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Ó ÐÁÒÔ ÏÆ ÔÈÉÓ ÒÅÓÅÁÒÃÈ ÉÓ ÒÅÖÏÌÖÉÎÇ ÁÒÏÕÎÄ ÔÈÅ ×ÏÒË ÏÆ &İÈÒÉÃÈ and the Nazarenes, this overview 

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 approach 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; and finally, 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 19th century. 

 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 avant-garde, the Nazarenes have found renewed 

interest today, an interest that takes ÉÎÔÏ ÁÃÃÏÕÎÔ ÔÈÅÉÒ ÒÏÌÅ ÉÎ ÔÈÅ ȬÆÉÒÓÔ ÓÅÃÅÓÓÉÏÎ ÁÓ ÐÁÒÔ ÏÆ ÍÏÄÅÒÎÉÔÙ 

(in the modernist art movement?).1 

                                                        
 

1 See HOLLEIN, Max ɀ STEINLE, Christa. Religion macht Kunst. Die Nazarener. +ĘÌÎ ȡ 7ÁÌÔÅÒ +ĘÎÉÇ ςππυȠ .%2,)#(ȟ &ÒÁÎÃÅȢ 
La peinture en Allemagne au XIXe ÓÉîÃÌÅȢ 2ÅÌÉÇÉÏÎ ÅÔ ÐÏÌÉÔÉÑÕÅ ȡ ÌÅÓ .ÁÚÁÒïÅÎÓ ÅÔ ÌȭïÃÏÌÅ ÄÅ $İÓÓÅÌÄÏÒÆ. In: Perspectives, No. 
2, 2008, p. 307-336; GREWE, Cordula. Painting the sacred in the age of romanticism. Farnham : Ashgate 2009; GOSSMAN, 
Lionel. Unwilling Moderns. On the Nazarene artists of the early nineteenth century. Online, 
url:https://www.princeton.edu/~lgossman/nazarene_essay.pdf; THIMANN, Michael. Friedrich Overbeck und die 
Bildkonzepte des 19. Jahrhunderts, Regensburg : Schnell + Steiner 2014. 
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Abstract  
SAINT MARTIN, Isabelle: The Reception of the Nazarene Movement in France 
The purpose of this overview is to examine the reception of the Nazarene movement in France by first 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 currently being debated in modern historiography.  And 
finally by looking at how Nazarene compositions, engravings in particular, had a direct influence on the 
production of religious paintings, stained glass and other illustrated works of devotion throughout the 19th 
century. If Nazarene art had little direct impact on major religious paintings in France, and if its reception was 
controversial with art critics, Nazarene theories nevertheless made a lasting contribution in defining an ideal 
model of Christian art, whose criteria were posited by Montalembert and Rio. Their influence was to be felt in 
debates and controversies on the subject of religious art throughout the century. 
Keywords : Christian art, France, 19th Century, Art theory, Nazarene movement 
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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 Brotherhood 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 contoured forms, and bright colours applied to a flat surface, to the detriment of the effects of 

and a move away from perspective or chiaroscuros that stood to distract from the mystical 

inspiration of their works. They also chose to live in an artistic fraternity and not separate life from 

art, and to work together while adhering to a more or less monastic model of life, which since the 

Middle Ages had been regarded as the ideal of a Christian life. The 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 Nazarenes in France varied. Figures like Chateaubriand and Baudelaire had 

ÒÅÓÅÒÖÁÔÉÏÎÓ ÁÂÏÕÔ ÔÈÉÓ ÁÒÔ ÆÏÒÍȟ ×ÈÉÃÈ ÓÅÅÍÅÄ ÔÏ ÒÅÇÒÅÓÓ ÔÏ ÔÈÅ ÐÁÓÔ ÏÒ ÁÐÐÅÁÒÅÄ ÔÏÏ ȰÐÈÉÌÏÓÏÐÈÉÃÁÌȱ 

(which to them seemed like a regression into the past or looked too ȰphilosophicalȱɊ, while others, 

ÌÉËÅ 4ÈïÏÐÈÉÌÅ 'ÁÕÔÉÅÒ ÁÎÄ 3ÔÅÎÄÈÁÌȟ ÁÃËÎÏ×ÌÅÄÇÅÄ ÔÈÅ ÉÍÐÏÒÔÁÎÃÅ ÏÆ ÁÒÔÉÓÔÓ ÓÕÃÈ ÁÓ #ÏÒÎÅÌÉÕÓ ÁÎÄ 

Overbeck. Like Goethe, who was not keen on the Nazarenese, Chateaubriand was baffled by the 

.ÁÚÁÒÅÎÅÓȭ ÄÅÓÉÒÅ ÔÏ ÒÅÔÕÒÎ ÔÏ ÔÈÅ ÁÒÔ ÏÆ )ÔÁÌÉÁÎ ÐÒÉmitives and to see Raphael as the high point but 

also the beginning of the decline of Christian art. While serving as ambassador to the Holy See in 

1828, Chateaubriand questioned their motives: ȰThis honourable error of the new sacred school is no 

less an error; 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 pre-Renaissance painters, is not because the figures 

are posed stiffly, as motionless as the Sphinx, but because the painter believed as his century did. It is his 

thought not his art that was religious.ȱ2  

The reputation of the Nazarenes was already well established by the time Chateaubriand published 

-ïÍÏÉÒÅÓ Äȭ/ÕÔÒÅ 4ÏÍÂÅ (1849 ɀ ρψυπɊȢ .ÅÖÅÒÔÈÅÌÅÓÓȟ ÌÁÔÅÒȟ ÉÎ ρψυφȟ 4ÈïÏÐÈÉÌÅ 'ÁÕÔÉÅÒ ÓÔÁÔÅÄȡ 

