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INTRODUCTION

The Memoir

N the Osborn Collection of the Beinecke Rare Book and Manuscript Library is a
memoir of John Francis Rigaud (1742-1810), a prominent artist of the British
School. The manuscript is dated 1854 with a one-page introduction dated the

following year. Its author is Rigaud’s son Stephen (1777-1861), who was also an
artist, although not so successful as his father. A substantial portion of the memoir,
however, consists of John Francis Rigaud’s own writings, Stephen having
incorporated into his text many of his father’s letters and memoranda on his own
paintings.! Thus, although the reader is dependent on Stephen’s selection and
editing of this material, the elder Rigaud often speaks in his own voice, and it is
these direct contributions that are the work’s greatest asset. Through them one is
given invaluable insights into the texture of an artist’s life in late eighteenth-century
England.

Because John Francis Rigaud was not one of the giants of his day, his career is all
the more representative of the preoccupations of the majority of painters, while his
unusually varied activities and far-ranging interests make his example all the more
revealing. His narrative pictures extend from history paintings in the Grand
Manner to popular subjects intended solely for the print market, and he also
enjoyed considerable success as a portraitist and decorative painter of fashionable
interiors. Then, too, he was a knowledgeable practitioner of a variety of media and
techniques, working with encaustic, fresco, and the controversial formula known
as the ‘Venetian Secret’. Through the memoir it becomes easier to comprehend the
practical considerations involved in pursuing a career as a painter, mundane
problems which in time are too easily forgotten. In its accumulation of details, it
allows the reader to experience more vividly the continuing conflict between the
artist’s ennobling view of his r6le within society and those harsher realities that
constantly undermined his aspirations.

Although Stephen’s principal motivation in writing the memoir was to pay
homage to his father, he too is one of the manuscript’s protagonists, for he
documents his own career up until his father’s death and records his observations on
a variety of subjects, including the Gordon Riots of 1780, Lunardi’s balloon ascent
of 1785, the ongoing preparations for the anticipated invasion from France, the

3

This content downloaded from 78.33.29.103 on Tue, 12 Feb 2019 12:08:34 UTC
All use subject to https://about.jstor.org/terms



A MEMOIR OF JOHN FRANCIS RIGAUD

behaviour of the students in the Royal Academy Schools with characterizations of
many of the Visitors, and somewhat tedious revelations of the private conduct of
George III. One of his most interesting accounts concerns a sketching trip he made
with J. M. W. Turner and the Rev. Robert Nixon, in which his more conventional
expectations were offended by Turner’s conduct.?

Born on 26 December 1777, Stephen was already exhibiting at the Royal
Academy in 1797 and was among the earliest members of the Society of Painters in
Water-Colours founded in 1804. Having married in 1808, he retired in 1817 to
Pembrokeshire because of his wife’s poor health, and he did not return to London
until after her death in 1839. Meeting with little success in his attempt to revive his
artistic career, he turned at this time to writing on an ambitious scale, for another
manuscript by him covering his journeys as an agent of the London Peace Society
during the years 1839—42 appeared in the same sale as the memoir under the title
‘Continental Travels’.3 From the internal evidence of the memoir itself, Stephen
was already researching the life of his father by the mid 1840s.4 Yet, even in
pursuing his second career as a writer, he was again following in his father’s
footsteps because the elder Rigaud had published several works, all of which are
duly noted in the manuscript.

Stephen never published his biography, presumably because his father’s declin-
ing reputation would not have made it financially feasible, and, as the reader will
discover, it can hardly stand on its own as a work of literary merit. The memoir in
fact never received a final polishing, Stephen having only partially edited its
contents. At his death it passed into the hands of Miss Emily Warren Davies, a niece
on his wife’s side of the family.5 Before entering the Osborn Collection, it was sold
at Sotheby’s in 1963.6

The manuscript is in Stephen’s hand, and though written in pen and ink, there are
also minor notations and alterations in pencil. The pages are written on one side
only, and they were threaded together in the upper left-hand corner on a blue and
white string, which has subsequently been removed. Because Stephen continued to
work on the manuscript, even after having joined the sheets, the pagination is
untrustworthy: there are instances where the page numbers have been altered; there
are also missing pages which have been cut out, only the threaded corners
remaining; and there are other sheets which are unnumbered. Though the last sheet
is marked 441, the work contains in all only 422 pages. Yet, despite the erratic
numbering, there is little doubt as to the ordering of these pages, as even the proper
placement of the few loose sheets that were not secured by the string can easily be
reconstructed.

A wide variety of papers is used throughout. There are differences in thickness,
and the colouring varies from white to white with thin blue ruled lines to blue sheets
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INTRODUCTION

in a variety of tones. There are watermarks from a number of firms, some of which
date the paper to the years 1795, 1817, 1846, 1851, and 1852. Yet, even so, itappears
unlikely that the manuscript was written over a long period, or at least that this is
true of this draft, as there are self-contained sections that are written on both early
and late papers. The pages are also approximately the same size: in this regard the
title-page (Fig. 1) represents a typical example, measuring 8 X 638 inches, while the
other page that is reproduced (Fig. 2) is one of the largest, measuring 81%16 X 6!%16
inches. This last page also offers a good illustration of the manuscript’s general
appearance. The page number is given at the upper right, and the year under
discussion at the upper left. If in the course of the page, Stephen progresses to
another year, then this date is introduced at the appropriate position in the left-hand
margin.

In transcribing the manuscript for publication, portions have been deleted
because of limitations of space, and these deletions have been indicated either by
ellipses or more frequently by a summary of the contents placed in square brackets.
Yet, this abridgement does not violate the work’s integrity as much as might be
expected. For one thing, because Stephen himself has made deletions, the text
already contains awkward caesuras. Then, too, the narrative often takes the form of
a catalogue, having been rigorously organized around a chronological framework,
and it is easy to excerpt whole portions without losing cohesiveness and continuity.
Stephen, particularly in the second half of the memoir, also shirks his duty as
narrator, too frequently stringing together a series of letters without either elabo-
rating on their content or editing out insignificant passages. Perhaps, however,
where I have been most ruthless is in the excision of the poetry of Mrs Rigaud.
Although she appears on the title-page with her husband, where they are yoked
together by the conventional conceit of the Sister Arts, she in reality plays a minor
role within the work as a whole; in the deletion of her scattered poems more is
gained than is lost.

I have attempted in the published passages to be as faithful to the original text as
possible, retaining its idiosyncratic punctuation and spelling, even when there are
inconsistencies (for example, ‘ceiling’ and ‘cieling’ both appear in the manuscript).
In the case, however, of minor slips of the pen, such as the repetition of a word, I
have corrected the error without comment. Those portions that have been crossed
out in the manuscript are published with a line struck through them, while
Stephen’s additions have been placed in angled brackets. All of the editor’s
additions, on the other hand, are in square brackets. Stephen divided the manu-
script into chapters, but his divisions are at times tentative as he tried several options
as to where certain chapters should begin or end. However, the organization
published here would seem to reflect accurately his final intentions, and dates have
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A MEMOIR OF JOHN FRANCIS RIGAUD

been added to the chapter headings as a replacement for those appearing at the top of
each manuscript page.

The Life

The memoir is the principal source of information on John Francis Rigaud’s career.
Based on the artist’s own memoranda and letters, it is for the most part reliable.
Stephen, however, wishing to present his father in the most favourable light,
glosses over some of the less flattering circumstances, and other sources must be
used in an effort to redress the balance.

Rigaud, the second son of James Rigaud and Jeanne Francoise Guiraudet, was
born in Turin, then part of the Kingdom of Savoy, on 18 May 1742. The family was
of French Protestant extraction, and its surname had formerly been Dutilh, the
grandmother having reverted to her maiden name Rigaud, when, owing to
religious persecution, she had fled to Geneva with her son, the artist’s father. James
Rigaud, having become a silk merchant in Turin, intended that his sons should also
become merchants, but John Francis was determined to become an artist. As a
young man, he first trained under Claudio Francesco Beaumont, Historical Painter
to the King of Sardinia. Then in 1764, at age twenty-two, he left Turin in order to
continue his studies, first spending five months in the Academy at Florence
followed by a stay of slightly over a year in Bologna, where he was made a member
of the Accademia Clementina. Rome, however, was his principal destination, but
soon after his arrival on 20 February 1766, he had to return home on the death of his
brother to oversee his family’s affairs, his father having died a year and a half earlier.
Returning to Rome early in 1768, he remained there for over two years. His course
of study was not unusual: he worked from the living model, presumably in the
Accademia del Nudo in the Capitoline, copied from the antique, and in regards to
the modern masters paid particular attention to the works of Raphael. He also
executed an ambitious painting in the Roman style entitled Hercules resting from his
Labours as a testament to his maturing abilities.

On his departure from Rome with the Irish painter James Barry, Rigaud visited
several northern Italian cities, spending the most time in Parma, where he diligently
copied Correggio’s celebrated canvas Madonna and Child with Saints Jerome and Mary
Magdalene and Angels. On returning to Turin, he found little reason to linger there,
since his family had dispersed and there were few professional opportunities. He
determined instead to settle in Paris, arriving in the French capital on 11 March
1771, but finding it difficult to succeed because he had not studied at the French
Academy (presumably meaning in Rome as well as in Paris), he moved on to
London, where he arrived on 14 December of that same year. The two most
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INTRODUCTION

important pictures he brought with him were his Roman Hercules and the canvas
Jupiter, under the Form of Diana, visiting the Nymph Calisto, which he had painted in
Paris. Judging from the descriptions, this last work was on the same scale as the
Hercules, the figures being the size of life, but it was less grand and austere in
treatment, having been executed with a softer focus and in more delicate colours.

In London, Rigaud quickly gained official recognition, being elected to the Royal
Academy as an associate member on 2 November 1772. His first address was a
modest one, as he lived at Mr Luther’s, No. 20 Frith Street, Soho. Before his
marriage on 2 July 1774 to Miss Mary Williams, he moved to more suitable
quarters, the corner of Richmond Buildings, Dean Street, Soho. The couple’s first
child, Elizabeth Ann, was born on 30 May 1776, and in the following year the
family moved to No. 44 Great Titchfield Street, an area of London that was
attracting a number of successful artists. Stephen was born on 26 December 1777,
and he was followed by two girls, Isabella Frances, who died in infancy in 1779, and
Mary Isabella, who was born on 8 December 1781.

Rigaud proved himself adept in a number of areas, executing both historical and
decorative compositions as well as maintaining a steady stream of portraits, and his
fortunes in England continued to improve. In 1784 he was made a full academician,
and in 1786 he moved to an even larger dwelling at 71 Great Titchfield Street. On
26 December 1788 he felt confident enough in his abilities and reputation that he
wrote a letter petitioning King Vittorio Amadeo III of Sardinia for the directorship
of an academy of painting which he had heard was being founded in Rome.”
Though unsuccessful in this application, Rigaud’s career for a time continued to
flourish. Beginning in 1788 he participated in Boydell’s Shakespeare Gallery and
Macklin’s Poets’ Gallery and a few years later in Bowyer’s Historic Gallery, all of
which ventures offered him unprecedented opportunities at grand subjects on a
large scale. In a letter of 21 June 1791 to Baron von Offenberg, whom he had met
when the Baron had earlier visited London, he takes pride in his success, which, as a
foreigner, had proven all the more difficult to obtain:

je suis persuadé, que Vétre Excellence apprendra avec plaisir, que depuis 7 ou 8 ans je suis enfin
parvenu a dissiper un peu le Nuage epais du prejuge, qui obscurcit I’horison de ce pays cy pour
les Etrangers, et que malgré toutes les oppositions possible j’ai été employé a ma satisfaction.
C’est a dire a des tableaux d’Histoire. Mon tableau de reception a1’ Academie Royale, ceux que
j’ai fait pour la Gallerie de Shakespeare et ailleur, et enfin plusieurs grands plafonds tant en Ville
que dans les provinces m’ont mis sur le pied auquel j’aspirois en venant dans ce pays et pour
lequel j’avois dirigé toutes mes etudes.8

A few years later in 1794 Rigaud received an important commission for Guildhall
and two years after that another for Trinity House. In 1795 he also had the honour
of being made a member of the Royal Academy at Stockholm and of being
appointed Historical Painter to King Gustavus IV of Sweden.

7
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A MEMOIR OF JOHN FRANCIS RIGAUD

By the mid 1790s he was at the height of his success, but his career in the
remaining years of his life experienced a decline. Stephen is not as forthcoming in
documenting his father’s later struggles as he had been in detailing his earlier
triumphs, but the diary of Rigaud’s fellow academician Joseph Farington sheds
additional light on areas that are only touched on in the memoir.® In the 1790s a
group of academicians, of whom Farington was an influential member, were able to
muster a majority on important decisions, and their successful dominance of
Academy affairs led their critics to refer to them as a cabal. In time an opposition
party formed, and in the early years of the 1800s there was a shattering power
struggle for control between these two rival factions. Farington was hardly an
impartial observer, but, even allowing for his bias, his reports make clear that
Rigaud, who had aligned himself with the opposition, was experiencing both
professional and personal difficulties.

The composition and conduct of the Royal Academy Council became one of the
principal battlefields between the two rival groups.!® When Rigaud was again
elected to the Council on 10 December 1796, James Northcote complained to
Farington about the preference always given to him, but Farington’s reply that this
‘was because Rigaud attended to the business on which the Academy met with
regularity and decorum’ demonstrates that at this point he was still a valued
colleague, an attitude that was soon to change. On 10 December 1799, Henry
Tresham was incorrectly passed over as a member of the Council in favour of
Thomas Daniell, and Tresham’s bitter protest, which reached the king, made the
split in the Academy painfully apparent. This incident became a rallying point for
the opposition, and on 16 February 1800 Farington records that Rigaud was one of
those forming a club to rival the Academy Club, an influential group of academi-
cians of which he had earlier been a member.

An even greater crisis for the Academy occurred in 1803 over the constitutional
issue as to who governed its affairs, the rotating eight-man Council or the General
Assembly composed of all the members. The opposition party, unable to win a
majority in the Assembly, hoped to circumvent it by dominating the Council, and a
letter written on 17 February 1803 signed by five disaffected academicians, one of
whom was Rigaud, signalled the opening attack by supporting the Council’s pre-
eminence. ! The struggle was bitterly fought with the Assembly suspending the
rebellious councilmen, who were subsequently restored to their position by the
intervention of George III.

Rigaud had an ulterior motive for his active involvement in these continuing
disputes. From the beginning he had been angling for the post of Keeper, a goal he
hoped to obtain by aligning himself with the opposition.1? According to the Royal
Academy’s ‘The Instrument of Foundation’, the Keeper’s duties were to oversee the
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INTRODUCTION

institution’s possessions, to supervise and regulate the schools of design, to direct
the servants, and to attend to the business of the exhibitions. It was a responsible
post, not the least of whose attractions was an annual salary of £100 along with an
apartment. Because Joseph Wilton, who had been appointed in 1790, was finding it
increasingly difficult to attend to his duties, the selection of an assistant had been
discussed as early as 1800. Then when Wilton died on 25 November 1803, the
campaigning for the position began in earnest.

One theme that recurs in the electioneering is Rigaud’s unsuitable personality.
Farington recorded that Nollekens, Rigaud’s old friend who had first met him in
Rome, said that his temper made him unfit, a reaffirmation of an earlier remark that
he felt that his colleague had become ‘very domineering & sour in his manner’.13
Even Rigaud’s supporters were apparently critical of his conduct, as Northcote
reported to Farington that ‘Rigaud was generally disliked and that it was the wish of
that party [i.e. the opposition] that He shd. not succeed’. 14

In a close race held on 7 February 1804, Rigaud lost to Robert Smirke on the
second ballot by nineteen votes to fifteen. Bourgeois, another member of the
opposition, commented to Farington that ‘Rigaud has conducted himself in such a
manner to those who have been joined with Him in party that they are disgusted.
Rigaud seems to think more might have been done for Him’.15

When George III refused to ratify the vote because of his abhorrence of Smirke’s
democratic principles, the Academy was forced to hold a new election, and those of
the opposition who were in contact with the king made it clear that his majesty
wished Rigaud to be made Keeper, though they stopped short of saying this was his
royal command. Once again negative remarks about the artist’s personality surface
in Farington’s diary. On 30 November 1804, Fuseli, who had replaced Smirke as
the cabal’s favoured candidate, reported that Paul Sandby had acknowledged to
him ‘that Rigaud was not agreeable to their Party, yet so were they circumstanced
with each other that He must vote for Him’. Sandby went on to add, ‘such was
Rigaud’s temper that He made enemies of the persons He canvassed’. In the
election held on 24 December, Fuseli handily won twenty votes to thirteen. Even
allowing for Farington’s unfriendly disposition and for the academicians’ willing-
ness to snipe at one another, obviously Rigaud, at least late in his career, was for his
peers far from a congenial companion. 16

At the end of 1805 the opposition was finally able to triumph over the cabal when
West resigned as president of the Royal Academy, and in the election held on
10 December James Wyatt, a leader of the opposition, was chosen to succeed him.
Rigaud along with John Soane was swept in with Wyatt as an Auditor. This
victory, however, proved the party’s undoing, as Wyatt’s unsuitability as president
soon became clear, and in the next annual election West returned to the chair,
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serving as president until his death in 1820. Rigaud, on the other hand, frustrated in
his efforts to become Keeper, was still in search of a position. In 1807 Beechey
supported him as a possible candidate for Professor of Painting. 17 Later in the same
year when West and Farington discussed a plan to retire John Inigo Richards as
Secretary, they assumed Rigaud would campaign for the position, a candidacy they
again opposed on grounds of his bad temper.1® Not long before he died, however,
Rigaud did manage to secure the position of Deputy Librarian to Edward Burch,
for which he was to receive an annual salary of £60.

