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ABSTRACT 

The painting of Jupiter and Thetis was to be 
Ingres' vindication against previously hostile critics and 
the ultimate proof of his stature as a history painter. A 
definitive work in his oeuvre, it synthesizes all the 
intellectual, stylistic and visual influences to which he 
had so far been exposed. Ingres worked within the 
classical tradition, choosing his subject from Homer’s 
Iliad. The scene he chose to depict, however, was not one 
commonly represented and was inspired by an illustration 
by John Flaxman. His truly innovative achievement was in 
style, where he synthesized aspects of the linear 
treatment of Greek vase painting, illustrations of 
classical works and the style of Raphael. He studied a 
large number of relevant visual sources and used them as 
components of a new visual language. To understand Ingres' 
procedure is to comprehend his aesthetic beliefs. The 
Jupiter and Thetis expressed Ingres' ideals but was not 
appreciated by his contemporaries. 
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Introduction 

"I thought that when Thetis goes up to Jupiter, 

caresses his knees and chin for the sake of her son 

Achilles (first book of the Iliad ), would make a lovely 

subject for a painting and would be a worthwhile project 

in every way."^ Thus wrote Jean-Auguste Dominique 

Ingres to M. Forestier from Rome on December 25, 1806. In 

the same letter he continues, "I won't go with you into 

the details of this divine painting, whose ambrosia would 

be sensed from a league away, nor into the details of the 

beauty of the figures, of their expressions and of their 

divine forms. I shall let you think about it. Furthermore, 

it would be so beautiful that everyone, even the mad dogs 

who wish to bite me, would have to be touched by it. I 

have almost composed it in my head, and I see it.... As 

for its execution, you know my ambition for the perfection 

of art and the reasons that exist for that." This germinal 

idea was not to come to full fruition until 1811, when the 

Jupiter and Thetis, at first intended as Ingres' envoi 

of 1807, became his culminating work as a student in Rome 

— the payment of his final debt to the state 

o 
(Frontispiece) . 

Ingres wrote this letter to Forestier during his 
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first months in Rome as he was settling into the life of a 

student at the French Academy located in the Villa Medici. 

Ingres had won the Prix de Rome in 1801 but because of the 

lack of funds the departure of the pensionnaires, as the 

scholarship students were known, was delayed until 1806. 

Ingres remained at the Villa Medici until 1810 at which 

time, unable to get an official extension of his stay in 

Rome, he moved to other quarters in nearby Via Margutta. 

The students in Rome were required to send back to the 

Academy of Painting and Sculpture in Paris yearly 

submissions ( envois ) which included a copy of a work by 

3 
a master artist and an original composition. The 

Jupiter and Thetis was sent in 1811 as the original 

envoi for 1810 and can be considered within the context 

of the series of paintings that he executed to meet the 
4 

demands of his scholarship. The original works sent 

by Ingres prior to the Jupiter and Thetis were single 

nude figures and included the Seated Nude, later known 

as the Bather of Valpinçon, the Oedipus and the 

Sphinx, and a lost Sleeping Female Figure. ^ The 

Jupiter and Thetis remains essentially an exercise in two 

single figures which are then combined. The subject 

presented Ingres with the opportunity to depict the ideal 

male and female with the distinctive approach he had to 

each.^ 

In the 1806 letter, Ingres clearly stated his textual 
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source, the reason for his choice of subject, his concern 

for style and the hoped-for effect of the painting on the 

public. This thesis investigates each of these aspects in 

detail with the hope of clarifying Ingres’ approach to his 

literary and visual sources as well as his attitude 

towards cotemporary ideas. The components of 

subject-matter, style and visual sources are discussed in 

the first three chapters. Chapter IV is devoted to the 

critical reception of. Jupiter and Thetis and Ingres’ 

earlier works, and to the gradual change that occurred 

during Ingres' lifetime and beyond in the public 

evaluation of his work. To break up a work of art into 

separate components is a somewhat arbitrary and artificial 

method, but is dictated by the need for clarity. Some 

historians believe that the study of Ingres’ sources leads 

to a mere compilation of lists of items.^ This is far 

from being the case, and the study of Jupiter and Thetis 

reveals a multi-level relationship between the initial 

influence, the various visual sources and the final 

product of Ingres' creative process. The procedure Ingres 

uses is, in the end, a more consistent and therefore more 

reliable indicator of his aesthetic attitude than his 

statements. These statements are often contradictory and 

appear more so when an attempt is made to construct and 

attribute to Ingres a unified theory of art . Ingres was a 

practical artist and not an art theorist but some of his 
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statements will be used when they appear to be consistent 

with known facts.^ The Jupiter and Thetis is 

particularly suited to the study of Ingres' ideas because 

he took great pains to make it "perfect", which in his 

eyes it was.^ It embodies the discipline and the 

aesthetic inclinations of Ingres at the height of his 

revolutionary fervour and at the point in his life where 

the desire to prove his artistic worth was most ardent. 

Jean-Auguste Dominique Ingres was born on August 29, 

1780, in Montauban, a small town near Toulouse. He did not 

have an entirely happy childhood, mainly because of 

financial problems caused by his father's unstable career 

as a sculptor, decorator and artistic 'factotum'.^ 

While his mother's ambitions for her eldest son were of a 

practical nature, Ingres* leanings were towards art, and 

ultimately he realized his father's frustrated ambitions 

by becoming a 'bona fide' artist.^ In later life 

Ingres wrote: "I was brought up with the red crayon; my 

father, a musician and painter, destined me for painting, 

and taught me music for a hobby. This excellent man, after 

having given me a large folder which held three or four 

hundred prints after Raphael, Titian, Correggio, Rubens, 

Teniers, Watteau and Boucher —there was everything 

there— took me to Toulouse to study under M. Roques, a 

former student of Vien. I played a concerto by Viotti in 

the theatre of that town in 1793, when Louis XVI died. My 
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progress in painting was rapid: a copy of the Virgin in 

the Chair brought from Florence by my master was revealed 

to me and I burst into tears. This impression determined 

my vocation and filled my life; Ingres today is what 

Ingres was at twelve."^ 

In 1797, Guillaume-Joseph Roques arranged for his son 

and Ingres to go to Paris in order to study under the most 

famous master of that time, Jaques Louis David 

1 9 
(1748-1825). Ingres distinguished himself in the 

atelier of David with a first prize for the torso in 1800, 

and the following year he won the Prix de Rome with a 

history painting, The Ambassadors of Agamemnon in the 

Tent of Achilles (Ecole des Beaux-Arts, Paris). 

Since the government was short of funds, the prize winners 

could not leave for Rome at that time, and they were 

housed temporarily in the former convent of the Capucines, 

vacated by the order under the expropriation measures of 

the Revolution.^ 

In the former convent Ingres worked closely with 

fellow students, the Italian sculptor Lorenzo Bartolini 

(1777-1850) and the painter Pierre N. Bérgeret 

(1782-1836), and developed what was to be a lifelong 

friendship with the landscape painter from 

Aix-en-Provence, François-Marius Granet (1775-1849).^ 

While the latter was sociable and painted outside his cell 

within the view of all the other inhabitants, Ingres and 
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his other two friends studied the works of the artists of 

the Italian Renaissance behind the closed doors of their 

neighbouring studios.^ During the period from 1802 to 

1806, Ingres was commissioned to paint several portraits, 

including the three portraits of M. Riviere, Mme. 

Rivière and Mlle. Rivière. He exhibited these three 

portraits in the Salon of 1806 together with his 

self-portrait and an uncommissioned painting of Napoleon 

I on the Imperial Throne .^ It was this group of 

paintings, and especially the portrait of Napoleon, that 

first brought down the reprobation of the critics on his 

head. The unfavourable reaction to his work was to haunt 

him and feed his mistrust and resentment of the public and 

18 critics. 

In the meantime, the scholarship funds had at last 

been obtained by Suvée, director of the French Academy in 

Rome, so Ingres left Paris and did not hear about the 

adverse criticism of his work until he was in 

19 Florence. Dismayed by this hostile reaction, he 

developed the strong desire to prove his worth and this 

desire became a driving force behind Ingres' scrupulous 

20 studies of all that Rome had to offer. His pursuit 

of acceptance and praise was tempered somewhat by the 

values in which he believed. Even in his old age, he was 

able to state that "for me it is a point of honour to 

remain faithful to my old convictions, to convictions that 



The 
21 

I shall never abandon, even at the last hour." 

Jupiter and Thetis was undertaken on the basis of these 

convictions which involved the ability to paint from 

nature with eyes accustomed through study to see in the 

2 2 manner of the ancients. The most revered "ancients" 

were Homer and Phidias and their spiritual heir, Raphael, 

and it was in their footsteps that Ingres humbly wished to 

23 proceed. 

Ingres mentioned, in parentheses, in his letter to M. 

Forestier, that his source for the scene was Book I of the 

Iliad . In the choice of Homer as his literary source, 

Ingres was working within the Neo-Classical tradition that 

called for the return to Homer and the didactic aspects of 

history painting and a move away from the use of 

mythological subject matter as an excuse for erotic, 

24 
hedonistic art. The didactic aspect of history 

painting had reached its peak in the works of David, and 

his espousal of serious subject matter and a crisp linear 

style. Yet for all Ingres’ grandiose ambitions, his 

history paintings can hardly be called didactic, least of 

all the Jupiter and Thetis whose sentimental and sensual 

aspects are at first glance far more apparent than even 

its literary derivation. Ingres was only one among several 

of David's students who, around 1800, exhibited a tendency 

to exploit the more decorative and erotic aspects of the 

linear style.^ The decorativeness and eroticism is 



8 

not the painterly, tactile, all-embracing sensuality of a 

Boucher, where the spectator is included and invited to 

share in an intimate situation but rather a decorativeness 

and eroticism through the use of line. The characters in 

the Jupiter and Thetis with their clear contours remain 

physically and psychologically removed from the viewer — 

gods in their own realm. 

Ingres said that he chose the scene also for its 

simplicity and its potential for beauty. As the ideal 

male, Jupiter is regal, aloof and in control. The heroic 

ideal, both Homeric and Phidian is conveyed by his 

gigantic dimensions and by the architectural ordering of 

his body: that is, the heavy base of the lower body, the 

column of the massive trunk and the entablature of the 

27 arms. Jupiter's most important exploit, the Battle 

of the Giants, is depicted in the bas-relief on the base 

of his throne. This victory brought him to power as king 

of the gods and also refers to his potential as a saviour. 

Upon the austere classicism of the architectonic 

configuration of Jupiter, Ingres overlays the ornamental 

curves of the figure of Thetis. The ideal female would 

logically have been Venus, a subject Ingres was 

contemplating during the early years in Rome and which he 

28 started painting in 1808. There was presumably no 

satisfactory way in Ingres' mind to combine the two 

powerful divinities. Thetis provided a formal surrogate 
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for Venus whom she resembles in her youth, beauty and in 

origin, Thetis being a daughter of Neptune. In the figure 

of the young goddess Ingres fused the qualities of 

womanhood that he admired — beauty, maternal selflessness 

and seductive charm. As a minor deity, Thetis could be 

2 Q depicted as the manipulative but subjugated female. 

The relationship of the two figures, that of the dominant 

male and the weaker but threatening temptress, was 

probably as important a consideration as the composition's 

simplicity and potential for beauty. 

