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Le Jupiter olympien and the Rediscovery of Polychromy in Antique Sculpture:
Quatremere de Quincy between Empirical Research and Aesthetic Ideals

In an article published in 1827 in the New Monthly Magazine
Stendhal, later to achieve fame with his novel Le Rouge et le
noir, reported on a meeting of the Académie des Inscriptions et
Belles Lettres. At one point he remarks that ‘le grand M. Qua-
tremere de Quincy fit son apparition. C’est le plus ennuyeux de
tous les membres de 'Institut.”' This low opinion of the archae-
ologist and art theorist no doubt resulted from Quatremére de
Quincy’s championing of the Classicists in their often heated
aesthetic dispute with the Romantics, a cause to which he was
able to lend powerful support as an important official of the
Académie des Beaux-Arts. Pace Stendhal, Quatremére is among
the most interesting and original archacologists of his time, not
least by reason of his pioneering research of the polychromy of
Antique sculpture, in particular that of Ancient Greece.

Born into a respected merchant family in Paris in 1755, Qua-
tremeére studied sculpture in Guillaume Coustou’s Paris studio,
but broke off his training when the death of his mother in 1776
left him in the fortunate position of receiving a small pension.”
This enabled Quatremére to visit Rome to study the sculpture of
Antiquity (colour plate VII, fig. 1)." He did not return to France
until 1785. The following year a tract he had written on the in-
fluence of Egyptian art on that of Ancient Greece won him the
Prix de Caylus and, during the first years of the Revolution, he
was appointed to a number of influential political posts due to
his energetic support in the battle for artists’ rights. In 1794,
however, he was denounced and arrested, yet, after being creat-
ed a member of the Académie des Inscriptions et Belles Lettres
in 1804, he re-entered the public arena as a loyal follower of the
monarchy during Napoleon’s Hundred Days rule in 1814-15. In-
undated with offices and honours, Quatremére became Royal
Censor, a member of the Legion of Honour, Inspector of Public
Arts and Monuments, a member of the Conseil Honoraire des
Musées pres de la Maison du Roi, editor of the Journal des Sa-
vanis, Professor of Archaeology at the Bibliothéque du Roi and,
for the second time, Deputy for the Département of Paris, His
most important post, however, was that of Permanent Secretary
of the Académie des Beaux-Arts in Paris, a position he held
without interruption from 1816 to 1839 (fig. 1). This key office
made Quatremére the most influential and the most hated cul-
tural personality in France, for it enabled him, a pugnacious ar-
chaeologist and Classicist, to control artistic activity in the coun-
try for over two decades.

Quatremére’s significance in the present context is as the au-
thor of Le Jupiter olvmpien, ou L'Art de la sculpture antique
considéré sous un nouveau point de vue (The Olympic Jupiter,
or The Art of Antique Sculpture Considered from a New Point of
View), which he published in 1815 and dedicated to Napoleon
as the Emperor’s ‘very humble and loyal subject”.* This volume,
its title concealing almost as much as it reveals, contains noth-
ing less than the first history of polychromy in Antique sculp-
ture, with the emphasis, natural at the time, on Greece. Discus-
sions of colour in Antiquity rarely fail to mention Le Jupiter
olympien, so it comes as something of a surprise to discover that
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Fig. 1. Julien Léopold Boilly, 4. Ch. Quatremére de Quincy, 1820; litho-
graph; Bibliothéque Nationale, Paris.
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its methodology and place in the historiography of the subject
have never been studied in detail.