Understandably Stephen does not chart all of these manoeuvrings in the memoir,
as it is a record of more defeats than triumphs, but another reason is that one of the
prerequisites for many of these posts was financial need. When running against
Rigaud for Keeper, Fuseli reported to Farington a conversation he had had with
Bourgeois and Tresham, who had offered Rigaud’s poverty as a reason why he
should be elected.?® Soon thereafter in a feeble attempt at wit ‘Zoffany told
Nollekens He shd. vote for Rigaud because he was a poor Artist and a poor man’.20
Shortly before he died, Rigaud moved in with Stephen, who was then living at
19 Upper Thornhaugh Street, Bedford Square. Because Mrs Rigaud had died and
two of the three children had married and left home, he no longer needed his house
on Great Titchfield Street, but the move may also have been prompted by his
dwindling resources. After his death in 1810, Mrs Nollekens commented to
Farington that it was a happy circumstance that he had died suddenly, for otherwise
he would have lingered in poverty and would have had to turn to the Royal
Academy for support.2!

Another interesting aside that would never surface in the memoir is a remark
Nollekens made to Farington in 1805, indicating that Rigaud was a heavy drinker:

He mentioned having noticed the drinking of a former member of the Academy Club,
Rig.[au]d, and for the purpose of observing and ascertaining the quantity he drank, putinto his
pocket 12 bits of a card, which when R. drank a glass of wine He removed one at a time to
another pocket till the 12 pieces were counted out; He then removed 3 pieces back to the pocket
from which they had been taken, thus counting 15 glasses, at which time some punch having
been made R. turned to that and finished his libation. 22

Stephen may also have been less than candid about his father’s appearance when he
remarked that ‘his person was rather under the middle size and inclined to be
corpulent.’?3 George Dance’s profile portrait (frontispiece) shows that Rigaud in
1793 had a pronounced double chin, while Gillray’s satire Titianus Redivivus
(Fig. 69) of 1797 depicts the artist as an ample figure whose indulgence in the
pleasures of the table had gone well beyond Stephen’s euphemistic phrasing.24
Against this background the tone of melancholy, anxiety and exhaustion in the
artist’s late letters becomes all the more understandable and poignant. Writing in
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the summer of 1807 from Wollaton Hall, where he had been engaged by Lord
Middleton, Rigaud makes a telling observation to his son:

Though I have been industrious, and have worked very hard all my life time, I have been too
thoughtless of money matters. With exalted ideas of the Arts, I have despised what was
profitable, and I have made other people sick of my notions, and now <my> }am-ebliged-te

- time is past, and I have not much strength to struggle against the
prejudices of fashion, or to overcome fatigue. 25

Significantly Stephen later felt constrained to strike through the most revealing part
of this passage. Yet although the portrait of his father he provides in the memoir is
somewhat idealized, it is possible through the letters and supplementary material to
recapture the whole man, his weaknesses as well as his strengths. Fittingly, Rigaud
died on 6 December 1810 at Packington Hall, the estate of his most loyal patron,
and he is buried there in the New Church, for which he had earlier painted the
altarpiece.

The Work

Rigaud actively pursued three categories of painting: history painting, decorative
painting for public and private interiors, and portraiture. To some extent all three
categories were present in his selection of works for his first exhibition at the Royal
Academy in 1772. Hercules resting from his Labours, executed in Rome, represented
his abilities as an artist capable of working in the heroic figurative tradition
embodied in the Grand Style; his painting executed in Paris Jupiter, under the Form of
Diana, visiting the Nymph Calisto, while also a picture of a classical subject,
demonstrated a more lyrical vein better suited to the decoration of elegant interiors
(a purpose to which Rigaud later adapted this composition when he used it in a
panel for a ceiling created for Sir William James at Eltham); and finally his Joseph
Nollekens (Fig. s), the only one of the three exhibited works to have survived,
displayed his abilities as a portraitist, while at the same time flattering an old friend
from Rome. Yet, despite such versatility, Rigaud perceived himself primarily as a
history painter, a not surprising self-perception in that this was the highest category
to which an artist could aspire, and this characterization was later to be fully
endorsed by his fellow academicians. 26

During the next two years, 1773 and 1774, Rigaud’s selection of paintings for
exhibition continued to be conservative in nature, but in 1775 he exhibited a more
adventurous canvas The Entry of the Black Prince into London with his Royal Prisoner
(Fig. 19), a picture that he had painted the year before. Although other artists at this
time had already begun the exploration of the British national past for subjects
suitable for the exalted realm of history painting, Rigaud’s selection is still an
original one for so early a date, and he obviously was attempting to strike a
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responsive cord in his newly adopted countrymen. The Black Prince, who had
captured King John of France at the Battle of Poitiers, had treated his royal prisoner
with exemplary dignity and chivalry. Rigaud depicted the triumphant procession
held in London in A.D. 1357 as the unobtrusive prince escorted King John and his
son Prince Philip to their meeting with Edward III in Westminster Hall.

Presumably it was his trip to Windsor Castle in 1773 that prompted the artist to
undertake this picture. At Windsor he had seen Antonio Verrio’s painting in
St George’s Hall showing the Black Prince received in triumph by Edward III with
the procession passing behind an open colonnade.?” Rigaud complained that
Verrio’s picture ‘is wrong, as for the story, from one end to the other,’?® and his
attempt is intended as a more accurate recreation of the event. Paying close
attention to the accounts of this procession, he shows King John on a richly adorned
noble white horse, while his captor rides on a small black nag.?° Rigaud had
criticized Verrio’s decorations in particular for their lack of accuracy as to costume,
and in the Guardroom at Windsor Castle he reports having seen the armour of King
John and of the Black Prince. Obviously he has been at pains to recreate details of
dress and architecture as authentically as possible, even if many of his ‘recreations’
are decidedly wide of the mark. In undertaking a crowded, urban landscape, he also
encountered difficulties in scale and setting that he never completely resolved, and
his decision to call attention to the Black Prince through the introduction of
allegorical figures flying overhead was an old-fashioned solution that undercuts his
desire for historical accuracy. The painting is ultimately a failure, albeit an
interesting one, and the artist was discouraged enough that he abandoned for a time
subject matter of this type.

In 1777, Rigaud first exhibited a religious work at the Royal Academy, a now
missing picture of the Madonna and Child. Although one of the traditional
mainstays of history painting on the Continent, religious pictures had received little
encouragement in England. Benjamin West was one of the few artists, primarily
because of the support of George IIl, who enjoyed numerous commissions for
sacred works, but Rigaud, despite only limited patronage, turned to such subject
matter with increasing frequency: obviously it had for him a strong personal
appeal. The most important of these paintings were his two major commissions for
altarpieces in London churches: in 1780 he executed The Descent from the Cross for
the Roman Catholic Chapel of the Sardinian Embassy and in 1797 The Ascension for
St Martin’s Outwich (this last altarpiece was a fresco twenty-one feet by twelve feet
with the figure of Christ rising to a height of seven feet four inches). Neither of
these works has survived, and the only altarpiece that remains, the fresco A Glory of
Angels worshipping the Name of Jesus (Fig. 56) in the New Church at Packington, is an
attempt in a decidedly lesser key.
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From 1777 until his death in 1810, Rigaud exhibited at the Royal Academy
eighteen religious pictures, a number which includes a sketch for each of the two
major altarpieces. Samson breaking his Bands (Fig. 20) of 1784, his diploma work for
the Royal Academy, is the only one of these paintings whose present whereabouts is
known. Rather than paint a shorn Samson at the mercy of the Philistines, a far more
common subject and one to which he turned at the end of his career, he depicted an
earlier moment when Samson, having fooled Delilah as to the source of his strength,
easily broke the new ropes with which he had been bound in his sleep. However,
because it was intended for the Academy as a showcase of his talents as a history
painter, this canvas is presumably atypical of the majority of his biblical scenes;
certainly in composing this work he was unusually self-conscious in drawing on his
Italian experiences. The figure of Samson is monumental in scale, and underlying its
conception is Michelangelo’s Haman from the Sistine Chapel.30 Indeed since
Samson is for the most part visually cut off at the knees, Michelangelo’s antique
source, the Belvedere Torso, is invoked as well. In addition, Rigaud’s study of
Rubens is evident in his flesh tones, particularly the red hands and flushed face. Yet,
despite his judicious selection of influences, Samson lacks sufficient idealization; the
sense of a specific model, particularly in the head, interjects a vulgar note. What
Rigaud has in fact created is an inflated academy study, a traditional exercise with
which his continental training had made him thoroughly familiar.3! Clearly when
confronted with the challenge of executing a diploma piece, he reverted to standard
academic practice. As for the other religious paintings, thisimportantaspect of his art
remains, at least for the moment, virtually unknown.

In general Rigaud’s attempts to create a responsive public for his history
paintings through the annual exhibitions at the Royal Academy proved unsuccess-
ful, but the growing trade in reproductive prints offered him a new market for
many of his subject pictures. The first such work to be engraved was his Ruth and
Boaz, alarge picture with figures of the size of life that he exhibited in 1783. Rigaud,
however, was unhappy with the mezzotint after it by James Walker, and in any
event the subjects which were to prove most popular as prints were not those drawn
from the traditional repertoire of history painting — scenes from the Bible and
classical history and mythology — but were those depicting sentimental narratives
more closely attuned to popular tastes. Thus, one should make a distinction
between history paintings, such as Ruth and Boaz and Samson breaking his Bands that
were considered worthy of reproduction, and paintings on lesser themes that were
created as little more than modellos for prints. As a result, the character of Rigaud’s
narrative pictures underwent a change in emphasis, and ironically, because few of
his subject pictures have survived, the reconstruction of his work depends mainly
on the prints after his paintings, thereby giving a distorted view of his total ceuvre.
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In producing works of this less exalted type, Rigaud was following the lead of
artists such as Angelica Kauffmann and Giovanni Battista Cipriani. Among the
works he created for the print trade are the following: Gualtherus and Griselda and
Griselda returning to her Father from Chaucer’s The Clerk’s Tale (Figs. 25 and 26), The
Duchess of C— at the Masquerade and The Duchess of C— rescued by the Count de
Belmire from Madame de Genlis’s Adele et Theodore (Figs. 29 and 30), and Lovelace in
Prison (Fig. 31) and The Death of Lindamore from Richard Lovelace’s Lucasta. Only
the prints after these pictures have survived, and in each instance the subject matter
is sentimental, the format a small oval, and the technique that of stipple engraving.
At times Rigaud’s role appears inconsequential enough that his name is nowhere
mentioned. While all of the above works were exhibited at the Royal Academy (this
was not the case for subjects such as the Hurdy-Gurdy Girl and Ma Cheére Amie which
would have been considered too trivial), the fact that in each instance the print was
published before the painting was exhibited underscores the print’s priority. In a
sense even the exhibition of the pictures served as little more than as an advertise-
ment for the prints.

Also in response to the print market, Rigaud returned to scenes drawn from
English history. Despite his pioneering painting of the Black Prince of 1774, he was
again following a trend rather than creating one: in every instance his work was in
response to a commission initiated by a second party and it is significant that four of
his most important works of this type were created as part of a series begun by
Cipriani. The first two subjects in this last group, Vortigern and Rowena and The
Prince of Wales presenting King John to his Father Edward 111, were exhibited at the
Royal Academy in 1788. Like the earlier illustrations to Chaucer they were painted
on copper and, therefore, were presumably small in size. The later pair of subjects,
The Empress Matilda haughtily rebuffing the Queen of King Stephen and Jane of Flanders
appealing to the Inhabitants of Rennes, were only executed as drawings ‘in warm
colours’ and were never exhibited. Furthermore, in this instance Rigaud enlisted his
friend Joseph Bonomi to execute the architectural backgrounds. Yet, although the
artist obviously considered them as works in a minor key, these four designs, which
are now known only through the prints after them, compare favourably with
similar pictures by his contemporaries.

The first print (Fig. 21) depicts an important moment in the Saxon conquest of
the early Britons, when King Vortigern, falling into the trap of Hengist, a Saxon
general, becomes enamoured of Hengist’s niece Rowena. Even by 1788 this scene
had been frequently illustrated,32 and though in composition Rigaud is strongly
indebted to these forerunners, his interpretation differs from theirs in not Romaniz-
ing the figures’ attire nor in placing them in Elizabethan dress. With the scenes of
Edward IIl and King John (Fig. 22) he was returning to a later moment in the same
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story he had already executed in 1774, but in depicting the meeting inside
Westminster Hall, he played down the role of the Prince of Wales, focusing instead
on the two kings. Edward, though responsive to his cousin’s plight, enjoys a
position of superiority, now making unmistakable the English dominance over
their traditional foe. Matilda (Fig. 23) and Jane of Flanders (Fig. 24), although not
executed as oils and never exhibited, are even more successful than their com-
panions. The collaboration with Bonomi proved a happy one as the designs
combine a sophisticated attempt at medieval architecture with close attention to
exotic details in costume.

Rigaud’s greatest opportunities as a history painter, as with many of his
colleagues, arose in the late 1780s and early 1790s from the creation of the various
art galleries conceived around a single theme. For John Boydell’s Shakespeare
Gallery he executed two canvases for the large series of one hundred paintings as
well as one for the smaller series. In 1788, in the same year he began work for
Boydell, he executed an ambitious painting of Constantia from Chaucer for
Macklin’s Poets’ Gallery, and a few years later created three canvases for Bowyer’s
Historic Gallery. Of course it was again the prints after the paintings that provided
the commercial foundation for these undertakings, but in this case it was the
paintings that were given priority. Rigaud was hardly alone in marvelling at the
doors opened by this constructive union of paintings and prints, and his lengthy
proposal to the Royal Academy that they adopt a similar scheme offers eloquent
testimony to his belief in the rewards to be gained from such ventures.33

Unfortunately, Rigaud’s two large paintings for Boydell, Aegeon’s Life Spared
and his Family Reunited** of 1788 and Prince Henry, Hotspur, and Falstaff of 1790, are
both known today only through the prints after them (Figs. 36 and 37), making it
impossible to assess fully his participation in the Shakespeare Gallery. Stephen gives
the measurements for his father’s picture Aegeon’s Life Spared from The Comedy of
Errors as nine by twelve feet, a size that is commensurate with other large works
executed for Boydell such as James Barry’s King Lear weeping over the Body of
Cordelia at the Tate Gallery (106 X 144%21n.). In Aegeon the architectural setting is
more skilfully handled than in the earlier painting The Entry of the Black Prince, but
the figures are poorly arranged as if still inhabiting a crowded stage set. In painting
the figure of the captive hero, Rigaud obviously once more relished the challenge of
depicting the male nude, but as Stephen singles out Aegeon as the engraver’s worst
effort in a wretched print, it would be unfair to blame the artist for its apparent
awkwardness. Although, as pointed out by Boase, the pose owes a debt to Baroque
depictions of Christian martyrdoms,35 Rigaud may also have had in mind the
antique statue of Arrotino or the Knife Grinder, having only had to make
adjustments in the positioning of the arms. In the case of the print of Prince Henry,
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Hotspur, and Falstaff, on the other hand, it is more difficult to make allowances for
the artist, and one would have to agree with the reviewer who complained about
the painting, ‘The victor is not our adored HARRY MONMOUTH . . . the
vanquished is a pitiful boy,” and, as for Falstaff, ‘we just did discover him, like an
overthrown bundel of Camp Furniture, in a corner.’36

The scene from Romeo and Juliet (Fig. 68), executed for Boydell’s small series of
paintings, proved a far more congenial subject for Rigaud’s talents in that it did not
require an heroic treatment. The delicate tints and vibrant strokes create a captivat-
ing, tender image of the ill-fated lovers. The figure of Romeo is particularly well-
conceived, his contorted pose and elongated right leg recalling the influence of
Fuseli. The nurse makes a dramatic entrance as she rushes out from the dark
chamber at the right, although in this instance it is somewhat surprising to see the
pose of the Borghese Warrior adapted to such a purpose and the nurse’s features too
closely resemble those of the artist’s wife.

Constantia revealing herself to her Father (Fig. 38), executed for Macklin, has
recently reappeared, and it again demonstrates Rigaud’s difficulties with large
figure compositions demanding an epic treatment. The bright colours, distracting
highlights, theatrical gestures, and stock facial types (with the exception of the
empress who again looks like Mrs Rigaud) weaken the artist’s presentation.

With his compositions for Bowyer’s Historic Gallery he was more successful.
His three paintings were part of an ambitious series engraved as illustrations to a
sumptuous edition of Hume’s History of England. As Rigaud mentions in a letter to
Stephen, he was not entirely his own master in his choice of subjects, and in the case
of The Collector of the Poll-Tax murder’d by Wat Tyler, his first picture in this series,
he was helped in his treatment by his old friend David Williams, who for the
moment had been engaged to bring Hume’s history up to the present. Curiously,
Hume does not actually identify the blacksmith who avenges the assault on his
daughter as Wat Tyler. Tyler, a leader of the rebels, was eventually killed when he
insulted the king, and, at least from Hume’s perspective, he was an audacious
criminal rather than a popular hero. Rigaud’s painting, now known only through
the print (Fig. 53), clearly suffers from the confusion over Tyler’s réle. Even when
shown defending his daughter against the indecent advances of the hated tax-
collector, he appears too swarthy and coarse to prove a convincing hero.