Ingres had a solemn respect for established and 

familiar ideas, but from the common heritage he slowly 

distilled the essential truth as he saw it. He took the 

tradition of revived classicism and raised it to a 

personal and creative form of expression.^ 

Ingres' taste was more varied than that of most 

Neo-Classical artists and certainly more varied than the 

tastes of his critics. He was an avid admirer of the art 

of classical antiquity and the Renaissance, especially 

Raphael, and very receptive to the contemorary 

Neo-Classical illustrations of John Flaxman. Other 

illustrations in eighteenth century archaeological 

publications and the ideas of the radical group of David's 

students known as the Primitifs also shaped and informed 

his artistic taste. At the same time he admired both 

medieval art and the art of the early Renaissance. These 
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styles had in common a tendency to simplify and stylize 

forms and the use of these qualities by artists around 

1800 is considered archaic because the inspiration is 

drawn from the relatively primitive art that preceded the 

classical periods of Periclean Greece or Renaissance 

Italy. The intrinsic purity of linear definition of this 

so-called archaic style appealed to Ingres’ strong urge 

for abstraction and was the foundation of his 

31 draftsmanship. To these qualities he added a note of 

sensuality which was absent from the restrained classical 

anatomies demanded by the Academy. From 1802 to 1824 

Ingres was concerned with developing a new personal style 

based on the revered traditional foundations. During this 

time his work exhibited decorative and expressive 

characteristics so different from those of the Davidian 

School that he alienated both his teacher and the latter’s 

33 political enemies. 

The intended ’’perfection” of the Jupiter and Thetis 

would depend on its noble subject matter and the 

appropriate ennobling style, through which beauty can be 

34 achieved. A subject from Greek mythology would 

therefore demand the ’’Greek’’ style, a term used around the 

turn of the century to describe the linear treatment of 

subject matter in a manner inspired by Greek vase 

painting. Ingres’ painting was going to exude its 

ambrosia from a league away, not only because it 
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represented the gods on Mount Olympus but because of its 

perfection and authenticity. The Jupiter and Thetis was 

going to overwhelm the harshest critic; even the 
O fi 

unreasonable "mad dogs" would see the light.0 

Unfortunately, this did not turn out to be the case, 

and the few people who saw the Jupiter and Thetis 

thoroughly misunderstood it. The critics sought to deny 

his purpose, which was to create and establish a new style 

out of the old; thereby continuing the tradition of 

Phidias and Raphael. During the first two decades of the 

century the artist was prepared to go to extremes to do 
i 

37 so. In this early part of his career Ingres 

misjudged the current popular concept of artistic merit, 

and the Jupiter and Thetis remained but one of a series 

3 8 of critical failures. Instead of being his 

vindication, this painting's reception left him 

disillusioned, unable to face returning to Paris, but 

39 still wanting to establish his reputation there. 

After being exhibited in the private rooms of the 

Academy, during the nineteenth century where it was seen 

mainly by artists and their students, the Jupiter and 

Thetis was exhibited again only in Marseilles in 1861 and 

40 in the Ingres retrospective in 1867. Ingres was 

unable to sell the painting privately, but it was finally 

bought by the state in 1834 and through the efforts of his 

friend Granet was relegated to the museum in the Granet's 
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home town of Aix-en-Provence.^ Because of the 

painting's lack of exposure in the nineteenth century, the 

chapter on criticism will necessarily deal with the 

painting in the broader context of nineteenth century 

criticism of Ingres’ work in general. Critical appraisal 

of Ingres was based on a pattern established in those 

early years of Ingres' career when certain adjectives like 

"bizarre” and "gothic" were used to describe his artistic 

mannerisms. The negative connotations of these 

descriptions coloured the judgement of later critics and 

led Ingres apologists to overemphasize his orthodox 

/ 0 
classicism. In the twentieth century, the criteria 

of artistic merit have been considerably modified and the 

features that early critics objected to and misunderstood 

are now the very ones appreciated. What was considered 

bizarre is now accepted as a valid form of artistic 

expression, and Ingres is seen as a precursor of certain 

aspects of twentieth century art.^ 

The traditional art historical approach to the 

Jupiter and Thetis has tended to focus exclusively on one 

aspect — for example, the testimonial to the widespread 

44 influence of the art of Flaxman. Or, the painting 

is discussed as an example of certain tendencies in 

Western artistic development. Because of its importance 

bot in Ingres’ oeuvre and in the general history of art, 

the Jupiter and Thetis will be considered from the 



13 

aspect of the tradition behind it and its position in the 

development of Ingres' style. There has not been, to my 

knowledge, a detailed study of this painting that has 

treats all the pertinent factors in a monograph such as 

this one. 
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Notes 

Unless otherwise stated, all translations from the 
French are by the author. 

^ "J'ai donc pensé que lorsque Thetis monte vers 
Jupiter, lui embrasse les genoux et le menton pour son 
fils Achille (premier chant de l'Iliade), serait un beau 
sujet de tableaux et digne en tout de mes projets. Je 
n'entre pas encore avec vous dans les détails de ce divin 
tableau, qui devrait sentir l'ambroisie d'une lieue, et de 
toutes les beautés des personnages, de leurs expressions 
et formes divines. Je vous le laisse à penser. Outre cela, 
il aurait une telle physionomie de beauté, que tout le 
monde, meme les chiens enragés qui veulent me mordre, en 
devrait être touchés. Je l'ai presque composé dans ma tête 
et je le vois..."(Henry Lapauze, Le roman d'amour de M. 
Ingres, (Paris, 1910), p.73). 

See Appendix A for transcript of the complete letter. 

2 
Henry Lapauze, Ingres, sa vie et son oeuvre, 

(Paris, 1911), p.76. 
2 ^ 
Marcel Bonnaire, Proces-Verbaux de l'Académie 

des Beaux-Arts, II (Paris, 1940), p. 284. 

4 
Jon Whiteley, Ingres, (London, 1977), p.8. 

Whitely considers the paintings which date from Ingres' 
association with the Ecole de Rome as a distinct academic 
group, culminating in 1814 with the Grand Odalisque and 
therefore including the Jupiter and Thetis. 

^ Bonnaire, III, p.195. 
g 

Robert Rosenblum, Ingres, (New York, 1967), 
p.84. 

7 Ingres' aphorisms have caused problems for some 
who wish to impose a theoretical structure on his sayings. 
Delaborde tried to cast Ingres as a pure classicist and 
arranged Ingres' sayings in such a way as to reflect this 
(Henri Delaborde, Ingres, sa vie, ses travaux, sa 
doctrine, Paris, 1870). King uses the theories of 
Quatremere de Quincy in order to impose a theoretical 
structure on Ingres' sayings ( Edward S. King, "Ingres the 
Classicist," Journal of the Walters Art Gallery, 
Baltimore V 1942, pp.68-113). The various collections of 
Ingres' sayings consist of a combination of his notes, his 
letters and advice noted or recollected by his students. 
It is more fruitful to look at Ingres as a practitioner 
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and not as a theorist. 

O 

Norman Schlenoff, Ingres, ses sources 
littéraires, (Paris 1956), p.133. Ingres apparently had a 
strong liking for this painting. Two months before his 
death he gave a painted study of Jupiter and Thetis to 
his friend Eugene Lecomte. 

^ Ibid. p.8. 

10 Ibid. pp.8-11. 

P. Courthion, Ingres, raconte par lui-meme et 
par ses amis, ed, Pierre Cailler, II, (Geneva, 1947), 
pp.17-18. 

12 Jules Mommeja, "La jeunesse d'Ingres," 
Gazette des Beaux-Arts, XX, III, (1898), pp.91-92. 
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Chapter I 

Genesis of the Theme 

There were certain superlative works in Ingres' 

opinion that could never be admired enough, and primary 

among them were those of Homer.'*' It is therefore not 

surprising that a painting which was going to silence his 

critics and establish his reputation should have as its 

subject a scene from the Iliad » In using Homer as his 

source, Ingres was conforming to Neo-Classical precepts 

that had been developing since the middle of the 

eighteenth century. The Neo-Classical movement rejected 

the painterly hedonism of the Rococo and called for a 

return to the moralizing approach of Poussin and French 

2 
seventeenth-century classicism. La Font de 

Saint-Yenne and the Comte de Caylus were among the 

foremost exponents of the reform of taste towards a more 

serious art. La Font de Saint-Yenne published various 

works in which he criticized the decadence of contemporary 

art. In his book, Reflexions sur quelques causes de 

l'état present de la peinture en France (1747), he 

deplored the frivolous use of mythological subjects and 

affirmed the need for history painting to provide a lesson 

in morality by depicting heroic and virtuous actions of 

great men. He provided detailed information on appropriate 
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literary sources for the history painter which included 
3 

Homer, Virgil and Horace. The history painter was to 

elevate art and provide the exemplum virtutis or 

edifying moral lesson. The considered requirement of such 

painting was a sobriety of emotions and of style.^ The 

didactic attitude expressed through classicising, 

frieze-like compositions was adopted by artists as 

seemingly diverse as Joseph-Marie Vien (1716-1809), a 

history painter, and Jean-Baptiste Greuze (1725-1805), who 

depicted scenes of genre. But it was David, Ingres’ future 

teacher, who expressed the essence of the Neo-Classical 

movement in his definitive work the Oath of the Horatii 

of 1785.5 

Before arriving at David’s atelier in 1797, Ingres 

spent four years at the Academy of Painting, Sculpture and 

Architecture in Toulouse. The formal training he received 

there nurtured and established his taste for the antique. 

Toulouse, once a Roman settlement, was a town with a 

strong Graeco-Roman tradition. There Ingres learned about 

the noble aims of art and the sanctity of Homer as a 

source for the painter of histories.^ When he arrived 

in Paris he found similar views held by David, the 

Neo-Classical traditionalist, as well as by an innovative 

group of students in the master’s atelier.^ David's 

studio in the Louvre was, at that time, a hive of 

intellectual activity and some of his students prided 
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themselves on their ability to read Greek works in the 

original language. Homer and the Greeks were intensively 

advocated by the small but important sect known as the 

Penseurs or the Primitifs who were led by Maurice 
O 

Quai. The Primitifs were radicals whose ideas 

differed in degree but not in essence from those of 

traditionalists like David. By 1800 Homer was generally 

considered a basic source for the artist who wanted to 

purge his works of all influence of rococo decadence and 

attain the purity and what was considered as the 

beneficial "primitivism" of the unspoilt Greeks.^ 

Ingres' overriding ambition was to be accepted as a 

history painter. To that end he was constantly seeking to 

educate himself through the repeated study of great 

works.^ A fine and delicate taste was, for Ingres, 

something worth pursuing, and he considered it "the fruit 

of education and experience."^ Above all, he 

considered Homer as the fountainhead for beauty in art and 

12 literature. In this process of self-education Ingres 

would frequently transcribe passages from classical 

literature that he considered appropriate for his 

13 intellectual and artistic development. He restricted 

himself to a limited number of books, but added his own 

comments on the passages he copied from them. In 1818, he 

said "My library is made up of about twenty volumes, 

immortal masterpieces, and with that , life has enough 
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appeal.This studious approach produced ten 

handwritten notebooks full of ideas for literary subjects 

to paint.^ 

As far as Ingres was concerned, men who cultivated 

literature and the arts were all children of Homer. 

He was familiar with several versions of Homer’s work in 

French translation, among them a popular one by Mme. 

Dacier.^ But the work that he held in greatest 

esteem, was the translation by Paul-Jéremie Bitaube, a 

copy of which he owned and is preserved in the Musée 

1 8 Ingres. Towards the close of the eighteenth century, 

Bitaube, a member of the Academy of Letters in Paris and 

of the Royal Academy in Berlin, was a highly respected 

scholar. Unlike previous translators, who had published 

only selections, Bitaube had translated the works of Homer 

in their entirety, although he tempered certain graphic 

passages that would have offended eighteenth century 

19 taste. Also, in his commentaries which followed 

each book, he justified what to his contemporaries would 

have been unacceptable scenes of violent behaviour. 