In Les Mots et les choses: Une Archéologie des sciences hu-
maines (The Order of Things: An Archaeology of Human Sci-
ences) the historian and philosopher Michel Foucault used dis-
ciplines as various as biology, linguistics and economics to draw
attention to a rupture in the intellectual life of the eighteenth
century. Caused by a lack of confidence in the possibilities of
pure knowledge and the feasibility of depicting the world in lin-
guistic terms, this rupture gave rise to two different movements
— positivism, a continuation of eighteenth-century empiricism in
a more radical form, and idealism, an attempt to revive meta-
physical interpretations of the world.” Quatremére’s position be-
tween these two poles is ambiguous, the result of his own role as
both an archaeologist and a theorist.
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His history of coloured Antique sculpture, the product of over
thirty years’ work, represented an attempt to enrich Classical ar-
chaeology by an entirely new topic of study, which, in turn,
would revolutionize the discipline as a whole. It thus formed
part of a wave of new sciences and specialist subjects that began
in the second half of the eighteenth century and continued into
the first decades of the nineteenth.” Archaeology itself had been
given an impressive foundation by Johann Joachim Winckel-
mann’s Geschichte der Kunst des Altertums (History of the Art
of Antiquity) of 1764, which tried to place the study of Antique
art on a scientific footing.” Quatremére noted in Le Jupiter
olympien that, together with the Antique works of art that he
himself had seen in Rome and Naples, it was Winckelmann’s
writings that had awakened his passion for the sculpture of An-
tiquity” and he paid tribute to the German's importance as the
founder of modern archacology: ‘Winckelmann donna une
grande impulsion a 1"étude de I'antiquité...par la seule concep-
tion synthétique de son ouvrage’.” Quatremére, too, aimed at a
‘synthetic conception’, a study that united countless individual
observations in a single overall picture. If he wished to equal
Winckelmann’s achievement he would need to modify, even de-
construct, both the latter’s findings and the work of Winckel-
mann’s French counterpart, the Comte de Caylus, to whom Qua-
tremeére, as a recipient of the prestigious Prix de Caylus, indi-
rectly owed his academic career.

The present-day reader will be surprised by the programmat-
ic single-mindedness and confidence with which Quatremére
set about re-inventing the discipline of Classical archacology. To
use the terminology of the philosopher of science Thomas
S. Kuhn, he sought deliberately to introduce a shift of para-
digms. an approach that can be studied in exemplary fashion in
his work. Kuhn showed that crises occur again and again in ‘nor-
mal” science, which is defined by certain paradigms and ex-
hausts itself in the ‘determination of significant facts, matching
of facts with theory, and articulation of theory’."" Inexplicable
anomalies lead to uncertainty in a discipline and to the need for
new explanatory models. These cannot gain acceptance among
specialists, however, until they have been promoted to the extent
that new paradigms are created.' In Quatremére’s day and field
the unsettling anomalies were Antique sculptures that showed
traces of colouring and that were made of materials of various
colours, for they did not accord with the accepted view that
sculpture in Antiquity had been monochrome. Propagation and
establishment of the new paradigm necessarily entailed the
downfall of the proponents of current orthodoxy. In his work of
1815 Quatremére did not hesitate, therefore, to follow his praise
of Winckelmann by excusing the German’s failings: ‘Winckel-
mann n’avait pu embrasser, ni peut-étre soupgonner tous les
points de sa circonférence.””” Quatremére then delivers the
crushing blow: ‘le nouvel historiographe de I’art antique [i.c.
Winckelmann] n’avait pas pénétré fort avant de la connaissance
des divisions que comporta jadis le domaine de la sculpture...il
n’avait jété qu’un coup-d’eil incertain, et répandu que de faibles
lumiéres sur ce qui constitua les diverses maniéres, les dif-
férentes sortes de travail des productions de I’art, les diversités
de gout, d’effet, de composition, et de génie propres a chaque
genre d’ouvrage.'"’

Quatremére’s criticism was not without justification. In
Geschichre des Altertums Winckelmann mentions Greek clay
figures that were painted red and figures that were partly gilded;
sculptures made of gold and ivory or constructed from wood for
the torso and marble for the head, hands and feet; figures that
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were clothed and, finally, a statue of Diana found at Hercula-
neum that had painted hair and garments. Yet he ecither dated
these pieces to the early period of Greek sculpture or simply de-
clared them to be exceptions that proved the monochromatic
rule, thus failing to recognize their true significance." For him
and his contemporaries, sculptures of white marble were both
the rule and the ideal in mature Greek art, for, as Winckelmann
argued in his characteristically sensuous vein: ‘Da nun die
weisse Farbe diejenige ist, welche die mehrsten Lichtstrahlen
zuriickschickt, folglich sich empfindlicher macht, so wird auch
ein schoner Kérper desto schoner sein, je weisser er ist.”"” In
Mémoires de 1'Académie des Inscriptions et Belles Lettres and
Récueil des Antiquités the Comte de Caylus, who was important
to Winckelmann by reason of his comparative approach to
Antique art, also mentioned sculptures bearing remains of poly-
chromy or made of different-coloured materials, but he consid-
ered these pieces peripheral and, even more strongly than
Winckelmann, rejected them as aberrations of Antique taste. Of
the statue of the Parthenon Athena, which has survived in liter-
ary descriptions only, Caylus writes: ‘Cette statue de Minerve
présente encore une difficulté, elle était d’or et d'yvoire, et elle
avait a ses pieds un serpent et un sphinx de bronze. Quel alliage
de couleurs et de matiéres!”'