The Death of Prince William, Son of Henry I, the second picture for Bowyer, is also
known only through the engraving after it (Fig. s4). The moment depicted is the
tragic aftermath of a shipwreck. After having been rescued, the prince ordered the
crew to return to pick up his sister; all lives were then lost when the boat overturned
as the other drowning seamen attempted to climb on board. Rigaud said of his
canvas, ‘This is a picture of as great force as any I have ever painted . . . I reckon it
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my best picture.’37 Containing, as he states, a ‘great variety of characters, and many
naked figures,’ its monumental, forceful design possesses a grandeur which evaded
him in so many of his other compositions.

Fortunately, the third painting in this series, The Death of Sir Philip Sidney
(Fig. s5), has survived. Its compact composition effectively renders the story of
Sidney’s refusal of a cup of water, which he gallantly relinquished to a dying soldier
in greater distress than his own, but the colouring, with its bright, almost electric
blues and reds and light pinks and yellows, is inappropriate to the scene’s tragic
content, relying more closely on the decorative tradition than it does on the Grand
Manner.38

Boydell, Macklin, and Bowyer left behind them an impressive legacy, Rigaud
being only one of many who benefited from their commissions. With the more
traditional source of patronage, the private patron, he was less fortunate. Like so
many of his colleagues, he found it difficult to secure commissions for subject
pictures, and often these opportunities were of a less than exalted nature. The 4th
Earl of Abingdon, for example, commissioned a number of works, but only two of
these were oil paintings and they were portraits. The remaining pieces were
drawings simply intended to illustrate music of the Earl’s own composition. Of this
last miscellaneous group, the designs of greatest interest are the drawings centring
on the execution of Mary Queen of Scots, which again are now known only
through engravings (Figs. 45—s1). In exhibiting in 1791 and 1792 these works
depicting Mary’s last hours, Rigaud became an important participant in the revival
of interest in this queen, who was beginning to be perceived as a Romantic heroine
rather than as a Catholic menace threatening Elizabeth I's reign.3° Since the four
drawings exhibited in 1791 form a self-contained group, he may have executed the
remaining three, exhibited in the following year, in response to the success of the
first works.4? The Vision of St John (Fig. 52), however, which concludes this series,
certainly appears to be an afterthought, and, even allowing for the fact that the
engraving is more crudely executed than the earlier works, it is clear that the
horrific sublime was beyond his capabilities.

George Bowles of Wanstead, an enthusiastic patron of Angelica Kauffmann,
commissioned in 1795 two oils from Rigaud, which again illustrate scenes from
English history, the meeting of Edgar and Elfrida (Fig. 66) and Lady Elizabeth Grey
petitioning Edward IV (Fig. 67). Given Bowles’s long-standing interest in Kauff-
mann, Rigaud is not a surprising choice, for in subject matter and treatment his
work is similar to that of his more famous colleague. Both artists were skilful
practitioners of a decorative style that relied on graceful figures and a sentimental-
ized interpretation. The subjects, which were of Bowles’s choosing, were popular
themes, Kauffmann in fact being among the artists who had depicted them.4!
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Although Rigaud’s earlier designs for prints would have prepared him well for such
an undertaking, these two paintings, executed on a modest scale, are among his
weakest efforts. Neither King Edgar, who murdered with his own hand Elfrida’s
husband Athelwold, or the libertine King Edward IV are suitable candidates for the
gentle, chivalrous leading men depicted here, and much of the artist’s trouble arises
from the fact that, presumably in an effort to please his patron, he sacrificed to a
greater degree than was usual the heroic in favour of a diminutive, sentimentalized
treatment. Bowles, however, was pleased enough with the results that he commis-
sioned another painting Pandora receiving the Gifts of the Gods and Goddesses, a work
whose present whereabouts is unknown but one which surely differs considerably
from James Barry’s powerful treatment of this identical theme (now in City of
Manchester Art Galleries) executed at the same time.

Of all Rigaud’s patrons the most sympathetic was Heneage Finch, 4th Earl of
Aylesford. Having employed the artist on ambitious projects for the gallery at
Packington Hall and the altarpiece in the New Church, Lord Aylesford also
purchased a painting of The Vision of St John and commissioned two other pictures,
The Angels appearing to the Shepherds and The Angel delivering St Peter. At the time of
his death in 1810, Rigaud was again at Packington at work on a large composition of
Erichthonius. Sadly, none of these easel paintings has survived.

In addition to executing historical and narrative subjects, Rigaud was one of the
most prominent painters in late eighteenth-century England of large-scale decora-
tion for interiors of fashionable houses and private institutions. In this capacity, he
executed figure subjects, both allegorical and classical, for compartments in
ceilings, stairwells, and walls, including overdoors and overmantels. His earlier
training and own predelictions had well prepared him for such a departure. Stephen
believes the following work, conceived in 1762, may in fact be his father’s first
original painting: ‘A Picture representing Minerva as the Goddess of the Arts and
Sciences, to whom several children or genii are shewing their various works in
different sciences, with a kind of trophy of the Arts in the foreground; The figures
of the size of life. 42 Stephen goes on fittingly to add that it ‘shews the natural bent of
his genius for poetical or allegorical painting,” and it is easy to see how such
interests, even if on a less impressive scale, could be channelled into decorative
pictures.

Yet, even if the transition from certain types of history painting, with which the
artist was obviously comfortable, to the realm of decorative painting was on the
whole an easy one, it still marks a step down for Rigaud from his ambition to be a
history painter. The memoir makes clear how both father and son felt that his
involvement in such projects was a denigration of his abilities. Rigaud, for
example, in 1780, after nine years in England, wrote of his commission to paint the
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altarpiece for the Roman Catholic Chapel of the Sardinian Embassy, ‘This is the
first historical composition I ever had to do, as a studied piece, for any public place;
for I cannot reckon the cielings I have done in this country as studied pictures, the
employers for those kind of works are too narrow in their notions of the Art to
afford opportunity to an Artist to exert himself.’43 His repetition of certain motifs
from one project to another also demonstrates his feeling that this type of work was
that of a lesser genre, but ultimately, despite his reservations, it is clear that it was
one well-suited to his talents.

Rigaud’s usual practice was to paint the work in his studio; the picture would
then be mounted into the compartment for which it was intended, sometimes with
retouching better adapting it to peculiarities in a room’s lighting and decor. There
are as well a number of exceptions when he worked on scaffolding, receiving
pleasant accommodations should he find himself employed on a country estate.
The memoir is also an excellent reminder of how ambitious interiors were the
product of a number of hands. There were not only assistants who handled such
specialities as gilding, stucco, scagliola, and other minor painted ornamental motifs
but more than one artist might be involved within the main compositions. Not
surprisingly, this type of collaboration also extended into Rigaud’s easel paintings,
as, for example, when Dominic Serres executed the ships in his portrait of Admiral
William Parry (Fig. 15). In the beginning of his career as a decorative painter,
Rigaud in fact did not exercise control over major projects, and it was as late as
1787, when at work on Fisherwick Park, before he could write, “This is the first
Cieling of which I have had the entire direction.’#* Soon after this time Stephen was
old enough to be of assistance, and as he matured his father gave him increasing
responsibilities. Indeed from the evidence of the letters transcribed in the memoir,
toward the end of his career the father needed his son’s emotional support and
approval as much as he did his labour.

The memoir also offers helpful documentation in reinforcing the fact that
patronage was almost invariably dispensed by the architect rather than by the
individual or institution commissioning the structure. In the first phase of his career
as a decorative painter, Rigaud received employment primarily through the
architect Sir William Chambers and through Cipriani, with whom he first worked
when in Chambers’s employ. Later on he was also to receive commissions from the
architect John Yenn, Chambers’s pupil. Another phase begins with his involve-
ment with the Italian architect Joseph Bonomi, for whom he worked at Fisherwick
Park in 1787, at Packington Hall and New Church in 1787 and 1792, and at
Mrs Montagu’s house in Portman Square in 1790. In this instance the architect and
the artist were approximately the same age and were neighbours. Though their
relationship was at times strained,*S there is no reason to doubt Stephen’s
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testimony that they were ‘great friends’,4¢ and Rigaud painted the architect’s
portrait twice, once in 1794 (Fig. 42) and again around 1809, shortly after his
friend’s death.4”

Rigaud also was well served by Captain William Money, one of his wife’s
relatives. Money purchased the painting The Entry of the Black Prince, and the family
was responsible for at least three portraits.#® But in the context of decorative
commissions Money’s influence proved of even greater value, for, as related by
Farington, it was in his réle as an elder brother of the Trinity House that he helped
Rigaud secure the commission to paint this institution’s interior in 1796.4° Because
Captain Money was an important figure in the East India Company’s maritime
service, one suspects that he too was behind the artist’s employment on the ceiling
at Sir William James’s house at Eltham in 1779, as the commission was granted by a
Mr Jupp who was Surveyor to this same company. Rigaud was also indebted to the
architects Samuel and James Wyatt. Samuel, who designed Trinity House, must
also have approved the artist’s candidacy, and his more famous brother James, who
was the king’s architect, secured for him in 1805 another highly prestigious
commission, the ceiling of the Queen’s State Bedchamber at Windsor Castle.
Finally, one should mention again John Boydell, who, having already employed
Rigaud in connection with the Shakespeare Gallery, hired him in 1794 to decorate
the pendentives of the Council Chamber at Guildhall and later on some paintings at
Mansion House.

The memoir documents all of Rigaud’s important decorative work, along with
many minor commissions, thereby providing an excellent account of the type and
extent of his involvement. Yet in surveying his achievement, one is struck by how
little survives. In discussing the career of Cipriani, Croft-Murray rightly bemoans
the fact that out of twenty-six known decorative commissions only nine remain, 5°
but in Rigaud’s case this seems an excellent ratio. Of his principal commissions,
only two still exist, and ironically these works are in no way representative. The
first is the frieze painted with classical figures in counterfeit bas-relief at Lansdowne
House (Fig. 33), where he only executed half the characters while assisting Cip-
riani. The second is the gallery at Packington Hall (Fig. 35), a room of remarkable
originality. While there are a number of interiors at this time inspired by Antiquity,
the Etruscan Room at Osterley Park providing one prominent example, the gallery
at Packington is unprecedented for its attempt at authenticity, its designs having
been closely based on the plates in Nicolas Ponce’s Description des Bains de Titus,
published in Paris in 1786.51 It is doubtful, however, that any of the credit for this
bold conception belongs to the artist, as the memoir makes clear that the concept
was the joint effort of the 4th Earl of Aylesford and his architect Bonomi. Rigaud’s
greatest contribution was not in the design but in the execution: by employing a
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mode of encaustic, he was attempting to revive a classical technique as archaeologi-
cally correct as the subject matter it depicted. 52

For examples of works that are presumably more typical of Rigaud’s style, one is
forced to rely on preparatory studies and photographs of demolished interiors, as in the
case of the ceiling for the ballroom at Montagu House (Fig. 34).53 In contrast to the
earlier neoclassical designs that of Flora, Ceres, and Pomona is more baroque in
feeling, the oval composition having been rendered in illusionistic foreshortening, and
stylistically this conception is more closely in tune with Rigaud’s continental training.
The touch is light with the figures playfully reclining in an airy expanse, and, judging
from the photograph, the decorous figures appear to have been executed with the
requisite smooth modelling. It is a harmonious and eloquent confection, but one can
see why the artist considered such work to be beneath his abilities.

What is arguably Rigaud’s greatest commission is the decoration of the four
pendentives of the Common Council Chamber in Guildhall. Although the works
have not survived, in this case one can reconstruct his program through the
engravings after the four paintings based on the frescoes (Figs. 62—65) and, of
greater value, through his own oil sketches for the designs (Figs. §8—61). Soon after
completing this commission Rigaud called it ‘the greatest work I had ever done,’54
and as such it deserves close examination.

The Common Council Chamber, constructed in 1778, was the creation of the
younger George Dance. The chamber consisted of a rectangular room divided into
a central space, lighted by an oculus in the top of the dome, with two flanking bays.
In Ackermann’s print (Fig. 57) the viewer is positioned in the eastern bay behind
the general public; beyond is the central room containing the members followed by
the far bay, in which sit the Lord Mayor and Aldermen. In Dance’s original
conception, which the introduction of Rigaud’s frescoes altered, the pendentives of
the dome in the room’s centre continued into the plane of the vault with the surface
decoration, consisting of lines and fluting, even more closely bonding these two
areas into a continuous whole. Then in 1794 Alderman Boydell commissioned
Rigaud to execute his frescoes in the pendentives. At the same time the artist also
painted the ceilings in the two flanking bays, which consisted of skies with boys
appearing to hold up the roses encircling the chains for the chandeliers, but it was
the four frescoes that engaged the artist’s attention as a major commission set
apart.55 As the memoir documents in painful detail, the frescoes for technical
reasons never turned out as intended, and in 1814, just four years after Rigaud’s
death, they were ordered destroyed. 5¢ The entire chamber was demolished in 1908,
so that no part of his decoration now remains.

Although the designs of the surviving preparatory oil sketches conform to the
elongated triangular shape of the pendentives (but obviously not to their concave
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structure) they are painted on rectangular canvases, those parts outside the design
having been filled in with an avocado green that is now mercifully covered over
with a shaped wooden mat painted in textured gold. The four works are Providence
(Fig. s8), Innocence (Fig. 5s9), Wisdom (Fig. 60), and Happiness (Fig. 61), which, as
the artist tells us, together unfold a grand theme:

The connoisseur, and the public in general, will receive equal pleasure by the instructions and
advice that are contained in the foregoing emblems, which are arranged in a manner never
before attempted (to my knowledge). They begin even before our births, and proceed
gradually through the different stages of life, to the close of our existence. Worldly and eternal
happiness is the pursuit, and blessed are they that find it.57

Thus, Rigaud composed a variation on the traditional Four Ages of Man with
Providence in this instance representing pre-conception, or, perhaps more accurately
stated, the Three Ages of Man introduced by an omniscient, protective Creator.
Surprisingly, no other conventional topoi such as the four seasons, four elements,
or four times of day seem to be intertwined in this program, but a history of the
world is definitely implied as well as that of an individual. Thus, one proceeds from
the Creation (Providence) to the Garden of Eden (Innocence) to the struggle for
understanding in the fallen world (Wisdom) to the final revelation (Happiness).

Rigaud has supplied his own commentary of the pictures (reprinted in
Appendix II), and in his account of Innocence he quotes from a religious poem
published in The Spectator (9 August 1712, No. 453). This poem, along with
Addison’s introduction, supplies the main source of inspiration for the entire series.
Rigaud’s text, however, is more platitudinous and didactic than either the essay or
the poem, as it is filled with instructions that might make even a Polonius blush, and
though the poem mentions one’s cup running over ‘with worldly Bliss’, the
painting Happiness unabashedly appeals to upper-class sensibilities with its linkage
of position and wealth to a state of grace. As would be expected, Christian imagery
is found throughout the four designs, though it is often more implicit than explicit,
as in the Eucharistic grapes and wheat in the hair of the figure personifying
Providence or the sheep, lily, and palms of Innocence, and even the poses of the
figures often hark back to prototypes of the Madonna.

Perhaps the most curious feature of the series is the ordering of the designs. One
would expect to see the subjects arranged consecutively; instead the Ackermann
print shows that on entering the central bay the visitor would have faced the first
design on his left with the third on his right.58 Presumably Innocence, the second
picture, was behind the visitor to his left with Happiness, the last composition, to his
right. Through the use of colour and design, the oil sketches demonstrate that the
works should also be seen as forming pairs. Providence and Wisdom are linked
together in that they are filled with expansive skies. Placed together in the western
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part of the dome, they conjure up an ethereal and spiritual dimension. The sketches
of Innocence and Happiness, on the other hand, are more earth-bound, filled with
dense vegetation. In this part of the dome, the natural Garden of Eden is played off
against the cultivated garden of experience.

Even this rapid summary makes clear that the content of the series is more subtle
than it first appears, and befitting the importance of the commission, the artist
surely intended it as his most complex artistic statement. But ultimately the cycle
must be judged on its artistic merits, and, though the frescoes were failures because
of defects in the materials, the oil sketches indicate that in conception this must
indeed have been his finest work of this type. The heroic sublime was beyond his
powers, but this series does not attempt to be so imposing. It is rather a happy
marriage of the high-minded historical tradition with that of the sentimental and
decorative: even if the figures are conveyers of pious platitudes, visually they
achieve a monumentality and grandeur, a stately and graceful dignity, that tran-
scends their message.

Another major aspect of Rigaud’s career deserving attention is his work as a
portrait painter. The memoir offers a relatively complete catalogue of his art,
except, and this is a telling exception, for portraits. On occasion Stephen simply
relates that a certain number of such pictures were executed in a given year without
identifying the sitters, and not surprisingly there are surviving portraits of which no
record appears in the manuscript. Stephen’s attitude is of course a common one and
is a reflection as well of his father’s own opinion. In accordance with the academic
hierarchy of genres, the elder Rigaud did not place as great a value on this type of
painting as he did on other subjects, and in his note on the portrait of John Rice
(Price?), he makes plain his sense of priorities: ‘I think the resemblance is striking,
and the subject represented in the bass-relief [Milton’s fall of the Rebel Angels]
although only accessory, and as it were lost, may indicate that he who did it, knew
how to draw, and was not merely a portrait painter.’5® The painting of portraits,
however, provided for him, as it did for many of his colleagues, a reliable source of
income, and, though often regarded as personally unrewarding, it accounts for a
sizeable portion of his total ceuvre.