Bitaube was considered the best interpreter of the 

classical world of Homer, and Ingres would have 

appreciated his delicate and sensitive approach. Of 

greater significance to the artist would have been the 

fidelity of the scholar's translation which, according to 

contemporaies provided ’’ great paintings in which men 



22 

appear in the majestic simplicity of strong and unspoilt 

it 2 0 nature. 

Ingres did not specify which copy of Homer he used 

for Jupiter and Thetis, only that the scene appears in 

Book I of the Iliad . He copied other passages from 

Bitaube's Homer into these notebooks probably during the 

first decade of the nineteenth century, and he also made 

special provisions in his will for this book to be 

* 21 displayed on his desk in the Musee Ingres. 

Furthermore, in this copy which I examined personally in 

the Musée Ingres, there is a prominent smudge on the 

page where the Jupiter and Thetis narrative begins, as 

well as an alteration of the text by Ingres, who crossed 

out the word "monarque," which referred to Jupiter, and 

22 replaced it with the word "dieu." It is strongly 

suggested by Schlenoff that Ingres based his painting of 

Jupiter and Thetis primarily on this text. 

The essence of the passage from Bitaube’s Iliad is 

as follows: On the twelfth dawn the gods have just 

returned to Mount Olympus, and Jupiter goes to sit on the 

highest peak of the many summits of that sacred mountain. 

Thetis rises from the sea and comes before him, embraces 

his knee with one hand, while with the other she reaches 

up to caress his chin, begging him to spare her son 

Achilles from his fated early death. Jupiter remains 

silent for a long time and Thetis becomes more ardent in 
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her pleading. Finally he tells her to leave before his 

wife Juno discovers them together,for she had already 

shown her anger against him in the presence of the other 

gods and had accused him of being partial to the Trojans. 

Thetis departs but not before Juno sees them and accuses 

Jupiter of succumbing to the artifices of the daughter of 

Nereus. Jupiter complains that he can never escape Juno's 

. . 23 suspicious eyes. 

Some elements in the Jupiter and Thetis can be 

accounted for in the text. Others were added because they 

were traditional, or because Ingres felt the need to 

embellish certain aspects of the figures. Jupiter sits in 

all his majesty on a throne set amidst the clouds on the 

summit of Mount Olympus. The early dawn is suggested by 

the peach-orange tones that suffuse the painting and 

provide the highlights. At Jupiter's feet kneels Thetis in 

her position as the supplicant attempting to influence the 

omnipotent god on behalf of her son. Propped on a cushion 

of clouds in the upper left background, Juno dejectedly 

observes the scene below her. Jupiter remains brooding and 

aloof, seemingly impervious to the wiles of the young 

godess. Ingres has, so far, followed the details of the 

scene as they were recounted in the Iliad. 

The text does not mention the attributes of Jupiter, 

nor is the throne and its colour described in any detail. 

Mythological and artistic tradition established the 
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scepter, eagle and thunderbolt as the attributes of 
n / 

Jupiter. In the painting the god holds his royal 

scepter, while the eagle grasps the thunderbolt in its 

claws as it stands guard at his left. Ingres amplified the 

theme of Jupiter by embellishing the base of the throne 

with a bas relief that represents the battle between the 

gods and the giants, a reference to Jupiter’s rise to 

power. The gold of the throne and the sculptural 

decoration may have occurred to Ingres through his 

reading of classical authors. Pausanias, in his 

description of the Zeus of Olympia, mentioned that the 

throne was adorned with gold and other precious materials 

25 and surrounded with sculptural reliefs. 

Most translations of the Iliad , including that by 

Madame Dacier, specify that Thetis embraced Jupiter with 

her left arm and caressed his chin with her right 

2 6 hand. Bitaube did not provide such specific 

information even though his translation was supposedly the 

more complete. Ingres placed Thetis' right arm across 

Jupiter's lap while her hand is pulling at the god's robe 

rather than embracing his knee. The supple fingers of her 

left hand reach for Jupiter's chin and her right toe 

stretches out to make contact with his. The Bitaube text 

seemingly allowed Ingres more freedom to experiment. 

Ingres compiled ten notebooks with titles and 

sometimes complete accounts of subjects that would be 
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useful to a history painter. Seven of these notebooks, or 

cahiers , were devoted to Homeric works or those of the 

Greek tragedians. Ingres embarked on this program of 

self-education probably around 1805. The notebooks are 

undated but the paper bears the imperial water-mark of 

Napoleon. This means that the books could not have been 

written earlier than late 1804. Schlenoff compared Ingres' 

handwriting in these books with that in his letters and 

concluded that Ingres worked on his notebooks during four 

distinct periods. The first seven books, which contain 

references that pertain to this painting and several 

passages copied from Bitaube’s Homer, were written during 

the first period established by Schlenoff — that is, 

between 1805 and 1811.^ 

Ingres noted in these cahiers the possibility of 

painting various scenes relating to the life of Thetis. He 

had also considered a number of scenes with Jupiter as 

their subject. But nowhere does he include the two 

together except in the letter to M. Forestier. Thetis is 

mentioned most often in Cahier #6, which is the notebook 

devoted to the Iliad. She is presented in her 

traditional roles, either consoling Achilles at the death 

of Patroclus or mourning at the tomb of her son’s 

2 8 friend. Other episodes from her life noted by Ingres 

include her many attempts to thwart fate and save her son 

by dipping him in the River Styx, by disguising him as a 
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woman, and by obtaining a divine shield for him from 

29 Vulcan. Ingres often refers to her as the concerned 

mother exhibiting the "tendresse maternelle" that the 

30 artist found so touching. Of course there are 

parallels between Thetis and Venus, as when the latter 

tries to save her son Aeneas by obtaining divine arms for 

him from Vulcan. 

In contrast to the maternal connotations of the 

figure of Thetis in his notebooks, the comments that 

accompany various sketches describe her more in terms of a 

beautiful young virgin or a seductive Venus. At one point 

Ingres wrote about a depiction of Thetis that "in taking 

us beyond the time of Homer, the artist has made Thetis 

come out of the waters before she became aware of the love 

of any mortal and before her young charms had inspired the 

desire of three gods." Thetis was a figure of youth 

and beauty for Ingres. To him the throat as an important 

indicator of youth and he wrote that the throat of the 

ever-youthful goddess should be represented as the yet 

32 unlined throat of a young girl. 

Ingres also included detailed descriptions of Thetis' 

appearance in his notes. He compared her feet to 

alabaster, as was the custom in literary references to 

Venus. He also described her diadem, which supposedly came 

from Crete, her pearl necklace and her draperies of sea 

33 blue. Drapery, be it of the enveloping or the 
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revealing kind, played an important role in enhancing 

feminine beauty and seductiveness, Ingres wrote of an 

unidentified statue that was thought at the time to be of 

Thetis: ’’The drapery of Thetis is thrown over the left 

shoulder; it forms, in falling, folds whose lightness and 

transparency allows one to imagine what they cover; 

through this covering one can see the most beautiful 

female thighs that art has ever produced, their contour so 

perfect that poets alluded to this statue when they 

pointed out the thighs of Thetis as being the most perfect 
o / 

model for this part of the body." The frequency of 

Ingres' references to Thetis throughout his writing 

suggests that she was a subject that greatly concerned him 

in his early years. 

Jupiter is another figure that is mentioned often in 

the notebooks. Ingres copied a passage almost word for 

word from Pausanias which describes the creation of Zeus 

by Phidias for the temple in Olympia: "When Phidias 

finished his Olympian Jupiter, he asked him to give him a 

sign if he was happy with his image. The god made his 

35 thunder roll." Ingres considered Phidias as one of 

the artists who had attained perfection and therefore a 

form of divinity, an immortal in whose footsteps he was 

ultimately proceeding.^ 

In his desire to depict Jupiter, Ingres had at one 

point considered the battle between the gods and the 
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giants, a Gigantomachy , as a project for a 

37 painting. This scene was finally relegated to the 

bas-relief decoration on the base of Jupiter’s throne in 

the painting of Jupiter and Thetis. 

Most of the elements that are brought together in the 

painting of Jupiter and Thetis are described in Ingres’ 

notebooks, yet the ultimate scene itself is not. As 

previously mentioned, the choice of a Homeric work for a 

literary source falls within the Neo-Classical tradition. 

Jupiter's encounter with Thetis does not have an artistic 

3 8 precedent that can be clearly established. Neither 

does this subject fit into the category of exemplum 

virtutis. Rather, it represents a return to the erotic 

themes of an earlier period, although it is does not 

39 exhibit the frivolity associated with Rococo art. 

Around the turn of the century, the didactic force of 

history painting was on the wane. Artists were less 

concerned with the stark virility of masculine heroic 

situations exemplified by David's Oath of the Horatii of 

1784, and more with a sensual female environment 

associated with themes of love.^ 

Two graduates from David’s atelier, François Gerard 

(1770-1837) and Anne-Louis Girodet de Roussy dit de 

Trioson (1757-1824), were important protagonists in the 

modification of David's classicism.^ They departed 

from the Davidian type of subject matter as well as style. 
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In the Salon of 1798, Gérard showed his Cupid and Psyche. 

which heralded a return to more sentimental subject matter 

and away from Davidian heroism. Ingres was Gerard's 
/ 2 

protege and greatly respected the older artist. 

Girodet consciously rejected all that he had been 

taught by David in his painting of Endymion of 1793 and 

again in his Ossian Receiving the Napoleonic Officers of 

1801. Girodet's taste for romantic and non-rational 

subjects dismayed his former teacher. Although Girodet 

belonged to a slightly older generation of students than 

Ingres, he had a studio in the Capucine convent where 
/ Q 

Ingres also worked. What Gerard and Girodet 

represented was a more flexible and personal attitude 

towards the classical past. The ever-changing conditions 

that existed around 1800 allowed a variety of 

interpretations of the antique to be possible and 

44 acceptable. It was also true that, towards the end 

of the eighteenth century, there was a tendency to treat 

scenes from Homer in a literal and accurate way and to 

45 de-emphasize the didactic or allegorical aspects. 

Ingres' Jupiter and Thetis was one more manifestation of 

this changing attitude towards classical sources. The 

question still remains, however, as to what made Ingres, 

in 1806, decide to depict this relatively unusual scene. 

Of all the amorous situations into which Jupiter had 

been placed in art, his juxtaposition with Thetis was a 
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rare instance. George Romney may well have been the first 

to put these two figures together in a drawing from around 

1779 (fig.13). Romney's drawing anticipated one of the 

same subject by John Flaxman for his books of 

illustrations of the works of Homer, that of Thetis 

L 
Beseeching Jupiter to Honour Achilles (fig.14). 

It is generally accepted that Ingres based his 

painting of Jupiter and Thetis on the print by the 

47 sculptor-illustrator. It is often incorrectly 

assumed that Ingres saw this illustration in Flaxman's 

Iliad of 1793, but this scene did not appear in the first 

edition published in Rome that year, nor did it appear in 

the French edition which was published in 1803. Thetis 

beseeching Jupiter appeared for the first time, together 

with four additional drawings, in the later London version 

of 1805.^8 No reference was found as to where or when 

Ingres saw the new illustrations although it is known that 

he was familiar with Flaxman's earlier illustrations even 

49 before coming to Rome. In his letter to Forestier, 

Ingres mentioned that he had been working on another 

painting for his envoi but believed that the subject of 

Thetis begging Jupiter to save her son would make for a 

simpler and more beautiful composition.^ It is 

probable that Ingres saw Flaxman's drawing in Rome not 

long before he wrote his letter on December 25, 1806. 