Behind this rejection of coloured Antique sculpture lay the
Neoclassical theory of art, which enjoyed general acceptance at
the time. According to this view, a strict division existed between
sculpture and painting: the former was defined by form, which,
like the ‘dessin’, the drawing or line in painting, was alone ca-
pable of reflecting the genius involved in the act of ¢creation and,
above all, the idea of a work of art. Fully conscious of these at-
titudes, Quatremére presented himself as the bringer of enlight-
enment who would overturn ideas and scholarship based on
prejudice. Confidently, he wrote: ‘Je me flatte...a étendre ce
nouveau domaine de I'antiquité, et 4 détruire des préventions
dont quelques-unes me paraissent avoir leur source dans le dé-
faut absolu d’observation, et dans |’ignorance méme des faits.""”
As a dispassionate observer, Quatremére found the causes of
this ignorance not only in the Neoclassical theory of art, but al-
s0 in contemporary artistic practice: not only did polychrome
Antique sculpture contradict orthodox opinion; sculptors of his
own day created works only in white marble and thus set the seal
on aesthetic convention. This prevented archaeologists, strongly
influenced by artistic theory and practice, from recognizing that
Antique sculpture had been coloured: *Car...la connaissance [de
I"art polychrome] n’a manqué jusqu'ici a I"histoire de I’antiqui-
té, que parce que les artistes n’ont jamais dirigés par la pratique
de la sculpture moderne, vers la recherche de I’art des assem-
blages ou les ouvrages a compartiment.’"* Quatremére here voic-
es the relativist opinion, astonishing for the time, that thinking is
determined by experience gained during a particular time.

It was this very knowledge of historical determinants that en-
abled Quatremére to break through the vicious circle of theory
and artistic practice. Exaggerating, one might even claim that it
was only the type of historical consciousness developed in the
aftermath of the Enlightenment and the French Revolution that
permitted the phenomenon of coloured Antique sculpture to be
accepted and appreciated."” A crucial part of this consciousness
consisted in recognizing the difference between one’s own times
and Antiquity. Quatremére expresses this with exceptional clar-
ity when he says ‘le monde ancien...venait se mettre en paralléle
avec le monde moderne™ or speaks of the ‘vide immense, que
le temps et la destruction ont laissé entre les anciens et nous’.”!
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This historical awareness of difference culminates in Qua-
tremére’s much quoted saying (which is often misunderstood as
pure empiricism): ‘Il faut se persuader que les anciens em-
ployérent les arts tout autrement que les modernes.™ Antique art
was so different because, Quatremére held, it came to being in a
different social context. Hence, art can be understood, and
should be judged, only with reference to its time and to the oth-
er conditions under which it arose: ‘On doit donc...pour bien
juger, rapprocher I’espéce de goit qui fut particulier & ces ou-
vrages, du genre des causes qui les produisirent et des effets
qu’on en exigeait. Il ne faut pas isoler les monuments des opin-
ions, des sentiments, des affections avec lesquels ils étaient
nés.’”™ These thoughts lead to a statement that would seem to an-
ticipate the tenets of the famous nineteenth-century German his-
torian Leopold von Ranke: ‘Il faut...juger seulement en elles-
mémes, des choses.™

This remarkably dispassionate, historical view of Antiquity
had its roots in France in the ‘querelle des anciens et modernes’
(dispute between the Ancients and the Moderns) sparked off
during a session of the Académie Frangaise on 27 January 1687
by a poem of Charles Perrault’s in which, contending that the age
of Louis XIV equalled that of Emperor Augustus of Rome, he
wrote: ‘[Les anciens] sont grands, il est vrai, mais hommes
comme nous.”* In its early eighteenth-century continuation as a
quarrel between Homer's admirers and detractors, this dispute
finally led to the ‘historicization® of both Antique and contem-

porary literature and to a ‘relativization’ of both Antique and
modern models.” These attitudes inform the second part of
Winckelmann’s Geschichte der Kunst des Altertums, in which
the history of art is connected with historical and political events
to produce a survey of the familiar growth-flowering-decay
type,” a cyclical biological model to which Quatremére also re-
mained true. Quatremére could scarcely have adopted such a de-
tached view of history, however, had he not experienced at first
hand, as a participant in the French Revolution, the speed with
which the world can adapt to altered political and social circum-
stances.