There is a strong naturalistic bias to Rigaud’s portrait style, and indicatively the
only painting he disparaged was his posthumous portrait of Earl Waldegrave
(Fig. 41), where the nature of the commission obviously precluded a living
model.®® He needed the stimulus of observed reality, and though committed in
principle to the ideal realm of history painting, the same prosaic honesty seen in the
figure of Samson in Samson breaking his Bands (Fig. 20), which there undercuts his
efforts to achieve a heroic dimension, works to his advantage in portraiture. Thus,
ironically, despite his own reservations, it is as a portraitist that he created his finest
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paintings, though admittedly the level of quality fluctuates dramatically as some of
his canvases were never intended as anything more than journeywork.

It is in the depiction of his colleagues that Rigaud most consistently attained
excellence. Fellow artists such as Joseph Nollekens (Fig. 5), George Robertson
(Fig. 6), John Yenn (Fig. 8), and Joseph Bonomi (Fig. 42) are forcibly and sensi-
tively characterized, each of them proudly displaying emblems of his profession,
while the two group portraits of members of the Royal Academy (Figs. 7 and 10)
are also among his most effective achievements. A sculptor, engraver, and painter,
positioned before a canvas depicting fame, are presented in the first, while an
architect, sculptor, and painter are grouped together in the second. This last sitter is
of course Sir Joshua Reynolds, and even when depicting the president himself
within an invented setting, there is the ring of truth to Rigaud’s characterization.
One critic amusingly noted, ‘This is a Representation of Sir Joshua Reynolds and
two of his academick Friends. They are strong and expressive Resemblances; but
the Integrity which led the Artist to copy so exactly the Vulgarity of the President’s
Countenance will not recommend him to his Favour; and he will probably remain
some Time longer among the Associates.’®! Yet, it is this integrity and expressive
strength that give the painting its power.

Because all of these sitters were as knowledgeable as himself, Rigaud took
particular pains in his portraits of his colleagues, and, if any additional inducement
were needed, many of these works were intended to ingratiate him with men who
were in a position to advance his career. Also of interest is his comment made on
completing the portrait of the son of the Swiss landscapist Michel Vincent
Brandouin: ‘I succeed better in those works I do for Artists, as I am without
restraint.’62 Obviously he felt a creative release in working for his peers; rather than
view his colleagues as rivals who might disparage his performance, he saw them
instead as potentially his most responsive audience. Yet ultimately the pictures of
his fellow artists render homage to the profession itself: in dignifying these sitters he
was implicitly aggrandizing his own aspirations as well. 63

Rigaud also took special pains with portraits of his family and friends. Of this
group his most remarkable work is the painting of his sister’s family Isabelle Marie
and Adrien Collomb with their Son (Fig. 9). Executed solely to satisfy himself (the fact
that the picture is not mentioned in the memoranda testifies to its private nature),
Rigaud created a work of remarkable vitality, portions such as Monsieur Collomb’s
left hand, having been only summarily sketched in. Apparently one of the artist’s
close friends was Signior Quilici, the singing master to the Prince of Wales, as
Quilici participated in at least one of the family’s celebrations. Rigaud’s portrait of
his friend and his daughter (Fig. 39) is a boldly compacted work, capturing a sense
of warmth and immediacy, the responsive father attentively leaning over his
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daughter playing on the harpsichord. Here too the painting is animated by bravura
passages as in Quilici’s waistcoat and ruffles, and his head, in contrast to that of his
daughter, is portrayed with unusual vigour. The portrait of the three eldest sons of
Captain William Money (Fig. 40), who was perhaps Mrs Rigaud’s most influential
relative, is another accomplished work, showing a strength of characterization and
a boldness in design that goes well beyond the artist’s other canvases built around a
nautical theme.

Although few such pictures survive, Rigaud also must have often felt more at
liberty in his paintings of children, as the portrait of the son and daughter of the
royal astronomer Stephen Rigaud (Fig. 18) shows a sympathetic response. The
youthful sitters are brought forward, their large size proclaiming their importance,
and, though the boy’s pointing gesture is trite, the portrayal of his features is
particularly observant without a trace of the condescension and affectation that so
often infects children’s portraiture of this period.

Rigaud’s portraits of A. F. Haldimand (Fig. 12), Thomas Bentley (Fig. 11), and
David Williams (Fig. 14), painted within two years of one another, have a great deal
in common. Haldimand and Williams are shown whole length within a relatively
small canvas, while Bentley is seen in half length through a feigned oval of
simulated stonework, but all three are programmatic, the emblems occasionally
overburdening the content. Seated at his desk with its many books and papers,
Haldimand is presented as industrious and inquisitive, his staunch Protestant beliefs
affirmed by the rendering of Greuze’s La Lecture de la Bible on the wall behind him.
Bentley, as Rigaud states, is meant to convey ‘more the appearance of the simple
representation of a Philosopher, than of a Portrait.’®* Its encumbering, complex
symbolism proclaims the sitter a modern follower of Socrates who has also pursued
in his own life and work the analogy between moral and natural beauty. 5% David
Williams, on the other hand, is the man of letters, elegantly attired in a blue dressing
gown, with the decoration on the side of his desk, as with the medallions in Bentley,
offering an elaborate and obtrusive commentary on his ideals and interests.

Rigaud also painted a number of portraits of officers in the Royal Navy. His
painting Admiral William Parry (Fig. 15) inaugurates this group, and it may be
Parry’s influence that led to other similar commissions such as the portrait of
Captain Horatio Nelson (Fig. 16) of several years later.®¢ In both instances, the
figures are cut below the waist and silhouetted against an appropriate background,
and though this format is pedestrian in nature, its very conservatism must have
recommended it to the sitters.

Another category within portrait painting that Rigaud frequently attempted was
the conversation piece, consisting of relatively small, informal compositions
containing whole length figures. Early examples are his pictures Thomas Bliss and
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his Family (Fig. 13) of 1772 and Captain Locker and his Family (Fig. 17) of 1780. The
Bliss Family is filled with domestic details that again comment on the sitters, while
the Locker Family is placed within a more imposing setting, one, however, that is
not meant to be read as a plausible space. Yet, in both, the figures are somewhat
wooden, lacking the naturalistic vitality of other group portraits such as those of the
Royal Academicians (Figs. 7 and 10), and it is not until his painting The 4th Earl of
Abingdon and his Family (Fig. 44) of 1792—93 that he succeeds in a large group
portrait in which the figures are depicted in full length. This last work, a sporting
conversation piece within an unusually elegant setting, shows the Earl and his eldest
son entering the apartment from the right and bearing game, and, though the
waiting women and children are unrealistically crowded into a small space, it is this
compression within a vertical format that gives the picture an energy totally absent
from its stiff, awkward predecessors.

Although also a conversation piece, the painting of Captain Lunardi and his two
passengers in a balloon (Fig. 27) is in a sense in a category by itself. Intended from
the beginning as a design for a print that would capitalize on the excitement
surrounding the balloon ascent, it has almost as much in common with narrative
pictures such as those after Chaucer (Figs. 25 and 26), Madame de Genlis (Figs. 29
and 30), and Lovelace (Fig. 31) as it does with portraits. In this instance the artist’s
solution to a novel problem is a particularly happy one, as he achieves a balance
between the description of a historic flight and the work’s function as portraits of
the jubilant aeronauts.

The memoir also provides a great deal of information about Rigaud’s interest in
the technical aspects of painting. Continental training with its well-established
studio tradition differed from that offered British artists, and consequently Rigaud
was better qualified than most to pursue such interests. As early as 1781, he is
reported as among those artists in England making experiments in wax-painting, 67
and, as we have seen, in 1787 he employed encaustic in the gallery at Packington
Hall. Later in 1803 he exhibited an experimental picture at the Royal Academy
which was painted with a vehicle applied while still warm consisting of gums
mixed with dry colours taken directly from the bladders. Rigaud was also among
those who attempted transparent painting on cloth, a popular, ephemeral technique
outside the canons of high art.

The medium of fresco, on the other hand, was associated with some of the
greatest works of art in the Western tradition, but it was considered inappropriate
for England because of an inhospitable climate. Yet, Rigaud, alone among his
contemporaries of the British School, attempted this technique as well. His first
effort came in 1792 when he painted the altarpiece for the New Church at
Packington. Of this fresco he wrote with little exaggeration, ‘it seems by all
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accounts, that it is the first ever executed in England in that mode of painting.’68
Though employing what he thought to be the true fresco technique used by the
masters of the Italian Renaissance, he in fact was working in mezzo fresco, the
method promulgated as the true one in Andrea Pozzo’s Prospettiva de’ pittori e
architetti of 1700. In mezzo fresco the lawyer of fine plaster is allowed to dry partially
before the painter begins, and Rigaud, again following Pozzo’s advice, used grains
of sand on the surface to help the colours adhere. As was traditional, he also
employed a full-scale cartoon, the design of which was transferred to the plaster by
dusting powder through tiny holes pricked into the outlines. He also worked in the
approved manner from the top to the bottom and applied only as much plaster to
the undersurface as he could complete in fresco in one day (the lines demarking each
day’s work are still clearly visible). Then, almost a full year after he completed this
altarpiece, he returned to retouch portions using fresco a secco.

Encouraged by the success of his altarpiece, Rigaud went on to use fresco on a
grand scale in London, first in 1794, as we have seen, in the pendentives in the
Council Chamber at Guildhall and then in 1797 in a large altarpiece for St Martin’s
Outwich.%° The memoir amply documents his frustrations and disappointments in
both these later attempts, but, based on his successful experience at Packington, he
staunchly maintained that it was not the English weather that had defeated him but
rather the poor quality of his materials in the first instance and a structural defect in
the latter.

Given this long-standing interest in technical matters, it is not surprising to find
Rigaud in 1797 joining together with several of his fellow academicians in hopes of
acquiring formulas or nostrums used by the great Renaissance painters, in particu-
lar the ‘Venetian Secret’ which had supposedly enabled Titian to create his
masterful effects. Thomas Provis and his daughter Ann Jemima Provis claimed to
possess Titian’s methods of painting as well as that of other great masters, having
inherited this information from Thomas’s maternal grandfather Captain Morley,
who had acquired it years ago in Venice from a friend named Signor Barri.”®
Although the original manuscripts were said to have been destroyed in a fire,
providentially Provis had copied out the passages pertaining to painting for the use
of his daughter.”? For a price he was willing to share this information, which was
imparted for the most part not through written instructions, as its supposed origin
would lead one to expect, but through Ann Jemima’s demonstrations and super-
vision. Interestingly, Rigaud had been one of the first artists to be approached, for
when Provis’s proposal was discussed at a meeting of the Academy Club held on
6 January 1797, as reported by Farington, Rigaud said he had seen some specimens
of this process at Provis’s house two years before. At the same meeting Cosway
revealed Provis had also approached him two or three years earlier, and at his
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suggestion West had undertaken to explore the potential of this method. The artists
as well as Provis were now concerned that the president meant to reserve the
formula for himself. Eventually, however, an arrangement was reached whereby
painters would be instructed in the discovery on payment of ten guineas, with
Rigaud subscribing thirty in order that he might impart it to Stephen and his
daughter Elizabeth Ann. Unfortunately for the subscribers, those pictures
employing the Venetian Secret exhibited in 1797 generally met with an unfavour-
able reaction, and the artists were attacked for their naiveté in thinking that artistic
excellence could be patented. Even before the exhibition Paul Sandby had writtena
ribald song castigating those who had participated, in which he devoted stanzas to
West, Farington, Hoppner, Opie, Rigaud, Stohard, Westall, Smirke, Tresham,
Northcote, and Lawrence.’? These same academicians were further embarrassed
on the appearance of James Gillray’s devastating satire Titianus Redivivus (Fig. 69),
published on 2 November 1797. Despite such ridicule, Stephen at least remained a
believer, and in the memoir he supplies an invaluably detailed account of his
understanding of the procedure, to which he even added his own refinements.”3 His
father, on the other hand, apparently did not remain quite as sanguine about the
value of Provis’s process, for, though he continued to paint canvases based at least
in part on this technique, one can detect the rueful voice of experience in his call in
1810 for supervised experiments into artistic methods: ‘then we . . . should not be
liable to imposition from quacks, who pretend to secrets, in regard to grounds
which have been known for time immemorial: yet I would not entirely exclude the
researches of those adventurers, as they might sometimes lead to useful dis-
coveries.’74

Rigaud’s fascination with technique would have recommended him as a restorer,
and in the last years of his life he enjoyed what virtually amounts to a second career
as he became increasingly involved in projects of this type, including restorations at
Buckingham House (now Palace), at old Montagu House (then housing the British
Museum), at Windsor Castle, at Wollaton Hall, and, perhaps most important of all,
at Greenwich Hospital, where he worked on Sir James Thornhill’s Painted Hall.

One of the memoir’s merits is that it provides a helpful beginning in the
reconstruction of Rigaud’s ceuvre, enabling the reader to achieve a greater apprecia-
tion of the work of a respectable talent who has been undeservedly neglected. It can
even be hoped that its publication will bring a few more of the many missing
pictures to light. Yet, it also has a value beyond its ability to resurrect a forgotten
career. Ultimately, it is itself an important legacy, one whose worth, like Joseph
Farington’s Diary, lies in its enrichment of our knowledge about art and artists in
late eighteenth-century England. Both father and son are active participants in the
creation of this legacy, and surely John Francis Rigaud would not have been
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displeased in being so closely linked with Stephen in a text that is in a sense for each
his final production.

Notes to the Introduction

1. Having compiled notes on his paintings from the outset of his career, Rigaud obviously had
from an early age a strong sense of his own importance as well as a consciousness of the dignity
of his profession. His earliest surviving book on his pictures, written in French, Italian, and
English, begins with an entry dated 20 June 1762 (see Memoir, p. 39). His notes, however,
were not confined to his paintings, as Stephen also records how his father in 1773 scribbled a
lengthy account of a journey to Windsor into ‘a little sketch book’ (p. 55). In addition, Rigaud
apparently kept at least a rudimentary diary, as Stephen mentions his father writing into a
‘pocket book’ that he had made a bowl of punch to celebrate his son’s wedding (p. 134).

2. This portion of the memoir, detailing Stephen’s friendship with Turner, is the only part to
have been previously published (see Lionel Cust, J. M. W. Turner, R.A. — An Episode in
Early Life’, Burlington Magazine, xx1, May, 1912, pp. 109-10).

3. Sotheby’s, Catalogue of Valuable Printed Books, Autograph Letters and Historical Documents,
13 May 1963, lot 239. It was purchased by the dealer Alan G. Thomas, but having sub-
sequently been sold, its present whereabouts is unknown. According to the entry in the sale
catalogue, the manuscript numbers 141 pages and is apparently unfinished.

4. In the memoir Stephen mentions visiting Clairac, France in 1845, where he gathered
information on his family’s origins (the family name was Dutilh rather than Rigaud, linking
them to the prestigious, international family of merchants). Later on he describes his father’s
painting of his sister’s family, which he had seen on a visit to Switzerland made around this
same time (c. 1846). The fact that Stephen had not himself enjoyed a noteworthy career and was
an only son who had no children of his own must have made his memorial of even greater
importance to him, for within the past he could find that sense of accomplishment and
continuity that he could no longer experience in the present.

5. Lionel Cust was the first to make use of the memoir in writing his entries on both Rigauds,
father and son, for the appropriate volume of The Dictionary of National Biography, first
published in 1896. He wrote then that the manuscript was in the possession of Miss Davies, and
he identified her as Stephen’s niece in his article “Turner — An Episode in Early Life’. In
addition to the memoir, Miss Davies also inherited works of art, for in a letter dated 17 July
[1865] in the files of the Royal Literary Fund she writes of possessing ‘a collection of Paintings’.
The purpose of this letter was to offer to sell the society one of these pictures, Rigaud’s Allegory
of the Institution of the Literary Fund, and, though writing from St Helier, Jersey, she states the
painting was then in Wales. The society declined this purchase. In this same letter she also
mentions that a family painting by Rigaud was with a London picture dealer (Mr Noseda,
Wellington Street, Strand); this portrait may well be the painting of the artist and his family,
dated 1781, that according to its files, Miss Davies offered to the National Portrait Gallery,
London, in 1899.

6. Sotheby’s, 13 May 1963, lot 237.

7. See Alessandro Baudi di Vesme, Schede Vesme: L’arte in Piemonte dal XV1al X V1II secolo, Turin,
1968, 111, p. 928.

8. Otto Clemen, ‘Zwei Briefe von John Francis Rigaud von 1786 und 1791’, in Festschrift zum
Sechzigsten Geburtstag von Paul Clemen, Bonn, 1926, p. 458.

9. The footnotes refer to the Yale edition of The Diary of Joseph Farington: vols. 1and 11, 1978, m—
v1, 1979, ed. by Kenneth Garlick and Angus Macintyre; vir and vii, 1982, ed. by Kathryn
Cave. Volume vin takes the diary through the year 1807, and citations after that date are from
the microfilm in the Yale Center for British Art of the original manuscript in the Royal Library
at Windsor.
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A MEMOIR OF JOHN FRANCIS RIGAUD

The governing Council of the Royal Academy was composed of eight members, four of
whom were replaced each year.