Ingres saw expressive and stylistic possibilities in the 
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scene that made him change his mind about the painting on 

which he had been working. The subject of Jupiter and 

Thetis and the stylistic ambitions he had for it would, 

he hoped, bring the critical acclaim that had so far 

eluded him. 
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Cahier 1, folio 93: "Phidias son Jupiter 
Olympien fini, lui demande s'il est content de son image, 
et qu'il lui donne une signe. Le dieu fait gronder son 
tonnerre." In Frazer, I, p.253, the passage from Pausanias 
is as follows: "Why, the god himself, they say, bore 
witness to the art of Phidias. For when the image was 
completed Phidia prayed that the god would give a sign if 
the work was to his mind, and straightway, they say, the 
god hurled a thunderbolt into the ground at the spot where 
the bronze urn stood down to my time." 
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Chapter II 

Development of the Style 

The painting of Jupiter and Thetis was primarily 

influenced by Flaxman's illustration insofar as the 

subject is concerned, but Ingres* lofty aspirations raised 

the original idea to greater heights. His ambition to be 

respected as a history painter demanded that he produce a 

work that was in the great tradition of the Greeks and 

Raphael.^ The style of this work was important if 

Jupiter and Thetis was going to "cause the ambrosia to be 

sensed from a league away." In order to render the "beauty 

of the figures, their expressions and ... their divine 

forms," he needed to treat his subject in a manner suited 

to its revered source. The Homeric illustrations of the 

second half of the eighteenth century represented the 

development of subject and style towards a universal 

2 
ideal. The appropriate style for this ideal was one 

that emphasized line and contour and came to be known as 

the "Greek" style. The ultimate sources for this 

simplified style were the linear paintings on Greek vases, 

but the concept was open to interpretations that differed 

in degree from David's relatively realistic works to the 

spare approach of Flaxman. 
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Upon entering David's atelier in 1797, Ingres came 

into the main artistic current of the time. The 

predominant direction of David's teaching was within the 

classicizing tradition upon which Ingres had been nurtured 
3 

at Montauban and Toulouse. But David was also going 

through a process of self re-evaluation and the idea of 

artistic reform was "in the air."^ David was 

advocating the "Greek" over the "Roman" style, with Greek 

vases and Flaxman providing the inspiration. 

When, in 1803, David was shown the French edition of 

Flaxman's illustrations, he apparently commented that the 

work had the potential to inspire painters, exclaiming, 

"Cet ouvrage fera faire des tableaux...!"^ The 

anecdote gives the impression that this was the first time 

that David had encountered Flaxman's art. On the contrary, 

reprints of Flaxman's illustrations were circulating in 

France and were being used in David's studio to train the 

students in the late 1790's. David may even have used 

Flaxman's prints as models as early as 1794, when he was a 

prisoner in the Luxembourg Palace. The influence of 

Flaxman's The Fight for the Body of Patroclus on David's 

Sabines is well-established.^ 

It was in 1798-99 that David began to feel 

dissatisfied with his first reforms. The clear linear 

treatment of his Oath of the Horatii was no longer 

sufficiently pure. He thought he had been too concerned 
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with details of anatomy and felt the need for a smoother 

approach : "Peut-'etre j’ai trop montré l’art anatomique 

dans mon tableau des Horaces ; dans celui-ci des 

Sabines, je le cacherai avec plus d’adresse et de gout. 
Q 

Ce tableau sera plus grée". 

David’s impetus for artistic reform was heartily 

taken up by his students: some, like the group known as 

the Primitifs , in a radical and ideological way; others, 

like Gerard, Girodet and Ingres, in a practical and 

personal way. In his Cupid and Psyche, Gerard made 

a distinct departure from the classical tradition when he 

placed his figures in a receding landscape, silhouetted 

against the sky. The effeminate, affected figures also 

negated the solidity of the classical style which David 

never abandoned. Girodet’s anti-Davidian approach led to 

the elongation and abstraction of the lines of the body of 

his androgynous youth in Endymion. ^ Girodet angered 

David with the strange light and what the master called 

the "crystal" figures of Ossian Receiving the Napoleonic 

Officers of 1801 (fig.3).^* David’s students adopted 

his undulating lyrical line which he used to render female 

forms, but the decorative and expressive function of the 

line was becoming a predominant feature in their work. 

Ingres continued the trend established by Gerard and 

Girodet and developed it further towards a stylized 

abstraction where the rendition of observed nature was 
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subordinated to the formal demands of the curves and 

12 diagonals in a work of art. Aware of the 

anti-Davidian tendencies of his master’s former students, 

Ingres agreed that reform was necessary and expressed the 

13 hope that he could be the one to bring it about. The 

expression of feminine emotion or distress through the 

distended neck with the head thrown back is an interesting 

motif which appeared in David's work as well as that of 

his students. The fainting girl in the female group in 

The Lictors bringing Brutus the Bodies of his Sons 

(1789), is depicted in this manner (fig.l). Girodet 

adapted the pose for one of the mythic maidens in Ossian, 

14 and Ingres further developed the motif for Thetis. 

The desire for artistic reform involved a quest for 

the simple and pure. It led to a progressive archaism 

where sources were sought in ever more historically 

remote epochs. The more primitive phases of art, such as 

the style of Greek vases and primitive Italian painting 

became exemplars.^ Writers like Johann Winckelmann 

and Gotthold Lessing, as well as painters like Anton 

Raphael Mengs(1728-1789), extolled the superiority of the 

16 Greek style. At one point Ingres commented that "le 

mot grec est devenu le synonyme du mot beau."^ 

The taste for the Greek style developed in 

association with archaeological discoveries, particularly 

of Greek vases which, because they were found in Italy, 
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were also called "Etruscan." Publications illustrating the 

collections of such vases disseminated information about 

the newly discovered works of art. The express purpose of 

these publications was to serve the interests of both the 

antiquarian and the artist. For the artist they held a 

double function. They provided a major source of reference 

for the accurate depiction of antique objects to serve the 

purpose of archaeological exactitude in the recreation of 

the antique world. They also served as models so that the 

artist could approach the noble and simple manner of the 

18 antique in the development of his own style. Ingres 

thought that Greek vases provided excellent examples for 

an artist to follow when painting Greek subjects. Ingres 

furthermore stated that the artist "can only paint in the 

Greek style through imitating them, through following them 

step by step.... He can take entire compositions and 

translate them onto a canvas without being a cold 

plagiarist."^ He himself made numerous drawings and 

tracings from Greek vases and from archaeological 

20 publications which dealt with them. He then effected 

the "translation" of these sources into painting with the 

use of colour and with modifications that resulted from 

21 his study of both other antique works and nature. 

By the late 1790's, the connection between 

archaeological publications and the Homeric illustrations 

had evolved to the point where direct imitation was the 



41 

least important function. Instead, the illustrations were 

used as a means to capture the spirit of the antique 

22 through their study and observation. John Flaxman 

captured this ideal in his abstract linear works which 

became models for many artists. In the last stages of the 

development of linear abstraction decorative and 

expressive modifications began to affect the achievements 

of the Neo-Classical purists like David and Flaxman. 

Ingres’ painting of Jupiter and Thetis lies towards the 

23 end of this evolution. 

To place the painting of Jupiter and Thetis within 

the context of a general trend is not to deny its unique 

qualities. When Ingres arrived in David’s atelier he 

already exhibited characteristics that were particular to 

his own style. These features were noticed and remarked on 

by David and several of his students. In one of the first 

figures Ingres executed in David's studio, the delicacy of 

contour, the deeply and correctly sensed feeling for form, 

and firm modelling were immediately recognised, as was the 

2 4 
artist’s propensity for exaggeration. This 

propensity for exaggeration was none other than Ingres* 

strong innate urge for abstraction and stylization, a 

tendency that was present in even his very early drawings. 

The investigation into the stylistic influences on the 

work of Ingres, even during his formative years, must be 

tempered with the realization that his own tendency was to 
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seek those underlying abstract forms and allow them to 

25 control the final composition. On the other hand, 

Ingres' intense concern with rendering flesh, fabric and 

decorative details in all their palpable reality must be 

kept in mind. Ingres' realism was partly the result of his 

youthful training under his father who was a decorator and 

miniaturist. It often led to Ingres’ art being described 

9 
as Northern or "gothic." 

In Jupiter and Thetis Ingres brought together 

several stylistic ideas to which he had been exposed 

during his formative years. Although he was susceptible to 

influences from fellow students and from his teachers, he 

was as selective in his adaption of stylistic ideas, as he 

was in his choice of literary ones. The study of Ingres' 

early paintings exhibits the range of influences that are 

effectively synthesized in the Aix painting. The three 

works that most clearly highlight this range are the 

Ambassadors of Agamemnon (1801), the Venus Wounded by 

Diomedes (c.1803) and the Bathing Woman (1807). 

Ingres won the coveted Prix de Rome on September 29, 

1801, with The Ambassadors of Agamemnon in the Tent of 

27 Achilles (fig.4). In this painting, that was made to 

please the Academy, Ingres incorporated several formal 

ideas of the past and the present. The leap from a shallow 

foreground, defined by a shadowed architectural frame, 

into a deeply receding, well-lit landscape harks back to 
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2 8 
the seventeenth century and Poussin. Ingres divided 

his background into three segments: an architectural 

framework on the left, the sky in the center and the 

looming face of the mountains on the right. To some extent 

he echoed the tripartite divisions in David's Horatii 

and The Lictors Bringing Brutus the Bodies of His Sons. 

Ingres placed the muscular, realistically rendered men on 

the right and the attenuated refined forms of the youths 

on the left. The distant scene of youths at play forms a 

lacuna that separates the two main groups. This was 

similar to David's tendency to divide his compositions 

into two areas, usually separating the male from the 

female groups. Ingres followed his teacher's advice to use 

nude figures for the Greek style and to drape sparingly, 

29 
only enough to add refinement. 

The relationship of Ingres' painting to its antique 

sources was a twofold one, as taught in David's atelier. 

There was, first of all, the direct copying of certain 

figure types and of historical details like costume and 

accessories. Then there was the modification of the basic 

antique types to achieve figures that evoked the period 

but were not exact copies of specific antique prototypes. 

Thus, the figure of Ulysses was derived directly from an 

antique statue of Phocion, formerly in the Museo 

Pio-Clementi in Rome which had recently arrived in Paris 

30 as part of Napoleon's war booty. The Praxitelian 
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figure of Patroclus was taken from the figure of Ganymede 

which was in the Vatican collection, known to Ingres 

31 through illustrations. The other figures were 

inspired by antique works but were not copies. Their 

linearity and attenuation has been attributed to the 

influence of the works of Flaxman. Certainly, the latter 

had high praise for The Ambassadors of Agamemnon when he 

32 saw it while on a visit to Paris in 1802. 

Flaxman’s work was important for the development in 

style that was taking place during the years of 

philosophical and political reform in the last decades of 

the eighteenth century. His illustrations of the works of 

Homer contained the most consistent and purified statement 

33 of linear abstraction. The first major works he did, 

which were also the most popular, were outline 

34 illustrations of the Iliad and the Odyssey. 

These illustrations were not considered copies but, 

rather, creative interpretations of the essentials of 

35 antique art. Flaxman imitated comparable effects of 

antique relief and vase paintings by working in a linear, 

predominantly two-dimensional style with figures outlined 

3 6 against a flat and neutral background. Such a 

simplified and clear style was considered the epitome of 

"Greek" expression. In his classical illustrations, 

Flaxman used the vocabulary of the antique, but he 

eliminated some of the visual distortions of primitive (in 
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the sense of pre-classical Greek) painting. Recognized as 

an interpreter who was able to work in an authentic Greek 

manner, Flaxman had made the style of the ancients 

37 palatable in eighteenth century terms. In this 

respect, he became for Ingres the visual counterpart to 

Bitaube as a faithful interpreter of the ancient world. 