Returning to the subject of polychromy, we note that three in-
explicable anomalies gave rise to Quatremére’s revolutionary re-
vision of notions of Antique art: references to coloured sculpture
by the Ancient writers Pausanias and Pliny the Elder; reports by
travellers of new discoveries in Athens; and the observations that
Quatremeére himself had made at the excavations of Hercula-
neum and Pompeii, in various Italian museums, particularly in
Rome, and in the Musée Napoléon (now the Louvre) in Paris.”
It was above all Pausanias’ mention of lost chryselephantine cult
statues by Phidias that aroused Quatremére’s interest, awakening
in him a desire to explore the phenomenon of polychrome sculp-
ture. Aware that, in order to achieve success as the brilliant
founder of a science, as a *second Winckelmann’, he would need
to appear as a discoverer, Quatremére placed himself in the best
possible light in Le Jupiter olympien: *En me représentant ces
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grands ouvrages de I’art, la haute célébrité dont ils jouirent, la
rénommé de leurs auteurs, je fus de plus en plus frappé, et du
silence des critiques modernes sur une si noble partie de I’art
antique.’”

Antique mentions of lost cult images were complemented by
first reports of remains of colouring found on sculptures from
the Parthenon and the ‘Theseion” in Athens. Quatremére, who
never visited Greece, was in contact with the collector Choiseul-
Goulffier, the engineer Fougerot and the French ambassador in
Athens, Fauvel, all of whom had assisted in the removal of the
Elgin Marbles from the Parthenon in the early years of the cen-
tury and told Quatremére on several occasions that the sculp-
tures bore traces of colour (figs. 2, 3).* Further support for the
idea that the sculptural decoration of the Parthenon had origi-
nally been coloured was provided in The Antiquities of Athens
(1787) by the Englishmen James Stuart and Nicholas Revett,
who drew attention to the many holes drilled in the sculptures
for the attachment of metal reins and various attributes.’' These,
Quatremeére felt, confirmed that the traces of colouring were
original.** From his informants’ observations on the polycromy
of the Parthenon sculptures he concluded: ‘Sans étre ce qu’on
peut appeller peinte...elle [la sculpture] avait des parties teintées
dans différentes maniéres, qui tantdt la détachaient du fond sur
lequel les couleurs étaient appliquées, tantot indiquaient les
plans des figures par les différents tons, soit des draperies, soit
de beaucoup d’autres détails.’”* In Paris Quatremére could ac-

quire for himself possible confirmation that the sculptures had
been coloured, for the Musée Napoléon possessed a fragment
from the Parthenon frieze. Since the significance of traces of
colour was not recognized, they would have been removed dur-
ing the customary cleaning, yet Quatremére vaguely remem-
bered having seen such traces when the piece was still in the
crate in which it had been transported from Athens,™ Further
evidence of Antique polychromy was provided in 1811 and 1812
by the archaeologists Johan David Akerblad and ‘Eduardo’ Dod-
well, who reported remains of colouring on the ‘Theseion” in
Athens.*

Not relying solely on the polychromy of sculpture from
prominent Athenian temples, Quatremeére listed all pieces
known to him that bore traces of paint, the discoveries made in
Herculaneum and Pompeii being particularly welcome in this re-
spect. References to coloured sculpture in the writings of Antig-
uity completed his material.** Quatremére proceeded similarly
in the case of polylithic sculpture and of coloured bronze
pieces,’” amassing an impressive amount of evidence in favour
of his theory, which reversed previous ideas and judgements by
claiming that polychromed sculpture in all its various manifes-
tations, and not sculpture of white marble, was the chief form in
Antiquity: ‘On observe alors que la sculpture en pierre ne fut pas
celle qui donna jadis le ton aux travaux et au gofit des statuaires;
qu’au contraire elle le regut elle-méme des autres parties de Iart
de sculpter; de sorte que la matiére de ses propres ouvrages ...