See Farington Diary, 19 February 1803, v, p. 1981. The date is given as the 17th in the entry of
23 June 1803, VI, p. 2062.

Even as early as 1799 when the dispute erupted over Tresham’s exclusion from the Council,
Mrs Lloyd (formerly Mary Moser) told Farington that she had learned ‘that Rigaud looks to
the Keepers place, which causes him to act so resolutely for his party’ (22 December 1799, 1v,
p. 1329). When West later discussed with Farington the need for a Deputy Assistant to Wilton,
the president said he ‘had no doubt but the faction wd. endeavour to push Rigaud’ (6 June 1800,
IV, p. 1403).

West reported Nollekens’s comments on Rigaud’s temper to Farington on 21 January 1804 (v1,
p. 2223). Earlier on s November 1803 Farington had had a similar discussion with Nollekens
over Rigaud’s unsuitability as Keeper (v1, p. 2155), while Nollekens’s comment on Rigaud’s
sour personality was made to Farington on 23 December 1799 (1v, p. 1331). This was not an
isolated complaint as earlier John Inigo Richards ‘spoke much against Rigaud for unpleasant
behaviour’ (8 May 1797, 11, p. 835).

Farington Diary, 25 January, 1804, V1, p. 2225. The speaker on this occasion is not entirely clear,
Farington appears to be quoting Northcote, but it is possible that he is recording a statement
made by Hoppner to Northcote.

Farington Diary, 22 February 1804, V1, p. 2249. One of those whom Rigaud had alienated prior
to the election was Copley.

Farington records a number of other instances of Rigaud’s ill temper. On 30 December 1804
Copley is described as saying he was ‘a man of unpopular manner’ (v1, p. 2484), while on
14 January 1805 Farington gives Rigaud’s testy retort to an inoffensive question of Ozias
Humphry (v, p. 2497). Then in the following year on 27 April he writes that Edmund Garvey
had found ‘Rigaud’s temper to be very bad’ (vi, p. 2738). Traces of his temper are also
apparent in the memoir, as for example his pique in 1805 over what he considered an affront by
Matthew Wyatt.

Northcote reported to Farington on 28 April 1807 that ‘Beechey was for Rigaud filling the
Office’ of Professor of Painting (vii, p. 3033). Tresham, however, was the academician
elected to succeed Opie.

Farington Diary, s May and 10 November 1807, vi, pp. 3038 and 3139.

Farington Diary, 22 November 1804, v1, p. 2452. Fuseli countered by pleading equal poverty.
Farington Diary, 20 December 1804, VI, p. 2475.

Farington Diary, 28 June 1811, microfilm.

Farington Diary, 15 February 1805, vi, p. 2518. This event must have occurred several years
earlier as Rigaud left the Academy Club once he threw in his lot with the opposition party.
Rigaud Memoir, p. 36.

In Gillray’s print Rigaud is the figure at the far left of the front row of seated artists. Though
only his hand and calves are visible, the remainder of his body being covered by the canvas he
holds, it is clear that he is far from an emaciated figure. In the case of Henry Singleton’s canvas
The Royal Academicians in General Assembly of 1795 (in the possession of the Royal Academy of
Arts) only Rigaud’s head is visible, but his prominent jowls suggest a substantial girth.
Rigaud Memoir, p. 131.

In Farington’s list of members of the Royal Academy who had been elected to that body after
its foundation, Rigaud is one of only five artists who are placed in the category ‘Historical
Painters’. The other categories are ‘Portrait & History’, ‘Landscape Painters’, ‘Portrait in
Crayons’, ‘Sculptors’, ‘Miniatures’, and ‘Architects’ (see Farington Diary, §January 1794, 1,
p- 134).

Verrio’s painting was destroyed around 1824, when Sir Jeffry Wyatville, the nephew of James
Wyatt, began remodelling Windsor Castle for George IV.

Rigaud Memoir, p. s5s.
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It was probably Rapin’s popular history that held the greatest interest for him, as Rapin in a
footnote goes on to describe how ‘in the Streets, as he [King John] passed to Westminster, the
Citizens hung out all their Plate, Tapestry, and Armour, so that the like had never been seen
before in the memory of Man’, Paul de Rapin-Thoyras, The History of England, London, 1732,
I, p. 430.

This source was first pointed out in the exhibition catalogue Treasures of the Royal Academy,
1963 (52).

As an example of Rigaud’s giving historical attributes to a life study, one can point to his letter
to his former teacher Beaumont written in 1764 from Bologna: ‘I took the opportunity, when
the Academy was held in the day time, to paint one of the figures in oil; I have given him the
attributes of Time, and have had the model at home to finish it from the life’ (Memoir, p. 43).
The descriptions of his Hercules resting from his Labours, the work he painted in Rome in which
he took greatest pride, sounds as if it too is indepted to this category, and in 1789 he exhibited at
the Royal Academy in London a work entitled Bacchus, an Academy Figure.

Visitors were elected annually by the Royal Academy to instruct the students in life
drawing, and though not every academician was considered qualified for such duty, Rigaud
not surprisingly served on a number of occasions. Even Farington had praise for his abilities:
‘Rigaud is the present Visitor at the Life Academy & is one of the best Visitors that the
Academy affords & sets very good figures’ (Farington Diary, 16 November 1807, viI, p. 3142).
The first illustration of Vortigern and Rowena appeared in 1732 in the illustrated edition of
Rapin’s history. It was, however, Nicholas Blakey’s engraved illustration of 1751 that
established the most influential conception of this theme. He in turn was followed by Fuseliin a
drawing of 1769 (Kunsthaus, Zurich), by Kauffmann in a painting exhibited at the Royal
Academy in 1770 (Saltram House), and by John Hamilton Mortimer in a painting of ¢. 1776
(unlocated but reproduced in Roy Strong, Recreating the Past, 1978, p. 20).

Rigaud Memoir, pp. 76-79.

Apparently Rigaud never felt the necessity of entitling the picture. In Boydell’s publication,
the print after it is simply described with the stage directions, ‘A street before the Priory’,
which is followed by a list of the main protagonists.

See T. S. R. Boase, ‘Illustrations of Shakespeare’s Plays in the Seventeenth and Eighteenth
Centuries’, Journal of the Warburg and Courtauld Institutes, X, 1947, p. 100.

Volume 11 of the Press Cuttings in the library of the Victoria and Albert Museum, London,
quoted in Winifred H. Friedman, Boydell’s Shakespeare Gallery, Garland Outstanding Disserta-
tions in the Fine Arts Series, New York, 1976, p. 157.

Rigaud Memoir, p. 86.

The painting is reproduced in colour in Apollo, LXXXIX, June, 1969, p. cxv, and even allowing
for inaccuracies in the reproduction, its colouring is inappropriate.

Around the time Rigaud exhibited his compositions, the following artists also exhibited works
at the Royal Academy focusing on aspects of the life of Mary Queen of Scots: 1776, Gavin
Hamilton (no. 124); 1782, Alexander Runciman (no. 25); 1786, John Howes (no. 51); 1787,
John Graham (no. 244), Opie (no. 26), and Westall (no. 205); 1788, Mather Brown (no. 15)
and Graham (no. 419); 1789, Westall (nos. 481 and 485); 1791, Westall (no. $46); 1792, Graham
(no. 22); and 1793, Samuel Medley (no. 181).

The series proved popular enough that there is a set engraved by Antonio Zecchin for the
French market. In this instance another episode has been added to the series, which now opens
with the scene of Mary receiving her death sentence.

Ilustrations of these two episodes appeared in the first London exhibitions. Samuel Wale
exhibited a composition of the petition of Lady Elizabeth Grey at the Society of Artists in 1760
(no. 66), and Andrea Casali exhibited a picture of Edgar and Elfrida at the Free Society in the
following year (no. 15). Angelica Kauffmann’s painting of Edgar and Elfrida was exhibited at
the Royal Academy in 1771 (no. 113) and her picture of Edward IV and Lady Elizabeth Grey in
1776 (no. 156).

31

This content downloaded from 78.33.29.103 on Tue, 12 Feb 2019 12:08:34 UTC
All use subject to https://about.jstor.org/terms



42.
43.
44.
45.

46.
47.
48.

49.
0.

SI.

52.

53

s4.
5s.

56.

57-
58.

59.
60.

A MEMOIR OF JOHN FRANCIS RIGAUD

Rigaud Memoir, p. 39.

Rigaud Memoir, p. 66.

Rigaud Memoir, p. 74.

For Bonomi’s difficulties with Rigaud, see Farington Diary, 6 August 1797, m, pp. 880-81, and
23 December 1799, 1v, p. 1331.

Rigaud Memoir, p. 91.

Stephen mentions this second painting, whose present whereabouts is unknown, in the
memoir on p. 135.

Rigaud exhibited a group portrait of Captain William Money’s three eldest sons (Fig. 40) at the
Royal Academy in 1791. Then in 1800 he exhibited a portrait just of Robert (no. 218) and at the
same time one of William Taylor Money’s wife in the character of Milton’s Penserosa (no. 35).
Farington Diary, 27 May 1796, 11, p. $61.

Croft-Murray, Decorative Painting in England, 1537-1837, Country Life Books, 1970, 11, p. sI.
The source for the gallery’s decoration was first pointed out by Desmond Fitz-Gerald on ‘A
Gallery after the Antique’, Connoisseur, CLXXXI, September, 1978, pp. 1-13, and by Howard
Colvin in his account on Bonomi in A Biographical Dictionary of British Architects (London,

1978). The decoration of the room is also discussed in Marcus Binney’s ‘Packington Hall,
Warwickshire — ur’, Country Life, 23 July 1970, pp. 226—29.

For a summary of the major developments in encaustic at this time, see Danielle Rice’s The Fire
of the Ancients: The Encaustic Revival, 1755 to 1812, unpublished Ph.D. dissertation, Yale
University, 1979. However, although Rice makes use of the Rigaud memoir, her statements
on his work at Packington are sometimes in error. Relying on R. E. Raspe’s comment of 1781
that Rigaud had undertaken experiments in encaustic (A Critical Essay on Oil-Painting, London,
1781, pp. 33-34), she makes the unwarranted suggestion that a portion of the gallery could
have been begun as early as the late 1770s. Both the memoir and the account books at
Packington offer evidence to the contrary. She also incorrectly describes the altarpiece in the
New Church as having been executed in encaustic rather than fresco.

There is a preparatory study with slight variations in the British Museum Print Room. This
drawing, which measures 4 X s%2 inches, is in pen and ink with wash and is tinted in
watercolour.

Rigaud Memoir, p. 92.

Rigaud’s progress on the frescoes can be charted with some accuracy. Farington reports
Boydell’s commission on his diary on 28 March 1794. According to the memoir, Rigaud
actually began the frescoes on 25 June of the same year. The artist also states that he had begun
work on the oil sketches and the cartoons fifty-four days before. If he is referring to working
days (other statements indicate he worked a six-day week) then he actually began the designs
around 23 April. In the library of the Victoria and Albert Museum is a letter dated 29 (the last
digit is difficult to decipher) May 1794 from Rigaud to Boydell requesting the return of his
sketches. On 28 June, Farington mentions that Rigaud had said to George Dance that it would
take him three months to complete his designs, an estimate that proved highly accurate as he
finished on 4 October.

On 17 November 1814 the City Lands Committee ordered the paintings removed (see Dorothy
Stroud, George Dance, Architect, 1741—1825, London, 1971, p. 116).  would like to thank Vivien
Knight, Assistant Keeper, Guildhall Art Gallery, for pointing out to me that the committee was
acting on a resolution made by the Court of Common Council on 31 October 1814.

Quoted from Rigaud’s description reprinted in Appendix II.

The memoir indicates that Providence was painted first and Wisdom last, so that the artist
apparently completed them in the order of their appearance within the room rather than of
their appearance within the narrative.

Rigaud Memoir, p. 54.

Rigaud commented, ‘A halflength portrait of the late Earl Waldegrave, painted after his death,
from a mask, a bad picture’ (Memoir, p. 82).

32

This content downloaded from 78.33.29.103 on Tue, 12 Feb 2019 12:08:34 UTC
All use subject to https://about.jstor.org/terms



61.
62.

63.

64.
65.

66.

67.
68.

69.

70.

71.
72.
73.

74.

INTRODUCTION

The St James’s Chronicle, 2—4 May 1782.

Rigaud Memoir, p. 70. Rigaud painted this portrait while visiting his sister in Vevey,
Switzerland, in 1782 and 1783.

For a further discussion of these paintings of his fellow artists, see William L. Pressly, ‘A
Portrait of Joseph Nollekens Reattributed to John Francis Rigaud’, Connoisseur, cxcvi,
February, 1798, pp. 111-15.

Rigaud Memoir, p. 54.

Bentley holds open John Gilbert Cooper’s Life of Socrates (first published in 1749, with the 4th
edition appearing in 1771). The passage that is before him, only portions of which can be made
out in the painting, reads, ‘as several Authors affirm, the celebrated Graces, carv’d on the walls
of the Citadel at Athens behind the statue of Minerva, were his Performances. An early
Indication of the Propensity of his Mind to Beauty! From this, compar’d with his Life and
Doctrines, we may perceive what invariable Analogy there is between a Taste for moral and for
natural Comeliness’. (This information is given in the helpful entry on this painting in the
Liverpool Art Museum’s catalogue, no. 2548, where it is also noted that the passage appearing
on page 14 in the book has been transposed in the painting to the right-hand side as page 15.)
Two of Cooper’s sources are also introduced into the painting: Shaftesbury’s Characteristicks is
beneath Cooper’s volume and Xenophon’s Memorabilia is one of the books in the stack behind.
The medallions of the Three Graces and of Socrates, which refer to the passage on the
relationship between moral and natural beauty, also of course allude to Bentley’s activities as a
manufacturer of porcelain in partnership with Josiah Wedgwood.

The portrait of Nelson was part of a group of three commissioned by Captain William Locker,
who had also commissioned Rigaud to paint a portrait of his family (Fig. 17). Since Captain
Locker was married to Admiral Parry’s daughter, presumably he was following his
father-in-law’s lead in his selection of an artist.

See Raspe, pp. 33-34.

Rigaud Memoir, p. 85. Croft-Murray states that the Italian Guiseppe Mattia Borgnis reverted
to ‘fresco’ at West Wycombe in the 1750s but that Borgnis probably used fresco secco rather than
true fresco (Decorative Painting in England, 1, p. 309). Unaware that Rigaud employed fresco in
his Packington altarpiece, he goes cn to credit Thomas Barker of Bath as the first Englishman
in ‘modern’ times to have experimented successfully in true fresco, Barker having decorated
his own home in Bath in 1824-25.

It hardly seems coincidential that this last commission arose after Rigaud had exhibited three
specimens of fresco in that year’s exhibition at the Royal Academy.

The most helpful summary of the Venetian Secret as an artistic phenomenon is to be found in
John Gage’s ‘Magilphs and Mysteries’ (Apollo, LxXX, July, 1964, pp. 38-41), while Robert C.
Alberts’s biography Benjamin West (Boston, 1978) offers a summary of the account found in
Farington’s diary. Following William T. Whitley in his Artists and their Friends in England,
1800—1820 (London, 1928) many have rechristened Provis’s daughter Mary Anne, but this is
surely incorrect as both Stephen and Farington refer to her as Ann Jemima (see Diary,
13 February 1797, m, p. 773). This means she is the Ann Jemima Provis who exhibited
miniatures at the Royal Academy in 1787 (nos. 282 and 348) and in 1797 was therefore older
than has generally been assumed.

For this account of how Provis acquired his material, see Farington Diary, 6 and 11 January and
13 February 1797, 11, pp. 739, 743 and 772-73.

The manuscript of Sandby’s song is in the Pierpont Morgan Library, New York. I am grateful
to Bruce Robertson for bringing it to my attention.

The only other description of the Venetian technique is in the manuscript, partially in
Farington’s hand, in the library of the Royal Academy (5172, 25A).

Rigaud to the Editor, The Artist, London, 1810, p. 201.
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Facts and Recollections
of the XVII™ Century

In a
Memoir

of

John Francis Rigaud Esq. R.A.
Member of the Clementine Academy of Bologna,
Royal Academician of Stockholm,

And
Historical Painter to Gustavus IV. King of Sweden

With
Poetical Remains
of
Mrs. Mary Rigaud

By their Son
Stephen Francis Dutilh Rigaud,
Member and one of the Founders of the First
Society of Painters in Water Colours,
Instituted in 1805.

Painting and Poetry as Sister Arts unite

In sweetest concord to convey delight.

For what is Poetry, but Painting to the mind?
And Painting’s poetry embodied and defin’d.

1854.
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INTRODUCTION

Painting and Poetry are Sisters; in my beloved and honoured parents they were personified
and united: lovely and harmonious while living, I desire to transmit an united memorial of
their lives, and although, being more accustomed to wield the pencil than the pen, the
sketch may be rough, I promise it shall be correct, as I draw from authentic documents,
frequently my father’s own memoranda, or from vivid recollections, indelibly impressed
upon the mind.