Flaxman's outlines could serve as a foundation-stone for 

the construction of a new art without loss of 

authenticity. It was also likely that the illustrator's 

creative approach to antiquity appealed to the artist who 

wished to make a distinction between creative imitation 

and plagiarism. 

Ingres remained a lifelong admirer of Flaxman and 

bequeathed one of the largest collections of Flaxman's 

best-known works to the Musée Ingres in his home 

38 town, among them the 1793 Rome edition of The Iliad 

39 of Homer. It is not known when Ingres purchased 

this copy of Flaxman's Iliad , but he probably bought it 

before 1805 when the new and expanded English version was 

published. Ingres pasted the five new plates that did not 

appear in the original Rome edition into his copy. He 

obtained these at a later date than the period under 

consideration, but they point to Ingres' concern with 

updating his copy of Flaxman's The Iliad of Homer. ^ 

The small painting of Venus Wounded by Diomedes, 

(1803-05) is a clear example of Ingres' indebtedness to 
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Flaxman as well as to archaeological illustrations 

(fig.5).^ The subject and the female figure types 

were inspired by Flaxman's illustration of Venus Wounded 

in the Hand Conducted by Iris to Mars, (fig.6). Ingres 

took the chariot and horses from Tischbein's illustrations 

/ O 
of a vase in the Hamilton collection (fig.7). There 

is no record of the circumstances that led Ingres to paint 

this work nor any information as to whether it was a 

preparatory sketch or a private, experimental work. 

The primary importance of this small painting lies in 

its application of radically primitive ideas. It is 

Ingres’ most extreme example of archaism, that is, the 

adoption of the linear non-naturalistic style of early 

Greek vase painting. The emphasis on the profile view 

binds the heads and bodies to the same plane and enhances 

the strongly antirealistic and anticlassical stylization. 

The decorative, curving line firmly establishes its 

existence independent of the subject. The colours are pale 

and chalky, reminiscent of tempera, although Ingres used 

oil on canvas. Outlined against the bank of clouds that 

push them towards the surface, the figures are no more 

than thin cameo-like layers. The gold leaf on the manes of 

the horses and on the chariot adds to the spaceless effect 

and emphasizes the two-dimensionality of the painting. In 

all its qualities it reflects the influence of the 

Primitifs , the artistic revolutionaries in David's 
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atelier whose ideas became important at the turn of the 

. 43 century. 

Ingres was a member of David’s studio during the late 

1790’s and early 1800’s, which were also the most active 

years of the group of young students that came to be known 

as the Primitifs . This group was disappointed in their 

teacher’s painting of the Sabines, insofar as they 

thought it was not radical enough in its intended Greek 

purity. They accused David of retrogression into the 

degenerate style of the eighteenth century, calling the 

work "Vanloo, Pompadour, Rococo."^ Maurice Quai, the 

leader, was an ardent admirer of the Greeks and went about 

the French capital in the costume of Agamemnon while a 

friend of his dressed as Paris. Quai was an articulate and 

persuasive proselytiser who advocated the following 

primary sources of art: in literature, only Homer, Ossian 

and the Bible; in painting, only Greek vases and those 

statues and bas-reliefs of the pre-Phidian style. Neither 

Quai nor his close disciples produced many works and none 

remain to exemplify this '’primitive" style they were 

advocating. Historically, the group was important because 

it represented a significant and vocal manifestation of a 

new artistic wave, European in character, archaistic, 

abstract and basically romantic in its approach to the 

. 45 pas t. 

Ingres was a reserved and conservative student who 
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did not mix easily. ^ His Venus Wounded by Diomedes 

shows, however, that he was not immune to the ideas that 

were circulating, and that he felt the need to experiment 

with them. In the overall cameo-like shallowness of the 

planes and the decorative pattern of curving lines can be 

found the compositional precedent to the Jupiter and 

Thetis, In Venus, her head thrown back in pain and her 

hand drooping from the outstretched arm, can be seen jthe 

prototype for the fuller and more refined Thetis.^ 

In the Bathing Woman (fig.8), now in the Musée 

Bonnat in Bayonne, Ingres started from the principles of 

linear abstraction as seen in the Venus Wounded and 

evolved a combination of linear abstraction and realism 

which is one step closer to his rendering of Jupiter and 

Thetis. The transformation is achieved through effects 

that can be traced to the inspiration of Raphael. Abstract 

formal considerations still govern the painting. 

Composition takes precedence over anatomical veracity in 

the curvature of the spine and the sweeping arc of the 

lower torso. The left breast is completely flattened and 

forms a perfect semi-circle. A fine line of shading 

emphasizes the contour of the body against the flat plane 

of the landscape background, and brings the fine profile 

into sharp focus. The linearity of the figure reveals 

Ingres' continued reliance on the concepts of Greek vase 

painting. He may have seen a reproduction by Tischbein of 
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a vase in the Hamilton collection, a motif well-known in 

Davidian circles that was also used by Girodet in 

1799.^8 The most striking feature of the Bathing 

Woman is the paradoxical conjunction of linear 

abstraction with the realistic modelling of the neck, the 

back and the arm. The impression is one of smooth, soft, 

living flesh, especially where the fingers make 

indentations in the arm. The detailed, three-dimensional 

effect of the turban increases the tension between the 

abstract and the real and belies the cameo-like 

shallowness of the body that supports it. The diffuse 

light with its rejection of strong chiaroscuro can be 

related to Renaissance ideals as well as the exhortations 

49 of the Primitifs to model softly. 

The turban is considered a quote from Raphael, 

recalling the portrait of the Fornarina. The pose may 

owe something to one of the Three Graces from the 

Raphael frescoes in the Villa Farnesina (fig.9), which 

Ingres produced more fully the following year in the 

Bather of Valpinçon. Raphael's influence is present 

not only in the turban but also in more subtle references. 

The figure's right arm across the chest comes from the 

vase illustration, but is also an adaptation of the 

form-hugging closed positions of both the Fornarina and 

51 Virgin in the Chair. 

Ingres had been an admirer of Raphael since his youth 
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when he was shown a copy of The Virgin in the Chair, 

52 relating that it had been a revelation to him. In 

fact, he used it in one form or another in several of his 

53 paintings between 1803 and 1817. Roques, his teacher 

in Toulouse, had encouraged the young and talented 

artist's taste for Raphael and the Italian 

Primitives. Once in Paris Ingres found a kindred 

spirit in Lorenzo Bartolini, an Italian sculptor and 

fellow student in David's studio. The two men, apart from 

personal characteristics they had in common, also shared 

interests in Flaxman, the Italian masters and music. ^ 

They conducted artistic research in Renaissance art during 

their five-year sojourn in the convent of the 

5 6 Capucines. Bartolini was important in that he 

encouraged and reinforced Ingres in his interest in 

Flaxman and Raphael and other Italian masters.^ The 

Bathing Woman, in her soft fleshiness combined with the 

decorative abstraction of her form, is a transitional 

figure between Venus and Thetis. 

Ingres did not paint the Jupiter and Thetis until 

towards the end of his stay at the Villa Medici. In the 

meantime, he was conscientiously studying and copying 

works of Raphael, particularly the frescoes in the loggias 

58 of the Farnesina and the Vatican. In his envoi of 

1811, which included the Jupiter and Thetis. was a large 

canvas of Mercury copied from a pendentive in the 



51 

59 loggia of Psyche in the Villa Farnesina. His 

previous envois of 1808 had been Oedipus and the Sphinx 

and the Bather of Valpin^on, both of which were harshly 

criticized by the Academy.In the face of such 

criticism, the perfection of the style of Jupiter and 

Thetis was imperative. As a self-acclaimed revolutionary, 

he would need to supercede David in his attainment of a 

"Greek" style. Ingres held David, as a member of the 

artistic establishment, partly responsible for the 

criticism to which his work had been subjected. To surpass 

his teacher would be a challenge. Illustrations of 

Greek vase paintings provided guidelines, Flaxman's 

illustrations provided the point of departure. Ingres used 

Raphael to enrich the compositions that he took from 

Flaxman and classical antiquity, and developed his idea of 

the Greek style. After all, in his eyes Raphael was the 

torchbearer of the Greek tradition, and with his guidance 

6 2 he could build a new style on the older foundations. 

It has only recently been suggested by Jean-Pierre 

Cuzin, that one should look at Jupiter and Thetis in 

6 3 terms of the influence of Raphael. The modelling of 

the torso of Jupiter is smoother than the more 

conventional treatment of the musculature in the copy of 

Raphael's Mercury (fig.10). Yet there are distinct 

similarities between the two paintings especially in the 
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use of colour, as in the bright blue of the backgrounds 

and the predominance of the peachy-orange tones in both 

works. The insistent curvilinear graphics of the surface 

design and the expansive gestures in Ingres' academic 

copy, make one irresistably aware of parallels in Jupiter 

and Thetis. 

Ingres' treated the clouds in his painting in a 

similar way to those in the Council of the Gods (fig.11) 

and the Banquet of the Gods, frescoes by Raphael and his 

school in the Farnesina. Also, the proportions of Jupiter 

with the narrow hips and broad shoulders recall a number 

of figures in Raphael's works, like the Eternal Father in 

the Vision of Ezekiel (fig.12) or the seated male figure 

6 4 seen from the back in the Council of the Gods. 

Ingres had already depicted the figure of Jupiter with 

these proportions in his drawing of Philemon and Baucis 

which is usually dated 1801 (fig.13). It is also 

suggested that the figure of Juno in Jupiter and Thetis 

is yet another appearance of the ubiquitous motif of The 

6 6 Virgin in the Chair in Ingres' work. 

The ennumeration of motifs is not a futile exercise 

but a way of demonstrating the range and number of works 

that Ingres looked at while considering the Jupiter and 

Thetis. Even in the case of Raphael, he did not confine 

himself to one source and drew what he needed from a 

variety of sources. The archaic style of Greek vases and 
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the primitivism of David's students still interested 

Ingres in 1810-11, as did the simplified style of John 

Flaxman. Although attracted by the primitive and archaic 

quality of linear abstraction, this aspect was not 

sufficient for Ingres. Had he merely continued playing 

with decorative abstraction his work would have 

degenerated into mere formal mannerism. Ingres had an 

innate desire for living form, for nature as embodied in 

Raphael. For Ingres Raphael represented the natural, the 

7 
living, lifted into the realm of ideas. The 

encounter in Italy with the original works of Raphael 

could not but affect the evolution and elaboration of a 

work for which he held such high hopes. It is often 

mentioned that Ingres had a special predilection for this 

6 8 painting. Perhaps in the Jupiter and Thetis he 

thought he came very close to achieving what he had set 

out to do. 



54 

Notes 
Chapter II 

Delaborde, p.148: "Il n’y a rien d'essentiel a 
trouver dans l'art apres Phidias et apres Raphaël, mais il 
y a toujours a faire, meme après eux, pour maintenir le 
culte du vrai et pour perpétuer la tradition du beau." 

o 
Wiebenson, p.37. 

3 Mommeja, p.91. Mommeja's thesis is that the 
Languedoc region retained a Latin, classicistic character 
with a taste in literature and the arts for the Italian 
rather than the French. Consequently, the style of Louis 
XV had made little roadway and the classicism was a result 
of conservatism rather than renovation. However, the ideas 
that were rooted in the seventeenth century did find an 
echo in the reformist ideas circulating in the Paris of 
the 1790's. 

^ Friedlaender, p.47. 

^ Jeanne Doin, "John Flaxman," Gazette des 
Beaux-Arts, V, (March, 1911), p.233. 