Ȱ#ÏÒÎÅÌÉÕÓȭÓ ÆÁÍÅ ÉÓ %ÕÒÏÐÅÁÎ-×ÉÄÅȢ ɍȣɎ 9ÅÔ ÏÎÅ ÍÁÙ ÓÁÙ ÔÈÁÔȟ ×ÈÉÌÅ ÉÌÌÕÓÔÒÉÏÕÓȟ ÈÅ ÉÓ ÎÏÔ ×ÅÌÌ ËÎÏ×Î ÉÎ 

France, other than through engravings.ȱ3 

One may indeed observe that, in France, the works of the Nazarenes were known first and foremost 

through prints from engravings.4 From early on the Nazarenes placed importance on creating print 

reproductions of their work , graphic (print ) reproductions as a way of circulating their creations and 

developing popular awareness (of their work). Since they also contributed to the revival of frescoes 

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

                                                        
 

2 Transl. by A. S. Kline, 2005 ɀ reproduction permitted for non-commercial purposes. Source: online, url: 
http://www.poetryintranslation.com/PITBR/Chateaubriand/Chateaubriand MemoirsBookXXIX.htm. -ïÍÏÉÒÅÓ Äȭ/ÕÔÒÅ 

Tombe, 1849 ɀ ρψυπȟ ÁÐÒîÓ ÕÎÅ ÄÉÆÆÕÓÉÏÎ ÅÎ ÆÅÕÉÌÌÅÔÏÎ ÄÁÎÓ ÌÅ ÊÏÕÒÎÁÌ La Presse. 
3 '!54)%2ȟ 4ÈïÏÐÈÉÌÅȢ 0ÉÅÒÒÅ ÄÅ #ÏÒÎÅÌÉÕÓȢ )Îȡ ,ȭ!ÒÔ ÍÏÄÅÒÎÅ, Paris, 1856, p. 235  
4 See VAISSE, Pierre. Frankreichs Kenntniss der deutschen Romantiker. In: Marianne und Germania 1789 ς 1889. 
Frankreich und Deutschland :zwei Welten-eine Revue, cat. Exp., Berlin : Martin-Gropius-Bau 1996, p. 235-242. 
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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 

%ÕÒÏÐÅÁÎ Ȭ'ÒÁÎÄ 4ÏÕÒȭȢ )ÍÐÒÅÓÓÉÏÎÓ (7ÒÉÔÔÅÎ ÒÅÃÏÒÄÓ ÏÆ ÐÅÏÐÌÅȭÓ ÉÍÐÒÅÓÓÉÏÎÓȩ) and travelogues at 

the time contributed significantly to the aesthetic reception of the Nazarene movement. Their major 

works in Rome were visited by illustrious travellers and praised widely. A 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 1820s and 1830s. Notably, a strong controversy emerged around a critical review of 

these works by E.-*Ȣ $ÅÌïÃÌÕÚÅȟ ×ÈÉÃÈ ÁÐÐÅÁÒÅÄ ÉÎ ÔÈÅ *ÏÕÒÎÁÌ ÄÅÓ $ïÂÁÔÓ en 1829.5 As a former pupil 

of the Neoclassical painter Jacques-Louis David, he was shocked by what he caÌÌÅÄ ÔÈÅ ȬÇÏÔÈÉÃȭ ÁÓÐÅÃÔÓ 

in the treatment of outlines, costumes and attitudes. His criticism in return sparked a debate and a 

response from German critic Ludwig Schorn in Kunstblatt, who highlighted the misunderstanding of 

Nazarene art and concluded: ȰBut the French know only mannered grace, not one that is unconscious 

and natural.ȱ6  

2ÅÇÁÒÄÌÅÓÓ ÏÆ ÔÈÉÓȟ ÁÒÏÕÎÄ ÔÈÅ ÓÁÍÅ ÔÉÍÅ 3ÔÅÎÄÈÁÌ ÐÒÁÉÓÅÄ 6ÅÉÔȭÓ ÆÒÅÓÃÏÅÓ ÉÎ ÈÉÓ ÔÒÁÖÅÌ ÄÉÁÒÙ ÏÎ )ÔÁÌÙ 

(1827 ɀ 1829) and wrote: ȰOne of the shortcomings of Parisian conceit is not to know this school.ȱ7 The 

Revue de Paris ɉ3Ȣ !ÌÂÉÎɊ ÁÌÓÏ ÐÕÂÌÉÓÈÅÄ Á ÇÌÏ×ÉÎÇ ÒÅÖÉÅ× ÏÆ #ÏÒÎÅÌÉÕÓȭÓ ×ÏÒËÓ in 1838.8 

In January 1845, the painter Amaury-Duval addressed in his travel itinerary of Italy, and while in 

Italy went to see /ÖÅÒÂÅÃËȭÓ ÆÒÅÓÃÏ ÏÆ 3t Francis receiving the indulgence. The work was also 

ÍÅÎÔÉÏÎÅÄ ɉÉÎ ÁÎ ÁÒÔÉÃÌÅɊ ÂÙ 4ÈïÏÐÈÉÌÅ 'ÁÕÔÉÅÒ ɉÐÕÂÌÉÓÈÅÄɊ ÉÎ Le Figaro on 26 November 1836, in 

×ÈÉÃÈ ÈÅ ÐÁÙÓ ÔÒÉÂÕÔÅ ÔÏ /ÖÅÒÂÅÃËȭÓ ×ÏÒËÓȟ ÃÏÎÓÉÄÅÒÅÄ Ȱan almost celestial paintingȱ9 or Ȱthe most 

symmetrically Gothic compositionȱ he had ever seen. The contrasting response to the Nazarenes can 

also been explored in the many studies on German paintings published in the 1840s,10 such as those 