In travelling over the path of life, as it were in company with my departed parents, whose
memory I still desire to cherish and revere, — in the preparation of these pages I have felt an
indescribable satisfaction; and could I but hope that their perusul would afford to others but
a tenth part of the pleasure which I have enjoyed in writing them, I should feel amply

rewarded for all my pleasing toil.
S. Rigaud

4. Wellington Street, Islington. 1855.
[‘1** Chap.’ is crossed out in left-hand margin.]

The portrait of my Father, which accompanies this Memoir is taken from a family picture,
painted by his own hand, representing himself, his wife and three children, and gives a
perfect idea of his countenance;! his person was rather under the middle size, and inclined to
be corpulent; his disposition was naturally warm and very lively; he spoke french and
italian <perfectly> perfeetly—in—perfeetion, and, when I knew him, conversed in english
better than I have ever known a foreigner to do; it was the language always spoken in the
family: his mind was well stored with historical and varied knowledge, which rendered his
society universally attractive, and much sought after. His ruling passion was the love of
Painting.

[After also mentioning a portrait of his mother, Stephen ends this page on a note of filial piety.]
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A MEMOIR OF JOHN FRANCIS RIGAUD
Chapter 1: 1527-1764

John Francis Rigaud was descended from an ancient, or noble, family of the Reformed
Church, residing at Clairac, in the province of Guienne, in the south of France; now in the
Department of the Lot et Garonne.

[After giving a physical description of Clairac, Stephen stresses its importance as ‘the cradle of the
Reformation in that part of France’, beginning his account in 1527 with the conversion of Gerrard
Roussel, the Abbot of Clairac, into a prominent reformed minister. He then details the Catholic
government’s persecution of the Reformed Church, drawing on information contained in ‘some old
Chronicles, which are still carefully preserved in some of the Protestant families in the neighbour-

LN}

hood, under the name of ““Livre de Raison’.’]

In consequence of the Revocation of the Edict of Nantes, in the reign of Louis XIV.? and
the severe persecutions of the Huguenots, or Protestants, which immediately succeeded
that dreadful event, when all their religious and Church papers and records were destroyed;
it has now become impossible to trace farther back than to about that memorable epoch,
the genealogy of the subject of this Memoir.

The proper surname of his ancestors is Dutilh, whose family greatly distinguished
themselves under the Reigns of Charles the IX. Henry III. and Henry IV. of France <by
their persistence in the defence of the Reformed Religion.> A little before the period already
referred to, Abel Dutilh of Clairac in Guienne, married Elizabeth Barbe; they had a
numerous family; the eldest son James was born in 1655, and was settled as a merchant at
Lyons, under the firm of Dutilh & Co. On the 28" of january 1705 he married Demoiselle
Elizabeth Rigaud, daughter of John Rigaud, one of the first merchants at Crest in Daufiné,
and Isabeau his wife, both of the reformed religion. About three months after his marriage,
whilst travelling on horseback to Geneva, he was suddenly seized with a dangerous illness,
and died on the mountain of Credo, which lies on the road between Lyons and Geneva. His
son, a posthumous child, was born on the 14" of november 1705, and was named after his
father, James. Butith- Soon after his birth, the persecutions of the protestants continuing
with undiminished or increased severity, his poor widowed mother, thus suddenly
deprived of her only earthly support and protector, felt constrained to fly from the horrors
of Popery, and committing herself to the guardian care of the blessed God and Saviour
whom she loved, with her infant son in her arms, through innumerable difficulties and
dangers, <she) fled for refuge to the protestant City of Geneva. During this long and
perilous journey, for the sake of concealment and safety, she dropped the name of Dutilh,
which would have exposed her to imminent danger, and resumed her maiden name, which
was unknown in that part of the country, — and gave it to her infant son, who ever
afterwards was known by the name of Rigaud, and was the father of the celebrated Painter,
the subject of the present Memoir.

[Elizabeth Rigaud carried with her her marriage settlement, the last letter of her late husband, ‘and
the Dutilh family arms, beautifully engraved on the upper end of a curious, and very ancient silver
case, opening with a spring to contain the sealing wax, with the cypher JD. on the other end,
surmounted with a coronet . . . the motto being ‘Lux Clarecet’; the whole evidently referring to the
light and hope of the Gospel, revived and proclaimed in the doctrines of the Reformation,
emblematically expressed by the rising Sun, and the Anchor’. Stephen also points out that the family
arms and motto correspond with the markings on the great bell of the Protestant Temple at Clairac,
suggesting that the Dutilh family had been instrumental in the church’s construction. He then
provides a translation from the French of James Dutilh’s last letter to his wife.]
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A MEMOIR OF JOHN FRANCIS RIGAUD

The widowed Madame Dutilh Rigaud carefully <reared> her infant son, at Geneva, and two
years after the death of her husband was married again to Mr. James Mallet, a gentleman
and citizen of Geneva, whose grandson was the celebrated political writer Mallet Du Pan.
She continued, however, her assiduous care of young Rigaud till her death, which took
place in 1711. In the same year his good grandmother Rigaud <then a Widow> came to
Geneva, took charge of this orphan boy, and eenseerated <devoted> herself entirely to his
education; at a proper age she sent him to the College of that city, where he studied
assiduously till he attained the age of nineteen [the date ““1724” is placed in the margin],
when, having a predilection for mercantile affairs, she sent him for instruction to the great
commercial house of the Silvesters at Amsterdam, who were near relations; there he
continued between five and six years, and it was during <{that period> hissejourninHeHland
+that he lost his excellent Grandmother. Rigaud. Having finished his mercantile education,
and acquired some experience in commercial affairs, he left Amsterdam, and eventually
settled at Turin, as a merchant in the silk line, under the name of Rigaud; and was never
known in that city by any other.

In the year 1739 he married Mademoiselle Jeanne Francoise Guiraudet, daughter of James
Guiraudet, a Protestant Refugee from Alaix in Languedoc; settled as a Merchant at Geneva;
and Mary Frances his wife, daughter of Hierome Bizot, a citizen of the same city: the
Marriage settlement on this occasion being signed by my <Grand> [this last word is in pencil
in a different hand] Father “‘Jaques Dutilh, dit Rigaud.” There being no protestant Church
at Turin, they were married in one of the Christian churches in the Valley of Lucerne in
Piedmont. They had three Children, James Stephen, the eldest; Isabella Marion; and John
Francis; the subject of the present Memoir; who was born at Turin on the 18% of May 1742
and baptized in the church of La Tour,3 in the Valley of Lucerne in Piedmont, on the 9% of
September in the same year; and entered in the baptismal register as the son of James Rigaud
Dutilh.

* * * * * *

Thus, a french refugee family persecuted and driven from its own country by the cruel
and relentless bigotry of Popery, was received with Christian sympathy and affection, and
found a real City of refuge amongst the ancient Churches of the Waldenses.

* * * * * *

John Francis Rigaud lost his {good> Mother in his infancy.

[Stephen translates a letter written on 8 November 1741 by his father’s mother to her husband,
who was away on business ‘at Mr. D’Embrun, at Alexandria.’ Jeanne Francoise had already given
birth to James Stephen on 16 January of that same year. Even though a wet nurse was in charge of
James and she had the help of a servant girl, the letter makes clear her distress over her husband’s
absence, as she was finding it difficult to oversee their settling into a new house in Turin. ]

The Father of John Francis Rigaud having been this year [1744] bereaved of his good and
affectionate Wife, who had left him a Widower, with three infant children, the eldest being
only three years old, thought it right to marry again; and took for his second Wife Madame
Isabelle Marie Borel, a Widow, of Lausanne in Switzerland, a Protestant; who with
maternal affection brought up the Children of her Husband; and he, being himself a very
clever man, determined to spare no expence or pains in giving te-his-Children <them) a
good and liberal education; but as he intended that both his Sons should be merchants, at a
proper age they entered his counting house; and the eldest was content to remain there; —
but John Francis, evincing an indomitable dislike to commerce, and displaying a
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A MEMOIR OF JOHN FRANCIS RIGAUD

considerable taste for Painting, with an enthusiastic love for the Art; his Father at length
indulged his inclination, and resolved that nothing should be wanting on his part to
facilitate the prosecution of his studies; and with this view, placed him as a pupil with the
Chevalier Beaumont of Turin, Historical Painter to the King of Sardinia, but at what age,
or how long he continued with him, I have no means of ascertaining.

The oldest writing of my Father’s I possess is in a Book written in french <italian> and
english, headed thus “Memoranda of Pictures painted by me John Francis Rigaud, pupi#
<Dutilh native of Turin, and pupil of the Chevalier Beaumont; either for money, for my
own pleasure, or given away to the persons herein undermentioned.” As I shall frequently
have <the advantage of> te making extracts from this book; whenever I do so, they will
have the mark of quotation affixed to them. The first memorandum is dated ‘“Turin 1762
June 20.” “A Picture representing Minerva as the Goddess of the Arts and Sciences, to
whom several children or genii are shewing their various works in different sciences, with a
kind of trophy of the Arts in the foreground; The figures of the size of life.”” This was
painted when he was twenty years old; and being probably <his> the first original picture,
shews the natural bent of his genius for poetical or allegorical painting. The following are
all dated at Turin. “August 1762. I began, from a design of Mons! Beaumont, my Master, a
picture for the King, to be executed in tapestry, it represented Annibal crowning the ashes
of Marius, to send them to his brother; I painted also the flowers for the frame: This picture
was afterwards retouched by the said Chevalier Beaumont.”* “1763 A whole length
portrait of Miss Signorex four years and a half old, the size of life” 1764 “Copies of <half
length) portraits of the King and of the Duke of Savoy <the size of life> from pictures by
[Domenico] Dupra, portrait painter to the Court.” <A “St. Peter, a half figure of the size of
life; the head and the hands from nature.” “Two heads of old men painted from nature.”
These, with a few other portraits, were some of the first essays of his pencil; but young
Rigaud could not be satisfied with his present attainments: he passionately loved his Art,
and longed to behold the famous works of Michael Angelo, Raphael, and the other
celebrated Masters of the various Italian schools, and to improve himself by diligently
studying them, and his Father generously supplied him with ample means to gratify his
<most> ardent desires.

[Two lines have been cut off at the bottom of the page. ]
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A MEMOIR OF JOHN FRANCIS RIGAUD

Chapter 2: 1764-1767

On the 19% of July 1764, the young Artist for the first time quitted his father’s house, and set off
from Turin on his {travels) firstyourney through Italy for the prosecution of his studies <in company
with Berné a young Sculptor.? On leaving home, his affectionate mother in law [i.e. stepmother]
gave him the following paper.

“The Lord accompany thee, my dear Son, whithersoever thou goest; my prayers shall follow
thee; remember that I never forget me, write to us, write to me, and remember that [ have been —
that I am, and always shall be thy good mother. Be thou the consolation of a father so worthy of
every attention, a father so tender and <{sensitive> sensible that the slightest neglect on thy part, the
least uneasiness on thy account, or not hearing from thee, would be capable of throwing him into a
state of melancholy of which the consequences might be dangerous; and which would certainly
shorten his days; let thy sister have some part in thy letters; — Love <us> as much as we love thee. 3
Dieu.”

[Stephen provides a translation of Rigaud’s first letter to his father, written from Genoa on 21 July
1764. It tells of his safe arrival by sea and of the amusing difficulties undergone at the custom house. ]

After remaining a few days at Genoa and Leghorn; according to an entry in his memoran-
dum book, he “arrived, by the grace of God, in good health, at Florence on the 7% of
August;” from whence he wrote the following letters which shew the manner in which he
was engaged.

“Florence, the 14 August 1764.

My very dear Father

Do me the charity to write to me, that I may, at least, know the fate of my letters; this is the fourth
since yours of the 1% of August. I go every day to the post office, and find nothing there: here I am, all
alone, abandoned by every body; pray do not forget me. If you have received my letters, I have
nothing new at present, except that yesterday afternoon, I began copying in the gallery a <large>
picture of Rubens, representing Hercules between Virtue and Vice. I hope shortly to placeit in your
Gallery;

And am, ever the same,
Your affectionate Son
J. Francis Rigaud.

To Mr. James Rigaud, Merchant, Turin.”

Florence 20. August 1764

My very dear Father
Deprived entirely of your kind letters, I know not what will become of me. Since I left Turin not a
Courier has departed from the places where I was <have been> that did not ear bear some of my
letters to you. I know not whether it be yours or mine that are lost; and what troubles me still more
is, that your last of the 1%* inst. conveyed a reproach; since <then> I have recieved none, although I
have written above thirty: I fear to have failed in something towards you my dear father; — forget
me not; I have nothing in this world but you and hope; all the great ones of the earth who give me
their protection, are nothing, it is but as smoke that passes away <or» as a flash of lightning. Figure to
yourself your son here, without friends, without relations, in the morning at the Academy, and the
rest of the day at the Gallery, and whether he rises or lies down, thinks only of his dear family at a
distance from him, and ruminate on what can possibly thus deprive him of news from them. Let my
brother or Sister take the pen for you, and for fear your letters should be lost, address them to some
Merchant for me. Yesterday was a month since my departure from Turin; it was Sunday, and I failed
not to thank God that he had conducted me <here> by his holy blessing in good health, and had
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A MEMOIR OF JOHN FRANCIS RIGAUD

preserved me from perils of every kind: I also pray to him continually for my dear family, which
seems to me now more distant than the new world. I dare not, I assure you, go again to the post
office; — the clerks laugh at me, they see me continually coming and declaring my name, and they as
continually reply “‘non ce niente”; {(there is nothing)> a word which I shall henceforth have in
Cutter> detestation. The other day, after post hour I was to have gone somewhere quite near the
office, but being wrapped up in thought, I made the tour of the town without perceiving it, and
returned to the house as tired as a dog. My hosts know not what to make of me; they think that, like
Sigismond, I have never laughed since I was born: but thanks be to God, I am perfectly well, and am
in the way of earning something. I only want some letters from you to make me happy. Pray my
dear Father, if any strangers pass your way going to Italy out of curiosity, or {on> any other account,
please tell them that you have a Son here, and to enquire for him at the Gallery.

[ am, with the most profound respect,

Your very Obedient Servant and Son
J. Francis Rigaud

To Mr. James Rigaud, Merchant, at Turin

Florence the 27 August 1764.

My very dear Father

I have received, with transports of joy, your dear letter of the 15 inst. which reached me under
cover to Mr. L—but I have no news of that which you sent me addressed at Mr. R— I am very sorry
my letter from Genoa did not reach you, because it contained many things I wished you to know,
and which I cannot now call to mind. Since I have began to work regularly, as I did at Turin, I am
much more lively; this-mesn {and wait with more tranquility for your dear letters; this> morning I
received yours packgquet, I shut myself up in my room, and began reading yours, my dear father
{first> and I perceived that I had done wrong in shewing so much impatience, since it had given you
pain. The silence of the Chevalier [Beaumont] hurts me; here I attribute to him the honour of the
little I know, and I can truly say that many persons of distinction know of him now, who never
before had heard of him before. I continue to work every day at the Gallery, but it is closed on
festivals; and on working days it only opens at certain hours, which makes me mad; in the morning
at six o’clock, I go to the Academy, at other hours I study at home, and endeavour to employ the
whole of my time in the best manner possible. I have no friends here, and do not seek to make any;
but there is the son of one of the gentlemen to whom I am recommended, who is also copying at the
Gallery, as a dilletante, who has the kindness from time to time to procure me the sight of several of
the palaces; he is the kindest little fellow in the world — here is a proof of it. One day he appointed
me to rendezvous at his house on the following day, to shew me the Strozzi Palace, I asked him at
what time? he replied “al giorno.” I thought that it meant at the point of day, so the next day
<morning) to keep my engagement, I rose with the dawn, and went to his house, thinking within
myself that this palace must be somewhere out of Florence, since he had appointed me at such an
hour — I knocked at the door, — the porter with black unshaven beard and in his shirt, hastened to
open it— he knew me <and> I told him that the son of M. le Marquis had eld {desired> me to be with
him at that hour. — they went to tell him I was there, and he had the goodness to get up to recieve
me, had chocolate served, and then laughed heartily at my mistake, — I did not know that here Al
giorno meant after dinner.

The Tuscan accent is very bad, but the language is fine. {“Lingua Toscana In bocca Romana.”> I
shall never acquire their accent, as the Florentine like mine very much, and I never speak french here
but with Mr. G-

[Rigaud next speaks of letters from his mother and Isabella.]

.. . tell her [Isabella] if you please that I have no other amusements than painting, writing and
reading, except that now and then I find pleasure in taking a walk, but it is quite a journey to get
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beyond the gates. The garden of the Grand Duke is my usual promenade. I will give her in time the
description of this beautiful garden, where, notwithstanding the crowds of company one may
always contrive to be alone in some parts of it, by reason of its great extent. Have the goodness my
dear Father to give me a short account of the history, the name and quality of that Roman citizen
who threw himself armed and on horseback into the fire {gulph?> for the sake of his country;’ who
might have been present at the time? and in what part of the city it happened? and if, in the course of
your reading and continual studies you should find any thing that might be useful to me touching
costume, or other matters, pray make use of the zeal of Isabella, as your amanuensis, to write them
out for me.

[Rigaud closes his letter with a lament that he had not known the Italian philosopher and writer on
art Count Francesco Algarotti, who had just died bequeathing money to his acquaintances including
a young painter. He also remarks on a letter from his brother which had contained advice on art
along with some poetry.]

This seems to have been the last letter he ever wrote to his excellent Father, as very soon
afterwards he had the calamity to Jese be deprived of him by death. The following little
Essay was found among his papers, and appears to have been written in answer to the
request of the young Artist his Son; — nor was it lost upon him, for a perculiar attention to
Costume, in the full sense of the word, is observable in all his works.