Sarah Symmons, "French Copies after Flaxman's 
outlines," The Burlington Magazine CXV, September 1973, 
p.595.(Henceforth, Symmons, French Copies, ). 

7 John Flaxman, exhib. cat., p.162, #218. 

8 ✓ 
Delécluze, p.421. David's reforms express the 

development of the growing taste for linear abstraction. 
In his Oath of the Horatii of 1784, the inspiration was 
basically Roman with the sculpturesque figures and planar 
composition. But David went farther than most classical 
painters of the seventeenth or eighteenth century in his 
analytical approach. This approach breaks down the 
rhythmic fluidity and visual coherence of a work of art 
into separate pictorial elements of line, space, 
atmosphere and light and is an intellectual, rational 
method comparable to that of the scientist-painters of the 
quattro-cento. This conceptual attitude demands an equally 
abstract expression of the human form which is generally 
the profile view, where the whole body is brought to the 
same plane and the contours can stand out distinctly. 
There is an intriguing contrast in the treatment of the 
male and female figures in the Horatii that becomes 
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relevant to the next stage of David’s reform and 
consequently to the work of his students. In the males the 
contour is nervous and jagged and is a function of their 
flexed muscles. It expresses virility and activity. On the 
other hand the treatment of the helpless grieving women is 
smoother and more idealized, the difference being that now 
the contour determines the form, rather than 
vice-versa.This growing emphasis on the softer modelling 
and contour brings with it an increased 
two-dimensionality, even to the point of distortion in 
David’s The Sabines, the two-dimensional organization 
recalling Greek vases and Flaxman’s outline.(Rosenblum, 
International Style, pp.70-81). 

o 
Rosenblum, International Style, p.180. 

Girodet was one of the first generation of David's 
students who adopted the so-called feminine aspect of 
David's linear style, attenuating it further and creating 
distortions that have been likened to similar effects in 
Ingres’ work, especially in the latter's early female 
figures like Thetis. 

Friedlaender, p.41. 

^ Delécluze, p.266. 

^ Friedlaender, pp.38-44. 

13 Lapauze, Ingres, p.72; also Boyer d’Agen, 
p.50. In a letter of November 23, 1806, to Forestier 
regarding the adverse critical reception he had suffered 
in the 1806 Salon, Ingres stated that his ambition was to 
be a revolutionary because art needed reform; "Oui l'art 
aurait bon besoin qu'on le reforme et je voudrais bien 
être ce revolutionnaire-là; mais patience, je ferai tant 
des pieds et des dents, que cela sera peut-être un jour. 
J'y mets toute mon ambition." 

14 The pose does have classical precedents 
especially in the Greek maenads that are depicted on vases 
and reliefs of Dionysiac rites, (Rosenblum, Ingres p.21, 
reproduces one). Ingres' copy from a Greek vase of a 
kneeling figure with arms outstretched, is preserved in 
the collection of drawings at the Musee Ingres in 
Montauban. 

^ Rosenblum, Transformations, pp.184-187. 

16 Delécluze, p.126; also Rosenblum, 
International Style, pp.24-29. 
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^ Delaborde, p.140. 

18 Wiebenson, p.33. Although archaeological 
publications had existed previously, the 1750’s and 1760's 
saw a new wave of books that were more accurate and had a 
wider scope of interest. Less extravagant, less expensive 
and therefore more widely circulating versions appeared in 
the 1780’s, especially illustrations of vase decoration. 
One of the most important, because of its extreme 
simplification of style, was the d’Hancarville-Hamilton 
publication of engravings of Greek vases, where the scenes 
on the vases were isolated and presented as 
two-dimensional pictures. Several versions were made of 
the collections of Sir William Hamilton in the form 
engravings after drawings by Wilhelm Tischbein, e.g. 
Collection of Engravings from Ancient Vases... discovered 
in the Kingdom of the Two Sicilies... now in the posession 
of Sir William Hamilton, Naples 1791-95; Réceuil de 
gravures des vases antiques, la plupart d’un travail 
grée..■tirés du cabinet de L. le Chevalier Hamilton..., 
Paris, 1803-1809. These later books were not coloured but 
illustrated in pure outline, and behind this approach lay 
a conceptual viewpoint that the essential characteristics 
of a work of art could be represented by its reduction to 
line.(Rosenblum, International Style, pp.52-53). 
Starting out with a utilitarian function of making these 
publications less expensive and more accessible, through 
its association with archaeological publications, line 
became a hallmark of antiquity and came to be called the 
"antique style.’’(Wiebenson, p.35). 

19 Delaborde, pp.141-142; "Toutes les fois que 
j'ai été me rassasier de la vue des compositions peintes 
sur les vases antiques, je suis sorti plus que jamais 
persuadé que c’est d'apres ces exemples qu'il faut qu'un 
peintre travaille, que c'est la ce qu'il doit imiter 
lorsqu'il peint des sujets grées. Il ne peut faire des 
grées qu'en les imitant, en les suivant pas 'a pas. Bien 
plus: il peut, sans être un froid plagaire, prendre aux 
peintures des vases des compositions entières et les 
traduire sur un toile. Il y a encore du génie à savoir 
ainsi recréer par la perfection des couleurs, par cet 
achevé de la nature que donnera l'étude,— de la nature si 
bien indiquée déjà, mais cependent a demi exprimée 
seulement dans ces simples traits." 

20 In Pursuit of Perfection: the Art of J.A.D. 
Ingres, exhibition catalogue, ed. Debra Edelstein, 
(Louisville, Fort Worth, 1983-84), p.14. Some of the more 
important publications available to Ingres were: Giovanni 
Gaetano Bottari, Musei Capitolini, 3 vols, (Rome, 
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1750-55); Anne Claude Philippe, Comte de Caylus, Rëceuil 
d'antiquités égyptiennes, étrusques, grecques et romaines, 
(Paris, 1752-1767); Le antichità di Ercolano, (Naples, 
1757); Collection of Etruscan, Greek and Roman 
Antiquities from the Cabinet of the Honorable William 
Hamilton, ed. d1Hancarville 4 vols. (Naples, 1766-67). 
Also, Johann Winckelmann, ed. and illus., Monumenti 
antichi inediti, (Naples, 1767). These books were 
important for the development of the linear style in 
general, but they were particularly relevant to Ingres who 
studied them and collected engravings and prints avidly. 
(Rosenblum, International Style, p. 52). 

21 Delaborde, p.142, see note 19. 

9 9 
Wiebenson, p.34. 

23 Rosenblum, International Style, p.129 
C) I 

Ingres' Sculptural Style: a Group of Unknown 
Drawings, exhibition catalogue, Fogg Art Museum, (1973); 
some early drawings attributed to Ingres, The 
Hermaphrodite with the Nymph dated between 1797-1806, 
clearly show the tendency towards allowing geometric arcs 
to controll the figures. This tendency can also be seen in 
the preparatory drawing for Mme Devauçey of 1807 and are 
to be found in the portrait of Mme Rivière of 1805. 

25 
Jean Alazard, Ingres et l'Ingrisme, (Paris, 

1950), p.22. Alazard tries to trace the complex evolution 
of Ingres' style which defies definition. In his fusion of 
styles, his overriding concern with the formal aspects of 
the painting he has been called a cerebral artist. Yet in 
some paintings the presence of the real is so strongly 
felt that he has also been called a 'realiste-ideiste .* 
His taste for the archaic and his choice of romantic 
subject-matter has led to his classification as a 
'Romantic-Classicist.' His liking for medieval subjects 
and style further complicates the matter. Abstract 
considerations, expressive exaggeration of form and 
attention to detail with the ensuing tensions are termed 
by Alazard, " Ingrismes■ " 

^ Lapauze, p.70. 

Bonnaire, II, p.65. 

2® King, p.75. 

29 Schlenoff, Sources, pp.47-48. 
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30 Ibid. 

31 Mongan, p.7. 

32 Schlenoff, Sources, pp.47 and 50. 

33 Rosenblum, International Style, p.115. 

34 John Flaxman , exhib. cat. pp.184-185, for 
idea of the multiplicity of editions and the popularity of 
Flaxman's classical illustrations presented in the form of 
a table. 

35 Wiebenson, p.35. 
O CL 

Rosenblum, International Style, p.115. 

Symmons, "French Copies", p. 592-595. 
O O 

Schlenoff, Sources, p.125. Also, Symmons, 
"Apotheosis of Flaxman," p.721. 

3Q x 
Musee Ingres, Montauban, C.I.535, The Iliad 

of Homer, Engraved by Thomas Piroli from the Compositions 
of John Flaxman, Sculptor, (Rome,1793). 

Ingres did not come into possession of the 
five extra plates until at least the late 1830's, for the 
five additional engravings that he glued into his original 
version were those engraved by Reveil (Collection Ingres 
535, above), and date from 1833-36 ( John Flaxman exhib. 
cat. p.185). Mme Ingres' expense books contain records of 
purchases of Flaxman's work after 1835 but do not indicate 
which works (Schlenoff, Sources, p.125). 

41 

42 

43 

Friedlaender, p.70. 

Mongan, p.7. 

Delecluze, p.72; Friedlaender, pp.69-71; 
Rosenblum, Ingres, pp.19-20. The rejection of 
chiaroscuro and use of tempera were part of the return to 
the primitivism advocated by the Primitifs and were 
taken up by Ingres as late as 1812 in his Romulus 
Conqueror at Acron. 

Delecluze, pp.71-72. The Primitifs were also 
known as " Les Penseurs " because of their rather intense 
philosophical beliefs regarding the purity of art as well 
as serious ideas about returning to a naive life. They 
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were also called " Les Barbus " because they sported 
beards in imitation of the early Greeks at a time when 
fashion dictated a clean-shaven face, (Delecluze, p.71 and 
pp.420-432; also George Levitine, The Dawn of 
Bohemianism: the 'Barbu* rebellion and Primitivism in 
Neoclassical France, University Park, Pa., 1978, ch,5, 
pp.55-72). 

4~* Friedlander, 49-50. 

46 Delecluze, p.421. 

4^ Friedlaender, pp.70-71. 

48 Rosenblum, Ingres, p.70. 

4^ Delecluze, p.72. 

Rosenblum, Ingres, pp.70 and 78. 

Works by J.-A.-D. Ingres in the Collection of 
the Fogg Art Museum, (Cambridge, Mass. 1980), III, p. 54; 
confirms the identification of the Fornarina with the 
Virgin in Ingres' mind, for according to legend the 
Raphael's mistress was the model for the Virgin. 

5 2 Lapauze, Ingres, p.72: "Une copie de la 
Vierge à la chaise, rapportée par mon maître [Roques], 
fit tomber le voile de mes yeux: Raphaël m'était révélé. 
Cette impression a beaucoup agi sur ma vocation et rempli 
ma vie.” 

53 Raphael et l'art français, exhib. cat.(Paris, 
November 1983-January 1984), p.291: Ingres used the 
Virgin in the Chair in the medallion of the carpet in 
Napoleon as Emperor of 1803; as an engraving in the 
portrait of M. Riviere of 1805; it hangs on the wall in 
the Petit Palais copy of Henry IV receiving the Spanish 
Ambassador of 1817. Furthermore, it also hangs on the 
wall of the Fogg Museum copy of Raphael and the Fornarina 
of 1814. 

54 Joseph Roques met David and Vien in Rome in 
the early 1780's and it is likely that he submitted to the 
recommendations of Vien who believed in the antique, 
Raphael and the Caracci as the most important classicizing 
examples to follow, (Mommeja, p.91). 