ÂÙ !Ȣ 2ÁÃÚÙÎÓËÉȟ (Ȣ &ÏÒÔÏÕÌȟ ÏÒ !Ȣ -ÉÃÈÉÅÌÓȢ )Î ρψυωȟ ÔÈÅ ÃÒÉÔÉÃ ,ïÏÎ ,ÁÇÒÁÎÇÅ ÄÅÖÏÔÅÄ Á ÌÏÎÇ article in 

the Gazette des Beaux Arts ÔÏ /ÖÅÒÂÅÃËȭÓ ÓÔÕÄÉÏȢ $ÅÓÐÉÔÅ ÓÉÇÎÉÆÉÃÁÎÔ ÐÒÁÉÓÅȟ ÉÔ ÅÎÄÓ ÏÎ Á ÃÒÉÔÉÃÁÌ ÎÏÔÅȡ 

ȰOverbeck hates the flesh, and he is afraid of nature. Like the mystics of the Middle Ages, he sees in the 

flesh a living scandal, and nature 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 painting.ȱ11 

Hence, what Lagrange sees ÉÎ /ÖÅÒÂÅÃËȭÓ ɉÍÏÒÅ ÏÒ ÌÅÓÓ ÍÁÓÔÅÒÅÄɊ ÆÏÒÍ ÏÆ ÓÔÙÌÉÓÔÉÃ ÉÍÉÔÁÔÉÏÎ ÉÓ ÔÈÅ 

emergence of a new conformity, something for which the religious art inspired by the Nazarenes was 

often criticised. He aÌÓÏ ÅØÐÒÅÓÓÅÄ ÏÎÅ ÓÍÁÌÌ ÒÅÓÅÒÖÁÔÉÏÎ ÉÎ ÈÉÓ ÃÏÍÐÅÌÌÉÎÇ ÁÎÁÌÙÓÉÓ ÏÆ /ÖÅÒÂÅÃËȭÓ 

                                                        
 

5 $%,O#,5:%ȟ %ÔÉÅÎÎÅ-Jean. NÏÕÖÅÌÌÅ ïÃÏÌÅ ÁÌÌÅÍÁÎÄÅȢ )Î *ÏÕÒÎÁÌ ÄÅÓ $ïÂÁÔÓ, 23 octobre 1829. 
6 Quoted in FASTERT, Sabine. 2ÏÍÅȟ ÌÉÅÕ ÄÅ ÒÅÎÃÏÎÔÒÅȢ ,Á ÒïÃÅÐÔÉÏÎ ÄÅ ÌȭÁÒÔ ÎÁÚÁÒïÅÎ ÅÎ &ÒÁÎÃÅ. In: $Å 'ÒİÎÅ×ÁÌÄ Û 
-ÅÎÚÅÌȟ ÌȭÉÍÁÇÅ ÄÅ ÌȭÁÒÔ ÁÌÌÅÍÁÎÄ ÅÎ &ÒÁÎÃÅ ÁÕ 8)8e ÓÉîÃÌÅ, FLECKNER, Uwe ɀ GAEHTGENS, Thomas (eds.). Paris : de la 
-ÁÉÓÏÎ ÄÅÓ 3ÃÉÅÎÃÅÓ ÄÅ ÌȭÈÏmme 2003, p. 373-403. 
7 STENDHAL. Promenades dans Rome (1853). In: 0ÁÒÉÓȟ -ÁÓÐïÒÏȟ ÖÏÌȢ )ȟ ρωψπȟ p. 228 (10 mars 1828). 
8 See !,").ȟ 3ïÂÁÓÔÉÅÎ. Pierre Cornelius. In: Revue de Paris, no. 60, 1838, p. 229-242.  
9 GAUTIER, 4ÈïÏÐÈÉÌÅ. Peinture catholique. In: Le Figaro, November 26, 1836. 
10 RACZYNSKI, Athanase. (ÉÓÔÏÉÒÅ ÄÅ ÌȭÁÒÔ ÍÏÄÅÒÎÅ ÅÎ !ÌÌÅÍÁÇÎÅ. 3 vols. (1836-1842); volume 1836, which mentions a 
visit to the Casa; FORTOUL, Hippolyte. $Å ÌȭÁÒÔ ÅÎ !ÌÌÅÍÁÇÎÅ, 2 vols., Paris 1841-1842; see also the critics of MICHIELS, 
Alfred. %ÔÕÄÅÓ ÓÕÒ Ìȭ!ÌÌÅÍÁÇÎÅȟ ÒÅÎÆÅÒÍÁÎÔ ÕÎÅ ÈÉÓÔÏÉÒÅ ÄÅ ÌÁ ÐÅÉÎÔÕÒÅ ÁÌÌÅÍÁÎÄÅ, (1840), 2 vols., Paris, 1845. 
11 LAGRANGE, ,ïÏȢ ,ȭ!ÔÅÌÉÅÒ Äȭ/ÖÅÒÂÅÃË. In: Gazette des Beaux Arts, 15 mars 1859, vol.1, t. I. 321-335, 334. 
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masterpiece, then visible in his studio, The Triumph of Religion in the Arts, by regretting that the 

painter did not find a simpler form of symbolism: ȰAn explanation becomes necessary and not 

everyone understands it.ȱ12 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 