“Costume is the Art of treating a subject with historic truth, according to the times, the
genius, the manners, the laws, the taste, the riches, the character and habits of the country
in which the scene and action in the picture is placed. Costume also includes whatever
concerns the chronology <and>+he truth of certain facts generally known to every body, in
short, whatever concerns the quality, the nature and essential property of the objects
{depicted.> represented- In the representation of a subject in proper costume, there should
also be some particular marks by which to designate where the action takes place, and who
are the personages introduced. The same rules require one to give to the different nations
appearing on the scene of the picture, the complexion of the face and the habits of the body
which history has recorded as respectively belonging to them: it is even well to carry
probability so far as to follow what is known concerning the animals peculiar to each
country. Le Brun, in his pictures of Alexander, distinguishes the Greeks from the Persians
and Indians by their physiognomy no less than by their armour: the Persian horses have not
the same trappings as the Macedonian, and are represented slighter, 42 comformably with
truth. Costume also includes whatever is befitting the character and suitable to the habits of
the various ages and conditions of life. It violates the law of Costume to give too old a face
to a young man, or a white hand to a brunette, —a light drapery to Hercules, or a heavy one
to Apollo.”

[The page is cut off at the bottom. It is followed by several letters from Rigaud to his brother,
James Stephen, written from Florence after the death of their father. In the first, dated 1 October
1764, Rigaud requests that items such as his pictures and plaster casts should not be recorded in the
inventory of their father’s effects. He also requests that a copy of Plutarch’s Lives be mailed to him
and sends his remembrance to Haldimand, an old friend. In the next letter, dated 15 October 1764,
he sympathizes with his brother’s ordeal in bearing the brunt of the family’s afflictions and endorses
whatever actions he thinks best in dispensing of the various possessions. The following paragraph
from this same letter elaborates on his own struggles. ]

I work as I have never worked before, and never go to bed before midnight, and rise at the
break of day; but my work produces nothing. I wait with impatience for some one to
employ me; several persons have already made me understand that they wish to have some
of my works, but <the> economy, or almost avarice, which generally reigns in the hearts of
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the Florentines, is beyond conception; they dare not ask my price for a work, for fear I
should ask too much, and I dare not say I will do it, for fear they should give me nothing;
and there the matter rests. If thou has put some books with my clothes I shall be pleased,; I
read always Italian, and speak it, so that I fear to forget my French.

[Rigaud’s third letter to his brother is dated 17 December 1764. In it he replies to James’s fears that
he had not done enough to make a profit: ‘I know very well that every man must labour for his
subsistence; that is not what I find hard, since I labour equally with others, but I cannot have myself
cried through the streets. I only want opportunities, to exert myself.” He reveals that once he has
completed his studies, he plans to leave Italy to find employment. He also acknowledges a letter of
credit from his brother for Bologna, where he is heading after Florence. ]

In answer to a letter of the Chevalier Beaumont, written from Turin, on occasion of the
death of his Father, the following letter, written in Italian by the young Artist from
Florence, but without date, describes the nature of his studies in that city, and is a pleasing
evidence of the mutually affectionate regard subsisting between the Master and his Pupil.

Florence-

Dear and illustrious Sir,

O! how sweet to me was your last consoling letter! I accept with deep feelings of gratitude your
offer to become a Father to me. Be assured, my dear Sir, that from me, you will never experience any
other sentiments than those of an exceedingly affectionate son.

I am very impatient to proceed to Bologna, and from thence, in your name, to pay my respects to
Signor Bigari, and see the beautiful things there; but this picture of Rubens still stands in the way of
it, which, with <{much> grest temerity, I undertook, without considering the great labour it
involved, as it contains no less than nine principal figures, besides a horse and trophies, and many
small figures in the background; but now it is pretty forward, and I hope, Sir, you will be pleased
with it. Besides this, I took the opportunity, when the Academy was held in the day time, to paint
one of the figures in oil; I have given him the attributes of Time, and have had the model at home to
finish it from the life. The Academy is now held at night, but hitherto I have seen no great wonders
there; [ am silent, but say in my heart, how much better is the little Studio of the Chevalier, than the
Florentine Academy with all its decorations. I have seen the Abbey Mischiali, who has just set off for
alittle village a few miles from Siena; he told me that Myterd <Monsignior> Anilsi had taken away
his portrait with him; I am very sorry I could not finish it, but I hope he will not expose it, in its
present state, to the criticism of the public.

I think, Sir, you will not be displeased to be informed of the preparations that are being made here
for the arrival of the new Sovereign, which are proceeding very slowly. At the Palace they are
adding wings to it, which were in the original design, but had not yet been executed ereeted; in the
interior every thing is in confusion, they have brought plasterers and workers in stucco from Milan,
but they succeed very badly, having to imitate the incomparable ornaments of Pietro da Cortona:
Some of the rooms are being painted by the best fresco painter here, which being at a great distance
from those of Pietro, do passably well; but Rigaud, while perambulating el these apartments, thinks
and knows who ought to be employed to direct all these works. At the Gallery they do not yet think
of restoring those which were destroyed by fire two years ago: In this Gallery there are two small
pictures by Signor Franceso Trevisani, one representing the dream of St. Joseph, and the other the
Virgin feeding her Child with a spoon; — they are carefully finished and most beautiful! I have made
drawings from the four original Auroras of Michael Angelo. I seem to wish to take them away with
me to Turin, together with the many other fine things I have seen.

I beg of you, illustrious Sir, not to reckon me amongst the number of those who have only
abandoned your Studio to come and kick their heels upon the stones of every city of Italy, and then
return to their own country more ignorant than ever; although day and night I think of returning
thither, yet at the same time, in so doing, I desire it may not be said that I have simply made an
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excursion of pleasure; but, if it please Heaven to second my endeavours, that it may rather be said, I
have gathered some fruit by the way. I have much more to say, Dear Sir, but the paper fails me; it
must therefore be at some other time, or viva-voce, only beseeching you to believe me for life,
Ilustrious Sir,
Your Humble Servant
and Disciple,
J. Francis Rigaud

To the Chevalier Beaumont
Historical Painter to the King of Sardinia
Turin.”

Having finished his large copy from Rubens representing Hercules between virtue and
vice; he-immediately (the young painter> set off from Florence, on the last day of the year,
and in company with another young Artist of the name of Bianchesi, and entered Bologna
on the 2" of January 1765. A few days after his arrival, he was admitted a Student of the
Clementine Academy, where he studied diligently during a whole year, from the antique
and from the living model; and also, during the same period, went through a course of
mathematical studies in the University of the same City. He studied much the works of the
Carraciin the Farnese Gallery, which he greatly admired, and formed his own style chiefly
in accordance with the principles of that celebrated School of Painting (Art>. Besides these
various studies, he painted two whole length portraits, and a small picture of a Virgin with
the infant Jesus ¢surrounded> with cherubim, St. Anthony and St. Pancras; designed for an
Altar piece. He also painted a set of pictures, the description of which, together with
remarks thereon, are extracted from his own memoranda. “Bologna, 1765. Four Pictures,
of which the First represents Diana metamorphosing Acteon into a Stag. — Of this, the
landscape was judged very fine. The Second, Diana and Apollo who, to avenge Latona
their Mother, kill all the children of Niobe. — It was thought that this expressed the subject
well. The Third, Diana visiting Endymion whilst asleep; a night subject, which I
enlightened with the flambeau of love. — This was considered to have a fine effect. The
Fourth, Diana receiving Iphigenia in heaven. — This, according to my opinion, was not
worth much. All of them by order of Count de Bianchi, Senator of Bologna, and
Gentleman of the Chamber to the King of Sardinia, to whom I was recommended, and
who gave me nothing for all these works but his table and apartments in his Palace, not
even reimbursing me for the expence of the materials. I left his residence very much
dissatisfied with him; but I was young. Patzienza!” “In 1768 I revisited him, he shewed me
great politeness, — I forgave him all.”

However humbly he might have thought of his own works it is evident they were highly

appreciated by the most competent judges, for, on the 2% of January 1766, the anniversary

of his arrival in that city, he was unanimeously and-byscclamation—enreled-as<elected> an

Honorary Academician of the Clementine Academy of Bologna.

[Stephen goes on to record a translation of the diploma. He then gives a lengthy anecdote told him
by his father concerning two fashionable young men from prominent families who proposed to
Rigaud that he accompany them to the Convent of La Trappe, a monastery of the most severe of all
the monastic orders. On the journey in a hired carriage the young men were in high spirits, and on
their arrival the Superior received them with politeness. While Rigaud accompanied the gardener on
a tour of the grounds, his friends stayed behind to talk with the Superior. On the artist’s return, he
found that his gay companions had been ‘transformed into the very picture of melancholy,’ and after
dinner when he was to leave they told him of their decision to remain. Months later, one of these
two, clad in the coarse garb of a monk, made his way barefoot to Rigaud’s house, rousing him out of
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sleep in order to find refuge. Through signs, he had communicated his intention to escape to his
friend, who, though choosing to remain, had later slipped a purse of gold into his hand.]

Soon after this event, he [Rigaud] set off from Bologna in company with the following
Polish gentlemen — M. Vicoski; Count Collogioski, and Count Guedoski; and after a few
days spent at Florence, arrived at Rome on the 20" of February 1766.

He had scarcely had time to take a rapid glance at the chef-d’ceuvres of Art with which
that magnificent City was so gorgeously adorned, when the death of his elder Brother,
who had succeeded his Father in the mercantile house at Turin, rendered it imperative upon
him to return home, in order to wind up that concern, and finally to settle the pecuniary
affairs of the family.

Accordingly, he left Rome with a heavy heart, but with a full determination to return
thither, as soon as possible, and improve himself by a diligent study of the incomparable
works of Raffaelle, Michael Angelo, and the other great masters of the Roman School; and
without loss of time, arrived with the Courier at Turin, June the 6™ 1766.

[At one point, Stephen had considered ending Chapter 2 here and beginning 3 with the following
paragraph.]

Painters and Poets seldom excel in worldly business, it is not congenial with the natural
bent of their minds, but rather tends to abate their ardour and arrest their genius:— thus it
appears, at this time, to have acted on my Father’s mind, for, being very much engaged in
settling the mercantile affairs of the house, and in the arrangement of <domestic) fasaily-
—concerns, having now become the head of the family, with a widowed Mother inlaw and a
beloved Sister to care for, he seems to have unwillingly restrained, for a while, his love for
the higher branch of the art, and merely to have filled up his time <in a more lucrative way>
by the painting of portraits, of which the following are the principal, as described by
himself.

“The portrait of Mr. Zachary, an english merchant, whole length, the size of life,
represented sitting negligently in Madame Mussard’s drawing room, with three small
portraits over the chimney piece; the first represents my sister; the second, Miss Mussard; a
young lady whom I had the honour to instruct in drawing, who had wonderful disposi-
tions for that charming art and cultivated them well; — in a word, I esteem myself happy to
have been chosen to assist her in her studies — She was worthy to have had a Raffaelle for a
master. The third, Miss Veronica Beck. There is also a silver chandelier over the chimney
piece, and on one side, a chair covered with tapestry a 'antique. — This picture pleased
extremely, all those who saw it: it is not, however, without its faults, principally that the
said portraits on the chimney piece detach too much from their background, and form a
great obstacle to the effect of the head.”

“Portrait of HisReyal Highness the Duke of Savoy, halflength, size oflife, painted from
recollection, represented standing in his tent, making some dispositions for a battle, his
regiment of dragoons is skirmishing at a distance, his hat is on the table, with plans and a
compass: the Prince is in uniform. I had the honour of shewing it to the personage
represented, who did me the favour to say it was good, and above all well painted.”

““His Highness the Prince of Piedmont, his eldest son: it is of the same size as the other,
one hand 4s rests on his grenadier’s cap, the other is on his side, being in the uniform of a
private soldier of his Father’s regiment. The defect of this is, that it is not finished, having
had but eight days to do it in. The Duke of Savoy saw it also, but I was not present. — The
report was, that he had thought it too young.”
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“Portrait of Mr. Beriner, the English Ambassadour at this Court: he is leaning on a table,
in the attitude of considering what he ought to write. This portrait is one of the most
simple, the most grandioso, and the most resembling, and perhaps one of the best I have
painted; with the exception that it is not so much finished as some others. I presented this
picture to his Excellency as an acknowledgement for his kindness, during six months, in
giving me instruction in the english language.”

“I repainted the head in a very old picture, justly believed to be one of Leonardo
da Vinci’s. The dress was superb, but the head had been utterly destroyed by some
ignoramus, who had had it in hand; I therefore repainted it entirely; and I had the pleasure
to hear it praised and taken for genuine by some persons, who did not know that I had done
it.”

“Given to my Mother in Law, — her own portrait. It resembles her perfectly, the head
comes out and triumphs well; all the rest of the picture being obscure; but the hands are not
so well, and the draperies are heavy. She took it with her to Bobi in the Valley of Lucerna,
the spot she had chosen for her retreat.”

He was now advised, by some of his friends to reassume the honorable name of Dutilh,
which his father, as a merchant, could not have done without introducing confusion in his
mercantile affairs; but, having already acquired a reputation as an Historical Painter by the
name of Rigaud, with the honourable distinction of being a<n> Mem Academician of the
Clementine Academy of Bologna, he determined to continue that name by which he had
distinguished himself, <and> by which also he had known his beloved father; and therefore
from that time to the day of his death, he ever retained the name of Rigaud.
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Chapter 3: 1768-1771

{Having now at length settled all the family affairs at Turin, he hastened to return to Rome,
that emporium of the Arts> which he had so reluctantly quitted; and <bidding> taking an
affectionate farewell ef <to> his mother in law, and his only sister, — set off on his second
journey through Italy the 8% of January 1768. He travelled in company with a friend,
named Visca, through Piaceniza, Parma and Bologna, and stopping at each of these cities,
and almost all the little towns of Romagna through which they passed to see whatever they
contained that was worthy of notice — he reentered Rome, with inexpressible delight, on
the 12% of February in the same year.

I have no means of tracing the exact course of his studies during the two years of his
residence in that city; but [ know that he drew much from the living model at the Academy,
from the Antique, and from the works of Raffaelle at the Vatican, having had the advantage
<in my youth) of copying many of those his drawings. Of the Pictures he painted during
the same period, the following is an account from his own Memoranda.

“Sent to Turin a Portrait of Raffaelle, which I copied from the School of Athens, at the
Vatican; I added to it a hand and all the rest, making it a half figure, size of life.”

“Copy of the Portrait of Raffaelle’s mistress, painted by himself at the Barberini Palace to
serve as a companion to the other. I did it without changing any thing, exactly like the
original; and I had the satisfaction to hear people say ef4tthat they had never seen any copy
like it of that figure.”

“The portrait of Mr. De Lolme, Counseller of Geneva, on his passage through Rome;
there is only the head in this picture, and I had not time to finish it, because he only allowed
me three days to do it in; — however the likeness is there.” This was the author of the
celebrated work On the Constitution of England.®

“For Mr. Langhaus, architect and superintendent of buildings to Prince Arfeld, for
whom he is erecting a palace at Breslau, partly on the model of the Academy of France <at
Rome> — several sketches, amongst others two for the Arms of the Prince over the door of
his Palace, one supported by Genii seated on Lions, the other by the Lions alone.”” Another
for Statues to be placed on the pediment — namely Peace in the center, <and> with Slaves on
each side, with very little difference between them.”’ (Also> and a design for the pediment
itself, of Fame with <& Genius holding> the emblem of eternity; <also> Sketches for four
groups of Genii, to hold the lamps upon the staircase: besides a score of tinted drawings of
Vases, Altars, Fountains, Utensils, Seats and other antiquities.”

“Hope nursing the Love of Glory.” “I have personified Hope by a <female figure>
woman seated, her left elbow resting on an altar and her hand on an anchor; with the other
arm she seems to recieve and press to her bosom the love of Glory, <in the form of a cupid>
who throws himself into her arms, sucks her breast <whilst> looks<ing> at her and offering
her a crown of oak leaves: She turns her head towards a Statue of Minerva, placed en alittle
farther back. She is dressed in white, with a green drapery thrown over it, and her feet are
naked. The child has flaxen hair, is crowned with Laurel, and has wings; She has black hair
and is crowned with peach blossoms. The altar on which she rests is in the form of a
pedestal, on the principal front of which there is a bass-relief representing Alcides burning
the Lernean Hydra. The background represents a kind of open temple, half concealed by a
drapery, which forms the prineipat<greatest part of the> ground of the whole picture. The
principal light is on the body of the woman, carried off on the objects that surround her —
as the child, who is also in the mass of light, and it is recalled on <one of her> the knees ef
which, with the exception of {the foot> ene-efherfeet is that part of the picture that comes

47

This content downloaded from 78.33.29.103 on Tue, 12 Feb 2019 12:08:34 UTC
All use subject to https://about.jstor.org/terms



[see Fig. 4]

A MEMOIR OF JOHN FRANCIS RIGAUD

nearest the eye of the spectator. The mass of obscurity is derived from the shade of her arm
over all the rest of the figure, and from the natural shades shadows of the other objects,
disposed in such a manner as to produce large masses: Such is the description of the picture.
I have introduced very few ornaments, merely these-that (such as> were useful, but
nothing more, not to fall into the error of those who, thinking to embellesh their pictures
by filling them with things to attract the sight; but if there should be any beauty in mine, I
have endeavoured that it should consist in the composition and execution of the figures of
which it is composed, and not in any thing else that would have been foreign to the subject:
— if T have not succeeded, it is not my fault, <for> I have spared nothing to that end. I would
have worked longer upon it, for it has still many defects which have not escaped me, but I
feared to <labour it too much> makea pastieeio efityand makeit cold, —inshort, to make a
pasticcio of it; it is but too much inclined to that fault already, particularly in those parts that
have been too often repainted. I hope, that in the first picture I shall paint to correct myself
in many things <by what>-whieh | have learned in the doing of this; amongst others things,
not to give a touch <to any+hing part> without first having & well in my mind the effect,
the colour, and the movement I wish it to have. By that means I should do it much quicker,
I'should be more certain of my work, and there would be mueh more freedom in the touch.
I have written in a separate memorandum book the different opinions of the persons who
have seen this picture; but, unfortunately for me, I do not well know if they are sincere or
not, having been pronounced in my presence. I should like for once to hear them without
being seen; I should not fail to profit {thereby> by-thess; but this good fortune will never fall
to my lot. I have sent this picture to Parma to Mr. J. F. Mathey engineer and mechanician to

the Duke.”
“Portrait of Mr. [Johan Tobias] Sergell a Sculptor and pensioner from Sweden. — My

great Friend. I had begun this the week before Heft my departure from Rome, reckoning to
do only the head, <and> not having much time, I therefore took a very small canvas;
however, I have introduced a hand holding a medallion of my self, from the one he made
and gave me in exchange. I think this portrait is {very like and> one of the best I have done
—or at least, soI am told.””

