented at the(rimitive schools6 exhibit at the Louvre in 1814.
Schlegels famous comment on theCoronation of the Virginvas published inFrenchin 1817 with engravings.