ÈÅ ÖÉÓÉÔÅÄ /ÖÅÒÂÅÃËȭÓ ÓÔÕÄÉÏȡ ȰHe dÏÅÓ ÎÏÔ ×ÁÎÔ ÔÏ ÄÏ ÐÁÉÎÔÉÎÇȟ ÂÕÔ ÔÏ ÒÅÎÄÅÒ ÈÉÓ ÉÄÅÁÓȟ ÔÏ ×ÒÉÔÅ ȣȱ13 

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 Charles Baudelaire 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 Ȱa visual art which purports to replace the book, that is to say, to compete with 

printing in order to teach history, ethics and philosophyȱ14.  This ambition is seen as a regression of 

pictorial art. Moreover, ȰOverbeck studying beauty in the past only to better teach religionȱ15 was in 

opposition ÔÏ ÔÈÅ ÃÏÎÃÅÐÔ ÏÆ ȰÄÉÓÉÎÔÅÒÅÓÔȱ in true art, according to/espoused by Baudelaire, who was 

inspired by a Kantian vision of aesthetic judgment. Baudelaire's criticism was probably composed 

after the International Exhibit of 1855 in Paris, which featured many German artists, and his main 

arguments reflect the perceptions of the day about German art and criticisms widely shared in the 

1850s.16 

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 (1789 ɀ 1869) stayed in 

Rome, where, having converted to Catholicism in 1813, he remained true to his ideal, which he gave 

visual expression to in The Triumph of Religion in the Arts.17 This famous composition took combined 

ÉÎÓÐÉÒÁÔÉÏÎ ÆÒÏÍ 2ÁÐÈÁÅÌȭÓ Disputation of the Holy Sacrament and School of Athens. The Madonna and 

Child on top, enclosed in a perfect circle, symbolises  this poetic ideal and represents an allegory of 

the Church that Overbeck rallied to. In order to Ȱfacilitate understanding by all of the work facilitate 

an understanding of the work as a wholeȱ, the artist gives a lengthy analysis of this ȰMagnificat of artȱ, 

where the poetry is represented by Ȱthe 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 ideasȱ.18 In this gathering of artists at the foot of the Virgin / Poetry, art Ȱdoes 

not purport to be placed as an idol on the altar: it aspires instead to be the servant of the sanctuaryȱ.19  

                                                        
 

12 Ibid, p. 327. 
13 Revue du Lyonnaisȟ υÅ ÓïÒÉÅ 6ȟ ÊÁÎÖȢ-juin 1888, p. 347-στψȟ (ÉÐÐÏÌÙÔÅ &ÌÁÎÄÒÉÎ Û ,ÏÕÉÓ ,ÁÃÕÒÉÁȟ 2ÏÍÅȟ ςυ ÍÁÉ ρψσσ ÅÔ 
voir cat. exp. (ÉÐÐÏÌÙÔÅȟ !ÕÇÕÓÔÅ ÅÔ 0ÁÕÌ &ÌÁÎÄÒÉÎȢ 5ÎÅ ÆÒÁÔÅÒÎÉÔï ÐÉÃÔÕÒÁÌÅ au XIXe ÓÉîÃÌÅ, FOUCART, Jaques et Bruno (eds.). 
Paris : RMN 1984. 
14 BAUDELAIRE, Charles. ,ȭÁÒÔ ÐÈÉÌÏÓÏÐÈÉÑÕÅ, #ÕÒÉÏÓÉÔïÓ ÅÓÔÈïÔÉÑÕÅÓ. In: |ÕÖÒÅÓ completes. PICHOIS, Claude (ed.). 2 vol. 
Paris 1975-76, vol. II, p. 598-607. 
15 Ibid. 
16 #Å ÑÕÅ ÄïÍÏÎÔÒÅ :)%',%2ȟ Hendrik. Ȱ,ȭÁÒÔ ÐÈÉÌÏÓÏÐÈÉÑÕÅȰ ÄÅ #ÈÁÒÌÅÓ "ÁÕÄÅÌÁÉÒÅ ȡ 'ÅÎîÓÅ ÅÔ ÍÕÔÁÔÉÏÎ ÄȭÕÎ ÐÁÒÁÄÉÇÍÅ 
ÄÅÓ ïÃÒÉÔÓ ÓÕÒ ÌȭÁÒÔ ÅÎ &ÒÁÎÃÅ ÅÎÔÒÅ ρψυυ ÅÔ ρψχψ. In: FLECKNER, GAEHTGENS, 2003, p. 143-166. 
17 184πȟ 3ÔßÄÅÌÓÃÈÅÓ +ÕÎÓÔÉÎÓÔÉÔÕÔȟ &ÒÁÎÃÆÏÒÔȢ 
18 OVERBECK, Le Triomphe de la religion dans les arts. In ,ȭ)nstitut catholique, I, 1842, p. 192-203. Ȱla Vierge Marie elle-
ÍðÍÅ ÏÃÃÕÐïÅ Û ïÃÒÉÒÅ ÓÏÎ ÈÙÍÎÅ ÓÕÂÌÉÍÅȟ ÃÁÒ ÌÁ ÐÏïÓÉÅ ÅÓÔ ÌÅ ÃÅÎÔÒÅ ÄÅ ÔÏÕÓ ÌÅÓ ÁÒÔÓȟ ÃÏÍÍÅ ÌÅ ÍÙÓÔîÒÅ ÄÅ ÌȭÉÎÃÁÒÎÁÔÉÏÎ ÄÕ 
ÆÉÌÓ ÄÅ $ÉÅÕ ÄÁÎÓ ÌÅ ÓÅÉÎ ÄÅ -ÁÒÉÅ ÅÓÔ ÌÅ ÃÅÎÔÒÅ ÄÅ ÔÏÕÔÅÓ ÌÅÓ ÉÄïÅÓ religieusesȱ, p. 194. 
19 Ibid., p. 201-202. ȰÎÅ ÐÒïÔÅÎÄ ÐÁÓ ðÔÒÅ ÐÌÁÃï ÃÏÍÍÅ ÕÎÅ ÉÄÏÌÅ ÓÕÒ ÌȭÁÕÔÅÌ ȡ ÉÌ ÁÓÐÉÒÅ ÁÕ ÃÏÎÔÒÁÉÒÅ Û ðÔÒÅ ÌÅ ÓÅÒÖÉÔÅÕÒ ÄÕ 
sanctuaireȱ. 
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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 found.20 The Count of Montalembert, future leader of the Catholic 