He painted several other portraits of Artists then studying at Rome <to whom he) and
liberally gave them as memento’s of friendship or in exchange for some little specimens of
their performances. One other original picture he painted about this time and it is one of his
finest works <representing) -t-he—sa-bjeet—ef—wh-leh-ls (The subject of which is> Hercules
resting from his labours. He is represented in a bending posture with one knee on the
ground, and reposing with both hands the whole weight of his body on his massive club;
the head looking downwards. It is a finely composed figure, larger than life, the drawing
admirably correct, displaying a thorough knowledge of the human figure, and in the
grandest style — completely of the Roman school. It is remarkable that my Father made no
entry of this picture amongst the rest in his memorandum book; but he brought it with him
to London, and told me he had painted it at Rome.

At this time his beloved Sister married Mr. Collomb, a Merchant at Vevey in Switzer-
land, who has left the following memorandum on the subject. “In March 1770 I married
Miss Isabella Rigaud Dutilh, of Turin, descended from a noble family of Dauphiny. This
marriage, although rather opposed by interested views, has at all times constituted my
happiness.”

Having now resided for upwards of two years in Rome, diligently studying the works of
the Old Masters, and at the same time employing himself in painting original pictures,
whilst surrounded with the chef-d’ceuvres of Art, and having an opportunity of comparing
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his own productions with theirs; — my Father thought the proper time had arrived to visit
other parts of Italy, for his further improvement: He therefore set off with the celebrated
James Barry, an Irishman, afterwards Professor of Painting to the Royal Academy; and left
Rome with him on the 22”4 of April 1770.8

[Stephen mentions a song in the Roman idiom written by his father in the chaise as he was leaving
the city. However, the four following pages on which the song presumably appeared have been cut
out, the threaded corners alone remaining. ]

Thus, in company with Barry, and travelling in the calash of the regular courier, he arrived
at Florence on the 26 of April: and having already spent so much <time> efhis in that city,
during his first journey in Italy, he now remained there only a few days, and with his
brother Artist, proceeded to Bologna where they arrived on the 9 of May. About this
time he wrote the following lines, in reptanswering the letter of a person who wished him
happier years than the preceeding.

“Depuis le jour charmant ot j’ai pris les pinceaux,
Pour satisfaire au gout qui malgré moi m’entraine,
Pour moi, mon cher Ami, il n’en est de plus beaux
Que ceux ou votre main me trace mon etréne.”’

He again took up his residence at the Count Bianchi’s, where he painted a half length
portrait of the Countess, and retouched that of the Dean, which he had left unfinished, not
having had time to complete it during his former visit: and in compensation for all this,
according to his own statement, ‘“The Count loaded me with compliments but nothing
else!” But there was nothing mercenary in my Father’s mind; it soared above these little
things, and still it hovered o’er the City of the seven hills, — or lingered at the Vatican as the
following lines of his will testify

“Raffaelle est un nom qu’il nous fait réverer;

Nous sommes ses disciples, et nous devons I'aimer;
Par lui seul des talents les chemins sont ouverts,

Sa renommée est grande, et rempli 'Univers!”

[Stephen also supplies an English translation. ]

He set off from Bologna, alone, and passing through Modena and Réggio, arrived at Parma
on the 30 of July 1770.

Notwithstanding his enthusiastic admiration of the great Masters of the Roman school,
he became fascinated with the loveliness of the famous picture belonging to the Cathedral
of Parma, there known by <under> the name of The Daylight of Correggio, from the
remarkable brilliancy of its tone; or, as it is more generally designated, the St. Jerome. He
thought a few months might be advantageously employed in copying this wonderful
picture, and immediately commenced the arduous undertaking.

The subject is the Virgin Mary, with the infant Jesus, Mary Magdalen, represented
kneeling and kissing his feet, and St. Jerome standing by. The complexions of the several
figures — the Mother, the Child, the Magdalen, and the Saint, are all clear and beautiful,
yet all varied according to their different ages and characters: the whole is designed with
inexpressible grace, particularly the heads and extremeties of the figures, but its crowning
excellence consists in its exquisite colouring, and in the extraordinary breadth of its
Chiar’oscuro, My father had every facility afforded him to examine closely every part of
this admirable picture, all the time he was eng[a]ged in copying it, having been provided
with a moveable stand or scaffold; and he has frequently told me that, such was the
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exquisite softness and suavity of the outlines-was and the sweetness of pencilling by which
they were blended and melted into the background, that it was impossible, while near to
determine exactly where they really were, which could only be done by viewing them at a
proper distance. He had several offers for this picture; his own account, in reference to it, is
very concise: he says “This copy is as large as the original, and drew forth universal
applause: Monsieur de Montigny purchased it.” This great work occupied nearly the
whole of his time, while at Parma, and completed his studies in Italy.®

His friend Barry having rejoined him, he set off in company with him, for Turin, on the
17 of January 1771 and passing one day at Milan, arrived there safely on the 23 But
though his love for Art was warm and enthuiastic, yet it could not in the least degree
diminish his admiration of the sublime and beautiful works of Nature — nay he enjoyed
them all the more on that account; and the patriotic feelings glowing in his breast, as he
approached his native land, gave them a still higher zest. The following lines, written by
him, express his feelings on this occasion.

“On perceiving the Alps at a distance, on my return from Rome.”
“Je revois ma chere patrie;
Le plaisir inonde mes sens,
Piedmont tu m’as donné la vie,
O Dieu! recevez mon encens.”

[Again Stephen provides an English translation. At this point he considered, then rejected, the
idea of beginning Chapter 3.]

But, dearly as he loved the land of his nativity, yet, every circumstance connected with his
position at Turin, seemed clearly to point out that he was following the guidance of
Providence in leaving that country, as it proved, forever. his father and brother were dead,
his sister was married to Mr. Collomb, a merchant at Vevey in Switzerland, and his
Mother in law then resided at Geneva, so that he had no family connexions to endear <the
spot to> him te-thespet: and although his father had found it suitable to settle there as a
merchant, since commerce is comparatively free every where; yet his position as an Artist
was far different, as the only encouragement there given to the arts proceeded from the
King and his court; and ke, as a protestant in the bigotted country <he> could have no
reasonable hope of receiving any patronage from that quarter. He therefore made up his -
mind to depart; and after taking leave of his friends, left Turin on the 2™ of February 1771
to seek his fortune in some foreign land — the pencil and the pallette for his only store; the
Art of Painting his sole capital. It was natural he should turn his eye towards France, the
country of his ancestors, and bordering on that in which he was born; besides, he had with
him the copy of the famous picture of Correggio which he had sold to Monsieur
de Montigni, and wished to deliver to him in person; so he directed his steps that way;
crossed Mount Cenis on the 3*and arrived at Lyons on the 8% What were his feelings on
entering that city, from which his good and revered Grandmother, with her son, his
Father, had been obliged to fly for their lives — it is easier to imagine than to describe. He
remained but a short time there, and then pursuing <his journey> through Chalons, arrived
at Dijon on the 13" where he painted the whole length portraits of M. de Montigni
Receiver general of the State of Burgundy, and his sister, in the same picture. From thence
in Mr. de Montigni’s cabriolet, in company with Mr. Pecqueur, a celebrated musician, he
was forwarded on his journey as far as Ville Juif, to which place his friends and brother
Artists [Louis Simon] Boizot and Guibert, Sculptors; and [Jacques] Celerier <Architect);
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who had known him at Rome, came out to meet him, and in their company, he entered
Paris on the 11 of March. in-Mr—-Guibert’s-eabriolet.

As this <it> was the first time he had visited this great Metropolis, he had much to see, to
examine, and admire, and accordingly he prolonged his stay therein for several months; yet
not merely to look about him; he was too industrious and too fond of painting for that, and
he remembered the precept ‘“Nulla dies sine lined.” He painted a small highly finished
picture of Jupiter, under the form of Diana, visiting the Nymph Calisto, with Cupid, on a
cloud behind, holding back the eagle; which he sold, and left at Paris; but simultaneously
with this, he also painted another picture of the same subject and composition, with the
figures of the size of life, <and> which he brought with him to London. His own
memorandum states “Its colouring has been praised by every body — some of the Artists
have thought the touch rather too soft.”

Having now had sufficient time to look about him, and percieving the difficulty and
almost impossibility for any Artist, not having studied at the French Academy, to meet
with patronage and encouragement in France; and <having) heard a very favourable report
of the recent establishment of a Royal Academy in London, in which foreign Artists of
ability, as well as British, were equally admissible as Members, he determined to pass over
to England, and endeavur to settle himself there.

But in those days, a journey from Paris to London was a very serious undertaking, for,
instead of being able to make the transit, as at present, in a few hours; #-teelhim <then,>
without stopping any where longer than-t was <absolutely> necessary te de <it took him> a
whole week to accomplish it; as the following short account of this tedious, round about
journey, from his own memoranda, will more fully explain.

“Dect 7' Set off, by the Diligence, from Paris, for Lille, in Flanders, without any of my
companions, and arrived there, on the 9! at noon. On the 10" set off from Lille for
Dunkirk, by the diligence, and arrived <in) the seme-dey evening; Set off the 11 for Calais,
by the Caravel, or small light vessel, and arrived there the same day. On the 13 set-off
¢sailed) from Calais at three o’clock in the morning, by <in> the Post Office Packet boat for
Dover, where I arrived at three o’clock in the afternoon. On the 14 of December 1771 at
one o’clock in the morning, I set off in the public coach, from the Ship Inn <at Dover>, and
at nine o’clock in the evening, by the Grace of God, I arrived, safely in London.”
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A MEMOIR OF JOHN FRANCIS RIGAUD
Chapter 4: 1771-1773

On his first arrival in England, without any letters of introduction, and with no other friend
in London than his compatriot A. F. Haldimand Esq. <then> rew-beeeme one of the first
merchants in the City, ke <my father> naturally met with exceedingly great difficulties in
making himself known as an Artist, and in obtaining that employment which was now
become necessary to his very existence. He had spent the whole of his little property during
his seven years travels for improvement in the grand historical style of Painting which he
loved; and now he found himself without funds and without friends in a foreign land. But
he was still young, of an ardent mind; and hope never forsook him.

He had met with many englishmen abroad who had told him much respecting their
country and their countrymen; and amongst other things of Billingsgate and its manners
unpolite; so now, having the opportunity, he was determined to see the worst specimen of
the inhabitants of that great Metropolis he meant to make his home; and accordingly, rose
very early on the first morning after his arrival, and went there immediately, alone; and
though dressed as a gentleman in a foreign costume, and attracting the attention and
curiosity of all the fishermen, and fish women of that sweet place, he was not insulted, and
went back to the inn where he had taken up his quarters, satisfied with his experiment. He
then called on his friend Haldimand, who at that time lived in St. Mary Axe, and not
finding him at home, told the servant, who happened to be the cook, to inform her master
that “Mr. Rigaud had called to see him. — Do you think you can remember the name?”
“Oh! yes, certainly Sir, I shall think of a ragout; I'll be sure to recollect it.” On
Mr. Haldimand’s return, the cook told him “A strange Gentlema[n] has been here, Sir,
with such a funny name! — dear me! I've almost forgot it — Oh! now I remember,
Mr. Fricassee, Sir.” Of course Mr. Haldimand could not guess who it could be; till upon a
second visit, the mystery was explained, and they had a hearty laugh together at the
incident <and a very happy meeting after so long a separation.> But there were some
remarkable circumstances in the early history of these two friends that deserve to be
recorded. Their Fathers were <friends;> both of them protestants, settled as respectable
Merchants at Turin, and they themselves were united in friendship to each other from their
earliest childhood;they both <their parents intended bringing them up in the mercantile line
they both> had a great love, and natural talent for Painting, Mr. Haldimand particularly,
who painted at that time {painted> some very pleasing pictures, and had serious thoughts of
following the art as a profession, but yielding to the wishes of his father, gave up the pallet,
and eventually settled in London as a Merchant. My Father, we have already seen;
{pursued> fellewed a different course; his love of painting prevailed over every other
consideration; he gave up the counting house, and followed his darling Art: the conse-
quence was that, after several years absence from each other; when they met again,
Haldimand was the rich merchant! — Rigaud — the Poor Artist! “The lot is cast into the
lap; but the whole disposing thereof is of the Lord.”

This was, indeed <his> the night of adversity with-hirs. It is melancholy to read the
following memorandum as written by one who was already a Member of the Clementine
Academy of Bologna, and ardently aspiring for an opportunity of executing some great
work of art by which to immortalise his name ‘“Reduced by necessity, on arriving in
London, to do whatever presented itself to get a little money, I was obliged to colour a
plaster cast of a bust by Nollekens, representing a Mr. Levi, a work more suitable to a sign
painter for a periwig maker, than for me!”” He painted at this time several portraits at the
low price of five guineas for a head; also “the portrait of Nollekens half figure, the size of
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life, leaning on the bust of Dr. Sterne; The likeness of this portrait was very much praised;
but the situation in which I found myself at the time I did it, does not permit me to judge if it
be good or bad.” The following memorandum of my Father’s concerning this picture,
strikingly reveals the respective characters of the Painter and Sculptor referred to. ‘“Painted
it gratis, or rather, as a testimony of thankfulness for the kind manner in which he received
me on my arrival in London.” “My own portrait painted on occasion of the departure of
Mr. Brandouin for Vevey, to send it to my Sister, it is of the size of life and very like, but I
did it so quickly that I had not time to finish it. It is all painted at once, consequently rather
pale in colouring. I did not even take the trouble to change the hand that paints, but made it
as [ saw myselfin the glass, that is, to say — painting with the left hand.” He also painted a
small whole length portrait of his friend Mr. Haldimand;!® a family picture of Mr. &
Mrs. Bliss and their two daughters; and a portrait of Palmer the actor. The only picture of
the poetical kind which he painted this year was <a> Cupid sharpening his arrows. His first
residence <in London was No. 20 Frith Street Soho, the neighbourhood in which many of
the Artists at that time resided.>

Atlength the opportunity, so long and so ardently desired, presented itself of shewing his
works to the British public at the Exhibition of the Royal Academy, which was the fourth
that had taken place since its institution <by His Majesty George the Third> on the 1 3% of
December 1768 and was at first held at the Exhibition Rooms in Pall Mall. In 1771 {the King)
allotted to the use of the Royal Academy the Old Palace of Somerset House, in the Strand,
built in the year 1549 by the Duke of Somerset, Lord Protector and Uncle to Edward the
sixth. It was afterwards the Palace of the Queen of James the First, by whom it was greatly
enlarged and beautified.  have heard my Father speak of it as being, on his arrival in England,
a very magnificent Building, with spacious and beautiful gardens reaching down to the
banks of the river; and where the Schools, Lectures, and Library were held, although the
Exhibitions were continued in Pall Mall, for want of a proper exhibition light in the old
Palace of Somerset House. My Father sent three Pictures to this Exhibition [of 1772]. The
first a Hercules resting from his labours, of the size of life: this picture, painted at Rome,
proved that he had not been there in vain, for it was in the true Roman style — grandly
conceived and exquisitely drawn; 11 the second represented Jupiter under the form of Diana
visiting the Nymph Calisto, from Ovid, alarge picture, figures the size of life, correctly and
gracefully drawn, sweetly coloured and highly finished;2— the third Portrait of Nollekens
the Sculptor. These Pictures at once established his reputation, andinthe following month of

November 1772 he was elected an Associate of the Royal Academy.
Notwithstanding the honorable distinction thus conferred upon him, so ardent was his

desire of improvement, that he continued frequently to study in the Life Academy, as
appears by the following memorandum “December 19. 1772. A female Academy figure,
drawn in the Royal Academy; Mr. [Jeremiah] Meyer, being the Visitor, had set the model,
and my drawing pleased him to that degree that he made me understand he should like to
have it; I therefore offered it to him, and he immediately accepted it: — the attitude was
pretty, and I had drawn it gracefully; but neither the hands nor feet were more than
sketched, having had but two evenings to draw it in.”

This year [1773] he exhibited the following six pictures. +* Cupid sharpening his
arrows; 13 2™ The Sybil asking Apollo to let her live as many years as she held grain