Fig. 3. Poseidon, Apollo and Artemis from the eastern section of the Parthenon frieze, ¢, 440 pc; Athens,
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participa plus qu’on ne pense, du gott de variété, de richesse ex-
térieure et de parure qu’expriment les mots de Sculpture Poly-
chrome.”*

Quatremére thought that the key to determining which tech-
niques were used in Antiquity to polychrome marble sculptures
was provided by a particular philological interpretation of the
well-known passage in which Pliny the Elder reports that the
sculptor Praxiteles valued especially highly those of his statues
that had been coloured by the painter Nicias: ‘Hic est Nicias, de
quo dicebat Praxiteles interrogatus quae maxime opera sua pro-
baret in marmoribus: Quibus Nicias manum admovisset. Tantum
circumlitioni eius tribuebat.”*’ The painted decoration is here de-
noted by the term ‘circumlitio’, which Quatremére’s predeces-
sors, including the Comte de Caylus and the sculptor Etienne-
Maurice Falconet, had interpreted as signifying varnish. Yet
since Nicias painted in encaustic, Quatremeére concluded that
this must have been the technique employed to colour sculp-
ture."’ Again, he supports his hypothesis by quoting other pas-
sages from Antique writings and by adducing the empirical evi-
dence of traces of paint on Antique sculptures that he himself
had examined in Rome and Paris."’ Quatremére describes the
encaustic technique as a way ‘de colorer et de teinter les mar-
bres, sans y produire aucune épaisseur’.” He adds: ‘Ces teintes
incorporées par |’encaustique, n’ayant aucune épaisseur, et n’é-
tant qu'une approximation du ton réel des objets, ne détruisaient
pas I’opinion d unité dans la matiére, et pouvaient semble n’étre
que le jeu des nuances d’un marbre que la nature se serait plue &
diversifier”* Time and again Quatremére insists that Antique
marble sculptures were not painted in the conventional sense but
bore only ‘teintes légéres’.* In his opinion the Parthenon and
‘Theseion’ sculptures were also tinted, in a way comparable to
the hues displayed by cameos: “sans étre de la sculpture peinte,
[ils] étaient ce que j’appelle de la sculpture polychrome, ¢’est-a-
dire, qu'ils jouaient quelques-unes des apparences de la pein-
ture, sans prétendre en contrefaire les effets’.* Quatremére sup-
posed the latter type of painted sculpture to have existed only
during the early period of Greek sculpture, which had thus at-
tempted to satisfy the instinctual ‘eye of a savage or child’ by
producing a complete illusion of reality.*

We now know that this monolithic view of the colouring of
Antique sculpture, which permits works from the mature phases
of Greek sculpture to be only lightly tinted rather than painted,
is false. The fact that certain especially well preserved examples
of polychromed Antique sculpture, such as the statue of Augus-
tus from Prima Porta, were unknown at the time and that suitable
methods of scientific investigation were not available no doubt
explains this error.*” Even so, it is surprising that Quatremére —
someone who otherwise always bore in mind the problems
posed by the age of the sculptures and the loss of their poly-
chromy™® — never seems to have considered the possibility that
what presented itself in his time as a light tinting could original-
ly have been a far stronger colouring. Moreover, it is striking that
not once does he describe in detail colour traces that he himself
saw, preferring instead to report on their general effect. One sus-
pects that Quatremére’s view of the polychromy of Antique
sculpture was ultimately guided by notions he entertained as a
Classical theorist of art, that the primacy of line and form and
the strict separation of painting and sculpture simply did not al-
low him to conceive of Antique sculpture as ‘painted’. He at-
tacked his predecessors as subject to preconceptions because
they had largely ignored the colouring of sculpture in Antiquity,
but one could equally well accuse Quatremére himself of preju-
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Fig. 4. Items used in reconstructing the ‘Olympic: Jupiter’; coloured
lithograph from A. Ch. Quatremére de Quincy, Le Jupiter olvmpien,
Paris, 1815, plate XVII; Bayerische Staatsbibliothek, Munich, Res.
Arch. 218m.
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dice: he would seem to be interpreting evidence, even if less
completely so than his predecessors, in subjective terms that,
governed by specific notions of taste, represent an attempt to
bring the results of empirical study into line with a particular
theory of art, Hence, the term ‘polychromy’, coined by Qua-
tremére in 1806 as an alternative to ‘painting’,” originally
possessed Classical connotations of which we are no longer con-
scious.