Party, discovered his passion for the works of Overbeck when he travelled aÓ Á ÙÏÕÎÇ ÍÁÎ ÔÏ ,İÂÅÃË 

(1828) where he saw ,ȭ%ÎÔÒïÅ ÄÕ #ÈÒÉÓÔ Û *ïÒÕÓÁÌÅÍ Äȭ/ÖÅÒÂÅÃË21 and then to Rome (1830). 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 taste and 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 be Ȱauthenticȱ Christian art deemed were similar to those of the 

.ÁÚÁÒÅÎÅÓȢ (ÅÌÐÅÄ ÂÙ -ÏÎÔÁÌÅÍÂÅÒÔȭÓ ÖÅÒÙ ÃÏÍÐÌÅÍÅÎÔÁÒÙ ÒÅÖÉÅ×ȟ Christian Art22 by Rio enjoyed 

wide success. The book/work was read by Overbeck, who bought Ȱa supply of copies intended for 

German artists, for their return journeyȱ.23 The conception of a  true Christian art, which comes from 

,ÁÇÒÁÎÇÅȭÓ ÁÒÔÉÃÌÅ ÉÎ ρψυω The idea of true Christian art expressed in the above-cited article by 

Lagrange from ρψυω ÒÅÖÅÁÌÓ ÔÈÅ ÉÎÆÌÕÅÎÃÅȣ, cited earlier, showsȟ ÆÏÒ ÅØÁÍÐÌÅȟ ÔÈÅ ÉÎÆÌÕÅÎÃÅ ÏÆ 2ÉÏȭÓ 

ÁÎÄ -ÏÎÔÁÌÅÍÂÅÒÔȭÓ ×ÒÉÔÉÎÇÓ24.  

-ÏÎÔÁÌÅÍÂÅÒÔ ÂÅÃÁÍÅ ÅÎÔÈÕÓÉÁÓÔÉÃ ÁÂÏÕÔ /ÖÅÒÂÅÃËȭÓ ×ÏÒËÓȢ (Å ÁÌÓÏ ÓÁ× Á ÃÏÎÆÉÒÍÁÔÉÏÎ ÏÆ ÔÈÅ 

ÁÒÔÉÓÔȭÓ ÔÁÌÅÎÔ ÉÎ ÈÉÓ ÌÉÖÉÎÇ ÆÉÇÕÒÅ (in his life), which was a pure reflection of his faith: ȰIt is the man 

himself, apart from all his works, who is admirable. A head of purity and lovely expression, expressing all 

that is the highest and most austere in piety, the beauty of a saint. This is how holy he is.ȱ25 

                                                        
 

20 See FOUCART, Bruno. Le Renouveau de la peinture religieuse en France (1800 ς 1860). Paris : Arthena 1987. 
DRISKEL, Michael. Representing Belief. Religion, Art and Society in Nineteenth-Century France. The Pennsylvania State 
University Press 1992. SAINT-MARTIN, Isabelle. !ÒÔ ÃÈÒïÔÉÅÎȾÁÒÔ ÓÁÃÒïȢ 2ÅÇÁÒÄÓ ÄÕ ÃÁÔÈÏÌÉÃÉÓÍÅ ÓÕÒ ÌȭÁÒÔ ɉ&ÒÁÎÃÅȟ 8)8Å-XXe 
sÉîÃÌÅɊ. Rennes : Presses universitaires de Rennes 2014. 
21 See FOISSET, 4ÈïÏÐÈÉÌÅ. Le Comte de Montalembert. In: Le Correspondant, July 1872, p. 201. 
22 First published in 1836, then a revised edition in 1855, and in 4 vol., Paris : Hachette, 1861 ς 1867. 
23 RIO, Alexis-&ÒÁÎëÏÉÓ. %ÐÉÌÏÇÕÅ Û ÌȭÁÒÔ ÃÈÒïÔÉÅÎ. In Paris, Hachette, 1872, t. II, p. 27.  
24 Later, in 1864, Lagrange joined the Catholic magazine Le Correspondant founded by Montalembert. 
25 MONTALEMBERT, Charles de. Journal intime. In GUILLOU, Louis Le ɀ TAILLADE, Nicole Roger (eds.). Paris : CNRS, 1990, 
vol. II, p. 192. 
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 As with the themes found in passion paintings and devotional booklets, where the face mirrors the 

ÓÏÕÌȟ Á ×ÏÒË ÏÆ ÁÒÔ ×ÁÓ ÓÕÐÐÏÓÅÄ ÔÏ ÒÅÆÌÅÃÔ ÔÈÅ ÐÕÒÉÔÙ ÏÆ ÉÔÓ ÉÎÓÐÉÒÁÔÉÏÎȢ 4ÈÉÓ ÉÓ ÒÅÆÌÅÃÔÅÄ ÉÎ /ÖÅÒÂÅÃËȭÓ 

Self-portrait with Bible , a subject Overbeck treated in both a painting and an engraving.26 The attitude 

and physique of the hero-figure become the visible manifestation of his ideal. Similarly, on reading 

2ÉÏȭÓ ÂÏÏËȟ Á ÃÒÉÔÉÃ ÌÁÕÄÅÄ ÈÉÍ ÆÏÒ ÓÈÏ×ÉÎÇ ÔÈÁÔ Ȱthe soul and beliefs of the artist is reflected in his 

works; [...] style, in the arts as in literature, is the man himselfȱ.27 Montalembert also received drawings 

                                                        
 