Mario Tinti, Lorenzo Bartolini, (Rome, 
1936), pp.26-27. Both Ingres and Bartolini came from 
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provincial, financially difficult backgrounds but were 
driven by a heightened sense of their own ’genius*. Their 
sense of artistic destiny was marred by an equally acute 
awareness of an incomplete education which made them 
extremely sensitive to disapproval. This produced a 
tendency to consider any criticism as a form of 
persecution. Bartolini was an ardent admirer of Flaxman's 
work. As an artisan apprentice in Volterra, Bartolini had 
gone to great lengths to obtain copies of Flaxman’s 
drawings. However, attributing Ingres' initiation to his 
enthusiasm alone(Mongan, p.4), seems an overstatement of 
Bartolini's case. 

56 Delécluze, p.297. 

Daniel Ternois, Ingres, (Milan, 1980), 
pp.12-13. 

58 

59 

60 
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Raphael et l’art français, pp.124-125. 

Ibid. 

Lapauze, Ingres, pp.95-96. 

Boyer d'Agen, p.51, letter of 23 November, 
1806 to M. Forestier: ”Je me doute bien de la conduite que 
tient mon cher maître M. David dans tout ceci. Vous me 
feriez plaisir de m'en écrire un petit mot. Je vous l'ai 
peint plus d’une fois, cet homme; mais il aura beau 
m'écrire, il n'a pas affaire à une bete, il aura beau 
jeter l’hamejon, il ne m'y prendra pas." 

62 Delaborde, p.95. 

63 

64 

65 

66 

67 

68 

Raphaël et l'art français, pp.124-125. 

Ibid. 

p.132. 

In Pursuit of Perfection, p.36. 

Raphaël et l'art français, p.125. 

Friedlaender, pp.71-72. 

Lapauze, Ingres, p.100; Schlenoff, Sources, 
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Chapter III 

Creation of the Image 

Ingres drew upon a variety of sources to compose his 

painting of Jupiter and Thetis. Drawings by Ingres in 

the collection of the Musee Ingres reveal that variety, 

but also the unifying idea behind Ingres* research. 

Ingres' basic conceptions of content and style which 

affected the creation of the final image can be seen 

through the study of his own drawings as well as the 

engravings he collected. 

There are four drawings of the composition in its 

entirety, two of which were made around the middle of the 

ninteenth century and are copies after the painting.^ 

These drawings are not a series in the true sense for two 

of them were made after the painting. One of these later 

versions is considered to be, at least partially, by a 

hand other than Ingres' and is dated around 1848 

2 
(fig.18). The other, probably done not much later, is 

drawn on tracing paper, reversed and modified and was 

probably made in preparation for the 1851 book of 

engravings of Ingres' works (fig.19). The latter is 

interesting as an example of Ingres' constant striving to 

improve upon his paintings, and demonstrates the way he 
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worked towards this goal of perfection.^ Ingres would 

first put the composition on tracing paper. He would then 

cut away that portion of the drawing that he wanted to 

modify. The next step would be to draw the modifications 

on another piece of tracing paper and fit it to the 

original composition. The altered composition would then 

be transferred to another sheet of paper and he would draw 

in lines to bridge the gap between the two parts.^ In 

the tracing of 1851 the separate pieces of tracing paper 

that were used to change the position of Jupiter's arm can 

be seen clearly. This procedure was one that Ingres used 

throughout his career, tracing directly from Greek vases 

as well as from prints.^ The habit of using tracings 

to modify and manipulate his compositions, together with a 

flexible attitude toward what could properly be called an 

antique source, explains why no one source can be isolated 

for each of the figures in the Jupiter and Thetis. 

A drawing that appears to be from the early stages in 

the development of the painting, may well be the first 

conception of the scene (fig.16).^ It provides an 

insight into the metamorphosis of his ideas, starting from 

various images and ending with the final product which has 

become purely Ingres' own. It is considered the first 

drawing because there is a noticeable similarity between 

it and Flaxman's illustration of Thetis Beseeching 

Jupiter to Honour Achilles (fig.15). The similarity is 
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particularly striking in the uniform quality of the line 

that Ingres uses which is more like Flaxman's restrained 

approach than his own fluctuating touch. Thetis is placed 

on the right side of the composition, as she was in 

Flaxman’s, and there is some similarity in the way she 

kneels in both versions. Yet, with its frontal hierarchic 

Jupiter and its unrestrained nymph, it seems that from the 

beginning, Ingres' notion was more grandiose and more 

dramatic than Flaxman's. At the same time, there is a 

greater degree of physical intimacy between the two 

figures in the French artist's rendition than in the 

English sculptor's. In Flaxman's drawing, Thetis places 

her hand on Jupiter's knee while with the other she 

timidly tugs at his robe. Her self-contained and reserved 

demeanour is a far cry from the Thetis who seems to have 

thrown herself down to her knees at the feet of Ingres' 

imperious Jupiter, her right arm clawing awkwardly at the 

god's shoulder, her head flung back in entreaty and the 

rest of her body limp with despair. The strong contrast 

between the aloof and regal frontality of Jupiter and the 

seductiveness of the nymph, is absent from the 

quasi-paternalistic relationship between Jupiter and 
g 

Thetis in Flaxman's composition. 

It appears that the jealousy of Juno played an 

important part in Ingres' initial idea for he depicts her 

in the guise of a Fury screeching and pulling angrily at 
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Thetis* robes.^ In the painting the jealous wife is 

relegated to a less conspicuous position, peeking from the 

edge of the painting in the way that a suspicious person 

would peep from behind a doorway or a tree in order to see 

but not be seen. Her presence lends a somewhat sinister 

element to the scene, but her face expresses no anger, 

just habitual dejection. Ingres abandoned the emotional 

drama of the first drawing and made the figure of Juno 

more restrained. Her inclusion, however, tends to diminish 

the intended grandeur of the scene while remaining more 

faithful to the literary source in which Juno's jealousy 

is more routine than furious. 

This first drawing has a number of awkward passages. 

It is not yet integrated and the details of the poses are 

not adequately worked out. However, the original 

inspiration has already been transformed by the grandeur 

of Ingres' conception. His penchant for geometric 

composition also makes itself felt at this early stage; 

the loose pyramidal arrangement of Flaxman's group becomes 

a more obvious triangle in Ingres' sketch, with Thetis 

forming a smaller triangle within the larger one of 

Jupiter enthroned. Meanwhile, the head of Jupiter is fully 

modelled, although in the end it is not the one that he 

uses in the painting. 

A second sketch is closer to the painting and is 

therefore likely to have been done later than the one 
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discussed previously (fig.17). In this case the 

arrangement of the figures is more restrained, with less 

emphasis on heightened drama and more concern with the 

expressive aspect of the more purely formal qualities of 

composition and line. The figures and their relationship 

have evolved to a point that is not so far from the 

painted version. Ingres decided to move Thetis to the 

other side of the throne, balancing the composition with 

the eagle. He also decided to follow the literary source 

more closely in using the intimate gesture of having 

Thetis fondle Jupiter’s chin.'*'® Thetis’ body is no 

longer limp and heavy but has become more active. The long 

arm reaching up and the extended neck provide an upward 

momentum which is accentuated by the dynamic thrust of the 

bent leg. The effect is that her supplication becomes more 

aggressive, thereby mitigating the helplessness of her 

desperate situation. The figure of Thetis is an 

interesting combination of active manipulating and passive 

helplessness. She uses her feminine wiles to influence 

Jupiter and manipulate him — caressing his chin, pleading 

with her eyes and touching his toe with hers. Yet she 

expresses her vulnerability and utter dependence on his 

clemency with her emotionally outstretched, swollen 

throat, her drooping right shoulder and her flaccid 

arm.** There are still some elements in this drawing 

that remain to be worked out. These are the head of 
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Jupiter and the position of his left arm, as well as the 

problem of the sharp angle of Thetis' elbow as it rests on 

the god's lap. Jupiter's arm was finally made to rest on a 

cushion of clouds. The widening of Jupiter's torso 

resulted in a smoother more lyrical movement to Thetis' 

right arm, more in tune with the fluid sinuous curves of 

her body and the sweep of the hem of Jupiter's robe. 

Except for the relief on the base of the throne, a 

single, specific source for each of the figures in this 

painting cannot be pinpointed. Rather, each fits within a 

category, and is a synthesis of several features derived 

from many examples of that particular type. Thetis, for 

example, is a modified version of Venus and other young 

divine or semi-divine female figures found in Flaxman's 

illustrations as well as on actual on vases, cameos and 

statuary. There is some element of the Maenad image in her 

12 thrown-back head which extends the throat. Jupiter 

is descended from the Phidian Zeus illustrated by Flaxman 

and appearing in other engravings or on vases and cameos. 

The complexity of Ingres' image-building process can 

be followed, and hopefully illuminated by the detailed 

examination of his pictorial treatment of Jupiter. The 

dominant reference of Jupiter in Ingres' work is to the 

hierarchic Phidian Zeus of Olympia. Among Ingres' drawings 

and extensive collection of engravings after coins and 

gems there are numerous examples of the seated frontal 
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Zeus (figs. 25,26). The Zeus of Olympia was destroyed in 

475 A.D. but the image lived on in descriptions by ancient 

authors like Pausanias and in depictions on coins and 

13 gems. One of these gems, reproduced as an engraving 

in Comte de Caylus' Réceuils, has been suggested as the 

source for Ingres' Jupiter (fig.21).^ Phidias had 

broken with the tradition of portraying the standing Zeus 

and instead, displayed the god "enthroned in lofty 

calm.Seated frontally on a throne, Zeus apparently 

held the figure of a victory in his right hand and a 

scepter in his left.^ The image in Jupiter and 

Thetis differs insofar as there is no victory figure and 

the god holds the scepter in his right hand, but Ingres 

retained the frontality. Ingres made one drawing of 

Jupiter which displays a close resemblance to the De 

Caylus engraving and was probably a direct copy 

(fig.20).*7 Jupiter in Ingres' painting is essentially 

this Phidian type, particularly desirable for its inherent 

18 qualities of majesty and grandeur. 

The Phidian type also appears in several Flaxman 

illustrations, but just as Ingres did not confine himself 

to one antique example, neither can any one figure from 

Flaxman's work be considered as the sole source for his 

Jupiter. Rather, he studied several figures of Jupiter 

that appear in the illustrator's drawings and took 

features from each. For example, the relationship of 
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Jupiter’s feet to the hem of his robe is very similar to 

that of Flaxman's Jupiter sending the Evil Dream to 

Agamemnon (fig.22), but Ingres reverses the feet and 

places the left foot on the lower step. Jupiter’s left arm 

is finally made to rest on the clouds, whereas in the 

first drawing it held Thetis’ head (fig.16) and in the 

sketch it supported the head of a pensive Jupiter 

(fig.17). In Flaxman’s Council of Jupiter, Minerva and 

Mercury Jupiter places his elbow on the eagle in much the 

same way as Ingres’ figure rests his on the clouds 

(fig.23). Yet another version in Flaxman’s illustrations 

relevant to Ingres' Jupiter is that of the god in The 

Council of the Gods (fig.24). 

Over and above the observation of antique and 

contemporary renditions, Ingres worked from the live model 

(fig.27). In his use of the live model, Ingres retained 

the link with reality which helped him convey the sense of 

palpability of flesh that is so pervasive in his 

paintings. The final image of Jupiter is, however, 

tempered by his own grandiose conception of the Phidian 

god, the ultimate and supreme prototype. 