The culmination of Le Jupiter olvmpien, prepared for
throughout the book, is the attempted reconstruction of famous
examples of the goldsmith's art from Antiquity, such as the leg-
endary shield of Achilles, described by Homer and believed by
Quatremére to have actually existed, and the cult images of gold
and ivory from the time of Phidias, all known only from the writ-
ings of Antique authors.” Quatremére’s intention was not pure-
ly archaeological: his reconstruction of these works, which he
terms ‘incomparably the greatest masterpieces of Greek art’,”!
was to provide contemporary artists with a hitherto lost source
of inspiration and models.” He therefore illustrated his text lav-
ishly with hand-coloured lithographs of the pieces he had re-
constructed, turning the volume into a precious artefact.™ Pride
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of place went to the *Olympic Jupiter’, the colossal statue of the
enthroned god that had been created for the Zeus sanctuary at
Olympia and that lent its name to Quatremére’s study (colour
plate VIII, fig. 3). Its reconstruction was based on the brief de-
scription by Pausanias and on coins, gems and other, compara-
ble statues (fig. 4).** Without his admitting as much, the poly-
chromy — gold reliefs on variously coloured backgrounds and so
forth — were largely the product of Quatremére’s imagination.
Revealingly, the author encourages readers to understand his re-
construction of the statue’s colouring by thinking of Raphael’s
decoration of the Vatican loggias.” Quatremére employed the
same method in reconstructing the other famous cult images,
whether it be the Parthenon Athena or Polyclitus’ renowned stat-
ue of Hera at Argos (colour plate VIII, fig. 2), both of them de-
scribed by Pausanias and Tertullian.*® Such masterpieces of An-
cient Greek art form the keystone of Quatremére’s book and he
uses them to establish that Antique sculpture had always been
coloured: ‘I'éxecution de ces sortes d’ouvrages ont existé, et se
sont soutenus dans tout les siccles, et a toutes les périodes des
arts de I'antiquité’.”” With the notion that in Antiquity coloured
sculpture was the rule, not the exception,”™ Quatremére revolu-
tionized the conventional view of Antique sculpture.

Convinced that the idea of beauty itself was reflected in An-
cient Greek sculpture and needed only to be imitated by mod-
ern artists, Quatremére saw his comprehensive survey of colour
in Antique sculpture as a contribution to contemporary art.*’
However tenuous the link between the two, he continued to
view archacology as the servant of modern art or, as he put it:

‘nous appellons I'érudition au secours de I’art’.” He was natu-
rally aware that, as already noted, coloured sculpture contra-
dicted Classical ideals of art. At the end of Le Jupiter olympien
he therefore marshalled a wealth of arguments to reconcile ar-
chaeological findings with modern artistic doctrines, but his

served only to make more apparent that the two were in fact ir-
reconcilable.” While accepting the principles of Classical the-
ories of art, Quatremére time and again pleaded for exceptions
to be made and for the theories not to be applied all too rigor-
ously. His arguments encompass aesthetic effects, as when he
claims that an affinity exists between the colour of gold and of
ivory that annuls the chromatic monotony of a sculpture — what
he calls, polemically, ‘the law of monotony’.”® He agrees in
principle with the opposing view, that external lavishness ob-
scures the idea embodied in a work of art, but feels that the im-
portance of such abstract notions should not be exaggerated. In
any case, an iconology of materials exists that can enhance cer-
tain of the work’s ideas. The beauty of colour is only an addi-
tion, but it does not detract from the beauty of the sculpture.”
Further, to the argument that sculpture is governed by form and
not by colour, which in three-dimensional work can only blur
the distinction between painting and sculpture and lead to ex-
cessive illusionism, Quatremeére replies that, although this opin-
ion is basically correct, the Ancients used colour not in the man-
ner of illusionistic painting but simply to tint their sculptures.”
Here he confirms indirectly the suspicion expressed above that
he interpreted empirical findings so as to bring them into har-

Fig. 5. Jean-Baptiste Clésinger, Woman Bitten by a Snake, 1847; coloured marble, Musée d'Orsay, Paris.
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mony with an existing theory of art. Having set out to legitimize
the use of coloured Antique sculpture as a model, Quatremére
ends up by cutting the argumentational ground from under his
own feet: in the concluding section of his book he points out
that the ultimate purpose of colouring sculptures had been to
provide convincing evidence of the existence of the gods, that
art was practised in the service of religion, that it was therefore
a part of history and, as such, could be understood only by ap-
plying historical criteria.”* It seems not to have occurred to him
that, in thus allowing relativism to have the last word, he de-
stroyed the very connection with modern art that he had wished
to strengthen,