26 Johann Friedrich Overbeck (1789-1869), Selbstbildnis mit der Bibelȟ ρψπωȟ ÇÒÁÖÕÒÅ ρψȟχ Ø ρφȟσ ÃÍȟ -ÕÓÅÅÎ ÆİÒ +ÕÎÓÔ 
ÕÎÄ +ÕÌÔÕÒÇÅÓÃÈÉÃÈÔÅ ÄÅÒ (ÁÎÓÅÓÔÁÄÔ ,İÂÅÃËȟ Selbstbildnis mit Bibel vor der StaffeleiȢ ρψπωȟ ,İÂÅÃËÅÒ -ÕÓÅÅÎȟ -ÕÓÅÕÍ 
"ÅÈÎÈÁÕÓ $ÒßÇÅÒÈÁÕÓȢ 
27 DU BOYS, Albert. $Å ÌȭÁÒÔ ÃÈÒïÔÉÅÎȟ #ÏÍÐÔÅ ÒÅÎÄÕ ÄÕ ÌÉÖÒÅ ÄÅ -Ȣ 2ÉÏ. Paris, 1861, p. 2. 

1 a,b -ÏÎÔÁÌÅÍÂÅÒÔȟ $Õ 6ÁÎÄÁÌÉÓÍÅ ÅÔ ÄÕ ÃÁÔÈÏÌÉÃÉÓÍÅ ÄÁÎÓ ÌȭÁÒÔ ɉÆÒÁÇÍÅÎÔÓɊȟ 0ÁÒÉÓȟ ρψσωȢ )ÌÌȢ ÎЈ σ ÅÔ τȢ %ÄÍï "ÏÕÃÈÁÒÄÏÎ ɉρφωψ-1762) 
ɀ Edouard Von Steinle (1810-1866) 
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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.28 

Having praised the book by Rio, which celebrates the Italian primitives and 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 Ȱthere is no religious art in France; and that which bears its 

name is but parody, derisive and sacrilegiousȱ.29 The edition of Du Vandalisme (1839), in which he 

assembled several articles, is accompanied by engravings by Overbeck, such as a Christian Family 

Carrying Their Cross,30 and makes two significant comparisons. The first, in architecture, 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 drawings ÏÆ ÔÈÅ 6ÉÒÇÉÎȟ ÏÎÅ ÄÉÓÐÌÁÙÉÎÇ Ȱthe pagan taste in the 

centuries of Louis XIV and Louis XVȱ, and the other a taste nurtured by Ȱthe study and love of truly 

Christian timesȱ (fig. 1): ȰTo make an even more striking contrast, we chose one of the most famous 

works of classical Gallicanism the Virgin by Bouchardonȱ, a sculpture he described as Ȱstupidȱ, and a 

simple sketch of a living young painter from Vienna, Mr Steinle, Ȱa little known but worthy pupil of 

Overbeckȱ, which he highly praised.31 

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 ,ÕËÁÓÂÒİÄÅÒ, young French artists gathered under the impetus of 

Lacordaire, who re-established the Dominican Order in France, to form, in 1839, the Brotherhood of St 

John the Evangelist.32 Going further than Overbeck and his fellow artists, they gave themselves a rule 

of life and an overriding mission: ȰFrench artists, being affected by the spectacle presented by the 

world, have decided to contribute to its regeneration through the Christian use of art.ȱ33 Their religious 

ÃÏÍÍÉÔÍÅÎÔ ÅØÔÅÎÄÅÄ ÂÅÙÏÎÄ ÁÒÔÉÓÔÉÃ ÉÓÓÕÅÓ ÁÎÄ ÈÁÄ Á ÐÁÓÔÏÒÁÌ ÄÉÍÅÎÓÉÏÎȢ 4ÈÅ "ÒÏÔÈÅÒÈÏÏÄȭÓ ÇÏÁÌ 

was Ȱthe sanctification of art and artists through the Catholic Faith, and the propagation of Catholic 

Faith by art and artistsȢȱ This missionary perspective was accompanied by an ideal so high that the 

Brotherhood was, in a way, outpaced by the very zeal of its members, many of whom donned the 

Dominican habit in the 1840s.34  

                                                        
 

28 See ,ÅÂÅÎ ÄÅÒ ÈÅÉÌÉÇÅÎ %ÌÉÓÁÂÅÔÈ ÖÏÎ 5ÎÇÁÒÎȟ ,ÁÎÄÇÒßÆÉÎÎ ÖÏÎ 4ÈİÒÉÎÇÅÎ ÕÎÄ (ÅÓÓÅÎ ɉυφτϋ ς 1231), 34?$4,%2ȟ  J. Ph. 
Aachen/Leipzig : Jacob Anton Mayer 1837. 
29 MONTALEMBERT, Charles de. $Å ÌȭïÔÁÔ ÁÃÔÕÅÌ ÄÅ ÌȭÁÒÔ ÒÅÌÉÇÉÅÕØ. In Revue des deux mondes, 1st Decembre 1837, p. 592-
616, republished in: -ïÌÁÎÇÅÓ ÄȭÁÒÔ ÅÔ ÄÅ ÌÉÔÔïÒÁÔÕÒÅȟ |ÕÖÒÅÓȟ ÔÏÍÅ 6)ȟ 0ÁÒÉÓ : J. Lecoffre 1861, p.165.  
30 MONTALEMBERT, Charles de. $Õ 6ÁÎÄÁÌÉÓÍÅ ÅÔ ÄÕ ÃÁÔÈÏÌÉÃÉÓÍÅ ÄÁÎÓ ÌȭÁÒÔ ɉÆÒÁÇÍÅÎÔÓɊȟ 0ÁÒÉÓȟ $ÅÂïÃÏÕÒÔȟ 1839.  
31 Ibid. ill. No. 3 et 4. BOUCHARDON, %ÄÍï ɉρφωψ ɀ 1762) ɀ STEINLE, Edouard Von (1810 ɀ 1866). Montalembert. Ⱥ De 
ÌȭïÔÁÔ ÁÃÔÕÅÌȣ Ȼȟ |ÕÖÒÅÓ, t. VI, 198. 
32See FOUCART, 1987; CAFFORT, Michel. .ÁÚÁÒïÅÎÓ ÆÒÁÎëÁÉÓȢ 4ÈïÏÒÉÅÓ ÅÔ ÐÒÁÔÉÑÕÅÓ ÄÅ ÌÁ ÐÅÉÎÔÕÒÅ ÒÅÌÉÇÉÅÕÓÅ ÁÕ 8)8e ÓÉîÃÌÅ, 
Rennes : University Presses de Rennes, 2009. 
33  2îÇÌÅÍÅÎÔ ÄÅ ÌÁ #ÏÎÆÒïÒÉÅ ÄÅ 3ÁÉÎÔ-*ÅÁÎ ÌȭOÖÁÎÇïÌÉÓÔÅ, Paris, 1840. 
34 Indeed, the first disciples of Lacordaire joined the master, like Hippolyte Requedat who took the habit in 1839 as in 
1841, the architect Louis-Alexandre Piel , painters Hyacinthe Besson, Antonin Danzas and Paul Bonhomme. 
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4ÈÅ "ÒÏÔÈÅÒÈÏÏÄȭÓ ÉÍÐÁÃÔ ÏÎ ÔÈÅ ÁÒÔÉÓÔÉÃ ÐÌÁÎÅ ×ÁÓ ÈÅÎÃÅ ÌÉÍÉÔÅÄȟ ÂÕÔ ÉÔ ×ÁÓ ÔÏ ÈÁÖÅ Á ÇÒÅÁÔÅÒ 

influence on the symbolic plane of building an ideal Christian art. Other groups formed in imitation 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 brotherhood, 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 Last Supper by Flandrin in the 

church of Saint-3ïÖÅÒÉÎȟ ÉÎ ×ÈÉÃÈ *ÏÈÎ ÉÓ ÌÅÁÎÉÎÇ ÁÇÁÉÎÓÔ ÔÈÅ ÃÈÅÓÔ ÏÆ ÔÈÅ ,ÏÒÄ ÁÓ Á Ȱsymbol of art 

drawing its inspiration from the heart of Jesus, and as a tribute to the genius of the most Christian 

painter produced by France in our timeȱ.35 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 stained glass windows 

Claudius Lavergne had hoped, saying in 1855 that ȰFrance, like Germany, has a tribe of Nazarenesȱ?36 

Some scholars, such as Henri Dorra, had taken a great interest in this issue as early as 1977.37 He 

studied the influence of the Nazarenes on painters from the city of Lyon (e.g. Hippolyte Flandrin, 

!ÎÄÒï-Jacques-Victor Orsel, Emile Signol, Michel Dumas, or Louis Janmot). Links were also made 

between the art of Ingres himself ɀ and even more so his pupils,38 ÓÕÃÈ ÁÓ %ÕÇîÎÅ-Emmanuel 

Amaury-Duval, Victor Mottez, Henri Lehman ɀ and having met Overbeck or Cornelius in Rome. Bruno 

Foucart, ten years later, was more circumspect39 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 to the aesthetics of Raphael. However, his piety was quiet, even though 

after he died in 1864 he was presented/hailed as the new Angelico. But he expressed clear 

ÒÅÓÅÒÖÁÔÉÏÎÓ ÁÂÏÕÔ /ÖÅÒÂÅÃËȭÓ ÁÒÃÈÁÉÓÍȢ 3Ï ÓÈÏÕÌÄ ×Å ÔÁËÅ ÔÈÅ ×ÏÒÄÓ ÏÆ ,ÁÖÅÒÇÎÅ ÌÉÔÅÒÁÌÌÙȩ -ÉÃÈÅÌ 

Caffort40 has defended this position for several years in his studies of not just Amaury-Duval, Orsel, 

Signol or Perin, but also less known artists such as Adolphe Roger, Jean-Louis Bezard41, Louis-Joseph 

Hallez, Claudius Lavergne, Gabriel Tyr, Savinien Petit, Pierre-Auguste Pichon  

                                                        
 