I think it will have become clear that archaeology and the the-
ory of art are here incompatible. In fact, Quatremeére’s book pro-
vides an exemplary demonstration of the epoch-making rupture
between empirical study and metaphysical theory that charac-
terizes the post-French Revolution world. Not only could the
results of empirical research not be reconciled with the tenets of
an idealistic theory of art; they actually called that theory into
question, since they had shown that the Classical model differed
from conventional views of it. The contradictions become even
more glaring if one takes into account Quatremére’s theoretical
writings. In Essai sur la nature, le but et les movens de l'imita-
tion dans les Beaux-Arts of 1823, for example, the Neoplatonic
theorist of art even went so far as to promote the total lack of
colour in sculpture, for, in encouraging imitation that consists
solely in producing a similarity to the imitated objects, it aspires
to a complete illusion, and that goes against the idea of beauty.”
The rift between Quatremére the archaeologist and Quatremére
the theorist” has here became quite obvious. Indeed, the find-
ings of archacology actually undermined his Neoclassical theo-
ries of art, developed as a vehement riposte to the Romantics and
their notion of the Picturesque.

Quatremére’s inconsistency, ultimately the result of the in-
creased historical and empirical awareness that marked the pur-
suit of knowledge in the second half of the eighteenth century,
caused his theories about polychrome sculpture in Antiquity to
meet with a mixed response. Staunch supporters existed along-
side opponents, among them the German art historian Friedrich
Theodor Kugler who, himself a Classicist, claimed that the An-
cients painted their sculpture in an even more restrained manner,
not including the flesh in their colour schemes.

The limitations and contradictions inherent in Quatremére’s
approach also become apparent in the discussions of colour in
Antique architecture that were sparked off by reports of discov-
eries made in Sicily. Gripped by enthusiasm for Le Jupiter
olympien, Jacques-Ignace Hittorff, a pupil of Charles Percier
and a colleague of Frangois Belanger, used finds made during
excavations in Selinunte and Agrigento to propose that not only
sculpture had been completely painted in Antiquity but architec-
ture too,* giving visual form to his ideas in an 1851 colour lith-
ograph depicting the Temple of Empedocles at Selinunte (colour
plate VIIL, fig. 4). This was far too radical for Quatremére. How-
ever, instead of taking part himself in the heated debate that en-
sued throughout Europe, he enlisted the services of Raoul-
Rouchette in attacking Hittorff. This was a matter of consider-
able delicacy because Raoul-Rouchette, a younger colleague
who hoped to become Quatremére’s successor as Permanent
Secretary of the Académie des Beaux-Arts, had already pub-
lished an article expressing complete agreement with Hittorff’s
theories.” Despite Raoul-Rouchette’s intervention, the ghosts
that Quatremére had aroused continued to haunt him: the idea

Fig. 6. Edgar Degas, Little Dancer of Fourteen Years, 1878-81; bronze,
cotton, satin and wood; Musée d’Orsay, Paris.

B 6. flmm: +IUFMEEL, FHE. M. 2K, CRRFEN
YIH.

that Antique architecture had been entirely coloured gained
rapid and widespread acceptance.”

Le Jupiter olympien also had an effect on contemporary art,
although in 1815 widespread polychroming of sculptures lay
many years in the future. A major early exponent of coloured
sculpture was Jean-Baptiste Clésinger who, in Woman Bitten by
a Snake (Femme piquée par un serpent) of 1847, used the en-
caustic method of painting marble described by Quatremére
(fig. 5). Artists such as Edgar Degas (fig. 6), Gustav Klimt and
Max Klinger were to follow suit in the second half of the nine-
teenth century.” Quatremére’s work had caused a general in-
crease in awareness of colour in three-dimensional contexts,
leading eventually to research into, and reappraisal of, coloured
sculpture in epochs other than Classical Antiquity. As late as
1866, for example, Eugéne-Emmanuel Viollet-le-Duc, the great
promoter of the Gothic Revival, explained his interest in the
polychromy of medieval sculpture by referring to the fact that
the Ancient Greeks had coloured their sculpture.™

By proving that Antique sculpture had been coloured, Qua-
tremeére’s Le Jupiter olvmpien revolutionized modern images of
Antiquity. [ do not think it is claiming too much to say that, ulti-
mately, we owe it to Quatremére that we are discussing with
our Chinese colleagues methods of conserving Emperor Quin’s
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army of clay warriors and the history of Antique polychromy.
Yet the work of this archaeologist and theorist of art, full of
contradictions as it is, should also make us aware of how much
we are tied to the times in which we live, of how relative each of
our ideas and activities must be. Although all research and
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