35  ROGER, !ÂÂï #Ȣ EÓÓÁÉ ÈÉÓÔÏÒÉÑÕÅ ÓÕÒ ÌÁ 3ÏÃÉïÔï ÄÅ 3Ȣ *ÅÁÎ, 1913, p. 12-13. His moto is the same as Lacordaire, inspired 
par St Bernard : Non nobis, Domine, non nobis, sed, nomini tuo da gloriam, Verset du Psaume 115 ɀ 113. 
36 LAVERGNE, Claudius. Exposition universelle de 1855. Beaux arts, compte-rendu du journal L'Univers. Paris : Bailly, 1855, 
p. 126. 
37 See DORRA, Henri. $ÉÅ Ȭ&ÒÁÎÚĘÓÉÃÈÅȭ .ÁÚÁÒÅÎÅÒ . Die Nazarener, cat. exp. Francfort-sur-le- -ÁÉÎȟ 3ÔßÄÅÌÓÃÈÅÓ 
Kunstinstitut, 1977, p. 337-354. VAISSE, Pierre. Y a-t-il une Ecole de peinture lyonnaise au XIXe ÓÉîÃÌÅ. In: Le temps de la 
peinture : Lyon 1800 ς 1914ȟ ÃÁÔȢ ÅØÐȢ ,ÙÏÎȟ ÍÕÓïÅ ÄÅÓ "ÅÁÕØ-Arts, 20th April  ς 30th July 2007, RAMOND, Sylvie et al. (eds.), 
Lyon 2007, p. 17-25. 
38 Many are not from Lyon, see TERNOIS, Daniel. Le 0ÒïÒÁÐÈÁïÌÉÓÍÅ ÆÒÁÎëÁÉÓ. PÏÓÔÆÁÃÅ Û ,ȭ!ÔÅÌÉÅÒ Äȭ)ÎÇÒÅÓ. Paris : Arthena 
1993, p. 385 ɀ 403; VIGNE, Georges. ,!6!,,O%ȟ Marie-(ïÌîÎÅ. ,ÅÓ ïÌîÖÅÓ Ä΄)ÎÇÒÅÓȟ ÃÁÔÁÌÏÇÕÅ ÄÅ ÌͻÅØÐÏÓÉÔÉÏÎȟ -ÕÓïÅ )ÎÇÒÅÓȟ 
1999. 
39 FOUCART, Bruno. Hippolyte, Auguste et Paul Flandrin. UÎÅ ÆÒÁÔÅÒÎÉÔï ÐÉÃÔÕÒÁÌÅ ÁÕ 8)8Å ÓÉîÃÌÅ, cat. exp., Paris : MÕÓïÅ ÄÕ 
Luxembourg, Lyon : mÕÓïÅ ÄÅÓ "ÅÁÕØ-Arts, 1984-1985. FOUCART, 1987, p. 270-279. 
40 CAFFORT, Michel. .ÁÚÁÒïÅÎÓ ÆÒÁÎëÁÉÓȢ 4ÈïÏÒÉÅÓ ÅÔ ÐÒÁÔÉÑÕÅÓ ÄÅ ÌÁ ÐÅÉÎÔÕÒÅ ÒÅÌÉÇÉÅÕÓÅ ÁÕ 8)8e ÓÉîÃÌÅ, Rennes 2009. 
41 See RYKNER, Didier. Jean-Louis Bezard (1799-ρψψρɊȢ #ÁÔÁÌÏÇÕÅ ÄÅ ÌȭĞÕÖÒÅȢ )Î "ÕÌÌÅÔÉÎ ÄÅ ÌÁ 3ÏÃÉïÔï ÄÅ Ìȭ(ÉÓÔÏÉÒÅ ÄÅ Ìȭ!ÒÔ 
ÆÒÁÎëÁÉÓ ɉÁÎÎïÅ ςππρɊȟ Paris 2002, p. 241-299. 
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2 a,b %ÕÇîÎÅ !ÍÁÕÒÙ-Duval (1808 ɀ 1885), Coronation of the virgin, (full and detail) 1844 ɀ 1845, Paris, 

Eglise Saint-Germain-Ìȭ-Auxerrois, chapelle de la Vierge. 
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or Louis-Charles-Marie de Bodin, count of Galembert, amongst others. The tribe gathered, which was 

never an organised group and at best a movement, retained a certain 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 flatness in colour applications and simplified 

forms feature in very different ways in Signol or in Perin, for example. The latter43 worked with 

Adolphe Roger et Victor Orsel, for example, on decorating the neoclassical church of Notre-Dame de 

Lorette, and according to Montalembert, they saved this overly pagan edifice with the murals they 

created in the chapel areas for baptism, marriage, and with their paintings of the Holy Virgin.44 The 

decision to create mural paintings with a very smooth finish in order to convey the idea but not the 

illusion of space expressed a willingness to 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.45 (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 quasi-mystical 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 

ÖÉÓÉÔÅÄ /ÖÅÒÂÅÃËȭÓ ÓÔÕÄÉÏȢ 

But the position of the other artists mentioned 

here was often less militant and sometimes 

more nuanced. The religious sentiment of 

Orsel, for instance, is quite complex as 

                                                        
 

42 3ÅÅ $ÉÄÉÅÒ 2ÙËÎÅÒȭÓ ÒÅÖÉÅ× ȡ ÈÔÔÐȡȾȾ×××ȢÌÁÔÒÉÂÕÎÅÄÅÌÁÒÔȢÃÏÍȾÌÅÓ-nazareens-francais-theorie-et-pratique-de-la-
peinture-religieuse-au-xixe-siecle 
43 SERULLAZ, Arlette. 5Î %ÎÓÅÍÂÌÅ ÄÅ ÄÅÓÓÉÎÓ Äͻ(ÅÎÒÉ !ÌÐÈÏÎÓÅ 0ïÒÉÎ ɉρχωψ ɀ ρψχτɊ ÐÏÕÒ ÌͻïÇÌÉÓÅ .ÏÔÒÅ $ÁÍÅ ÄÅ 
,ÏÒÅÔÔÅ Û 0ÁÒÉÓȟ ÕÎÅ ÁÃÑÕÉÓÉÔÉÏÎ ÄÕ ÄïÐÁÒÔÅÍÅÎt des Arts graphiques du Louvre. In: Revue du Louvre, 1999/5, 53-57. 
44 See MONTALEMBERT, 1839, p. 179-180. 
45 %ÕÇîÎÅ !ÍÁÕÒÙ-Duval (1808 ɀ 1885), Coronation of the virgin, 1844 ɀ 1845, Paris, Eglise Saint-Germain-Ìȭ-Auxerrois, 
chapelle de la Vierge. Vivant Denon acquired for the Louvre works by Sienese masters and by Giotto and Fra Angelico 
(including his Coronation of the Virgin), which were presented at the Ȱprimitive schoolsȱ exhibit at the Louvre in 1814. 
Schlegel's famous comment on the Coronation of the Virgin was published in French in 1817 with engravings. 

3 !ÎÄÒï-Jacques Victor Orsel, 1795 ɀ 1850, Le Bien et le Mal, 
1829 ɀ ρψσςȟ ÍÕÓïÅ ÄÅÓ "ÅÁÕØ-Arts de Lyon 