Ingres apparently had a lifelong interest in Jupiter, 

for even in his teens he had made a study of the head of 

19 that god. For the Jupiter and Thetis, the head of 

Jupiter goes through a number of transformations before 

Ingres decides on the final appearance. There is a 
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beautiful study of an antique bust of Jupiter which has 

been related to this painting (fig.28) On the other 

hand, the modelled head of the god in the first drawing 

has a greater resemblance to the cast held by Bartolini in 

Ingres' portrait of his friend (fig.29). It was this type 

of head with the relatively controlled beard and hair that 

is often found in the works of Flaxman. Jupiter’s 

leonine head in the painting looks more like a portrait 

and, indeed, Ingres again made studies from life. Ingres 

is said to have seen the characteristics of what he 

considered the Olympian type in the features of a man who 

modelled for him and could not refrain from excitedly 

commenting on what appeared to him to be the perfect 

22 
features of that simple peasant (fig.30). 

In his idea of what Jupiter should look like, Ingres 

was not only influenced by the casts and statues he had 

seen and copied, but again, by cameos and engravings. 

Scrutiny of a profile study of Jupiter's head reveals its 

close resemblance to the type of profile on cameos such as 

the one now in the Hermitage (fig.31 and fig.32). It 

cannot be established that Ingres saw that cameo when it 

23 was in France, but he may have known one like it. 

Among Ingres' collection of engravings preserved in the 

Musee Ingres In Montauban, I have found one of just such a 

24 
cameo of the Olympian Jupiter (fig.33). Thus, again, 

Ingres used the live model in combination with his study 
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of various antique sources and was putting into practice 

his belief in the artist’s ability to recognise in nature 

those examples that come the closest to the canons of 

25 beauty established by the antique. Through the 

intense study of ancient works, he would presumably 

develop the eye for recognizing such qualities. The figure 

was therefore a synthesis of all that Ingres had read 

about or seen of Jupiter. He was, he believed, acting like 

a bee culling nectar from all the flowers in order to make 

his own honey.^ 

Ingres’ creativity lay in the close observation and 

study of conventional modes which he then transformed by 

subtle changes in line causing this mysterious 

metamorphosis of dry convention into living form. Thetis 

is one example of this process of transmutation. Although 

the figure of Thetis is said to be derived from Flaxman's 

27 numerous depictions of the sea-goddess, Ingres' 

goddess fits more into the broader tradition of the 

prototype of ideal female beauty, whether she be Venus 

herself or a minor deity. Ingres' Thetis descends 

ultimately from the Venus of Capua with her arms raised, 

one higher than the other in a position recalling the 

blades of a pair of scissors (fig.34). Sardonyx gems 

depicting this Venus probably played a part in the process 

of Ingres' image building. Indeed, the cameo-like 

modelling and boneless softness of Thetis are not far 
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removed from the smooth curved bodies of such figures as 

Venus or similarly rendered females on several sardonyx 

cameos that Ingres could have seen (fig.35 and 

fig.36).28 

The semi-nude figure, the outstretched neck and the 

arms were all conventions in antique works that were taken 

up by Ingres. He was not, of course, the only artist to do 

so, but he did derive from them expressive qualities that 

were unique to his own genius. In the case of Thetis' 

arms, Ingres studied Greek vases and traced them (fig.37). 

He then made studies of various relationships of the arms 

to each other (fig.38). Thetis' arms are ultimately longer 

and slimmer than the prototype, and this distortion 

together with the realistic treatment of the flesh adds an 

emotive element to what was a conventional design. The 

graceful wide 'v' of her right arm with the hand curving 

down at the wrist, balancing the arc of the shoulder, was 

a convention used on the vases and in engravings. The 

lengthened arm and rounded point of the elbow in Ingres' 

work convey a feeling of heaviness and dejection. 

The same type of visual sources are relevant to 

Thetis' distended neck, which, as mentioned before may owe 

something to maenads depicted on Greek vases and in 

reliefs (fig.39). Ingres, who was not averse to relying on 

both ancient and contemporary examples to attain his 

artistic goal, may also have been inspired by the maidens 
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29 in Girodet s Ossian (fig.3). Even in his treatment 

of drapery, Ingres transforms the zig-zag convention used 

on Greek vases into fluttering agitated swirls along 

Thetis' back, with graceful pleats down her leg and a rich 

cascade of folds flowing down beside her in a decorative 

and lyrically expressive manner (fig.40). 

The Gigantomachy relief on the base of Jupiter's 

throne is a direct quote from an antique cameo that was in 

30 Naples in the nineteenth century (fig.41). Ingres 

could not have seen the cameo prior to the completion of 

the Jupiter and Thetis because his first trip to Naples 

took place three years later in 1814. It was a well-known 

gem, however, and illustrated both in Winckelmann's 

Monumenti inediti of 1767 and in Tassie and Raspé's 1791 

31 catalogue of engraved gems. Ingres' rendition is 

different enough from both to suggest a source closer to 

the original gem than these illustrations. The engraving 

in Winckelman lacks the vigour of the original, the head 

of Jupiter is different and so is the angle of the scepter 

(fig.42). In the Tassie and Raspé version, the cloak is 

draped around the shoulders instead of at the elbow level 

and the musculature of the torso is not articulated in the 

clear-cut way seen in the original and in Ingres' version 

(fig.43). On the other hand, in the Catalogue of Gems 

32 illustrated by Carstens and Tassaert in 1789, there 

is a reproduction of the cameo (fig.44) that is very close 
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to Ingres' rendition of it on the base of the throne. 

Ingres either saw this engraving and knew it was accurate, 

33 or he had access to a cast of the gem. Ingres did 
q / 

have a good eye for the nuances of a style, but the 

exactness of the details does tend to support the 

probability of his having had access to an accurate 

reproduction. Among the many depictions of the gem, there 

is one that was in Ingres' collection of engravings 

(fig.45). Interestingly enough Ingres did not use this 

classicising engraving but stayed with the Hellenistic 

style of the original cameo and added a figure that was 

also from the same stylistic period. 

On the Naples cameo, Jupiter in his chariot is 

trampling two giants who have fallen. The standing figure 

about to hurl a stone in the completed painting does not 

appear on this gem. I have found that this figure was 

taken directly from a Gigantoraachy relief on a sarcophagus 

which Ingres probably saw in the Vatican where it had been 

since 1782 (fig.46). He also owned an engraving of this 

35 sarcophagus (fig.47). Ingres took his figure from 

just left of center on the sarcophagus frieze. The 

composition that Ingres put together for the Gigantomachy 

on Jupiter's throne supports the view concerning Ingres' 

acute sensitivity to formal qualities and consequently, 

his ability to recognize and capture the essence of a 

3 6 style. It also shows Ingres' willingness to draw on 
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sources of varying scale, from a cameo to a sarcophagus, 

which he then combined into a unified whole. This was 

probably facilitated by his study of engravings where 

everything is reduced or magnified to fit the page format. 

The combination of elements in the painting was not a 

haphazard conglomeration of quotes from the antique, but a 

careful selection of motifs and conventions that were made 

within the parameters established by his idea of the image 

he wanted to produce. Ingres' approach to each figure was 

to study all the relevant examples, using antique sources 

not to ape the ancients but to develop their ideas. In his 

studious approach he also drew on the ideas of 

contemporary artists of the Greek style such as Flaxman. 

In his own words, "I think I know how to be original in 

imitating. Eh! Who among the greats has not 

imitated?".^ 

The whole painting is governed by a stable and simple 

geometric grid (fig.48). The body of Jupiter, excepting 

his head, is contained within a rectangle whose sides are 

formed by two sets of parallel lines, one vertical and one 

horizontal. A line could be drawn along the lower step of 

the throne and at an equal distance from the top, another 

would pass along the shoulders of Jupiter. The vertical on 

the left passes down the scepter and through the body of 

Thetis. The other travels down Jupiter’s forefinger, 

through the folds of the himation and along the dark line 
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of the reversed pleat. Superimposed on this grid is a 

large equilateral triangle whose base is the lower line 

that lies along the step. Its apex is at the bridge of 

Jupiter’s nose and this is also the focal point of the 

rays surrounding Jupiter’s head. This triangle encloses 

the figures of Jupiter and Thetis and its sides are a 

continuation of two of Jupiter's rays. Juno and the eagle 

form counterbalancing foils. The heavy socle of the throne 

firmly anchors the composition to the base of the 

painting, as do the rather substantial clouds on which it 

sits. 

Measuring over three meters in height and more than 

two-and-a-half meters in width, the size of the Jupiter 

and Thetis is imposing, especially where it hangs today 

in the second-floor gallery of the Musee Granet in 

3 8 Aix-en-Provence. Ingres could have had the advice of 

Maurice Quai in mind when he was preparing his envoi , 

for the leader of the Primitifs had encouraged the 

painting of monumental pictures of at least "six pieds de 

39 proportion", which is about two meters in height. On 

the other hand, he may also have been following the 

recommendations of the board of the Classe des Beaux-Arts 

section of the Institut which required of the students in 

Rome to submit a composition of over three meters, or "de 

dix pieds de hauteur. 

In the painting of Jupiter and Thetis, Ingres 
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achieves a greater degree of linear abstraction than did 

David with his Sabines (fig.2). Ingres had claimed to be 

a revolutionary and through contact with the Primitifs , 

Flaxman and Girodet, he was able to build creatively on 

the primitive (i.e. pre-classical) foundations that were 

being advocated as the only sources for true art.^ 

The difference between David's Greek Style and Ingres' 

illustrates the point the revolutionary students in 

David's atelier had made about their master's work not 

constituting a radical enough change. The so-called "Greek 

style" meant a two-dimensional arrangement, the supremacy 

of outline and minimal interior modelling, and in these 

A 2 qualities lay its primitive aspect. In David's 

Sabines, the two-dimensional organization and the 

emphasis on contour are tempered by a measured planar 

recession and passages of realism such as in the time-worn 

face of the old woman or in the throbbing veins of the 

horse's neck. Furthermore, David's continues to surround 

his figures with light which gives them a roundness and a 

solidity in space.^ 

On the other hand, although some parts of Ingres’ 

Jupiter and Thetis seem to have more depth than others, 

there is hardly any planar recession. The darker passages 

of cloud immediately behind the throne suggest some depth, 

and the figure of Juno is treated with some aerial 

perspective in that she appears more hazy and therefore 
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farther back than the main protagonists. However, the 

uniformity of the blue sky and the black rays surrounding 

the head of Jupiter negate this suggested depth and 

re-emphasize the surface.^ Ingres further stresses 

the painting's two-dimensionality by his use of a uniform 

or diffuse light that suggests a cameo-like 

shallowness.The Primitifs had stated that the 

quality of the light had to be such that the transition 

from light to shade would not be so abrupt as to destroy 

the harmony of the forms themselves.^ Indeed, the 

shadows in Jupiter and Thetis seem only to exist where a 

contour needs emphasizing, as, for example, where they 

follow the outline of Thetis' body. What Ingres does is 

compress space and put bodies, heads, garments and 

draperies all in one narrow plane, and in this he 

approaches the archaic style of early Greek vases more 

than David had done.^ 

The passages of realism that are to be found in 

Ingres' work also differ from the realism of David. It was 

not the realism of plain unidealized features that 

concerned Ingres. Rather, it was the conveying of texture, 

whether of skin or fabric and the attention to surface 

detail, especially in ornamentation. This so-called 

"Northern" aspect of Ingres' art is kept to a minimum in 

Jupiter and Thetis. Nevertheless, one can almost feel the 

difference between the heavy fabric of Jupiter's himation, 
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the more lightweight silkiness of Thetis' robe and the 

diaphanous airiness of her veil. Above all it can be felt 

in the treatment of the goddess' body, in the palpable 

cushiony softness of her flesh and velvety smoothness of 

her skin. Ingres' attention to detail may, to some extent, 

have been a reflection of his youthful friendship with 

Bartolini, who apart from being an admirer of Flaxman and 

the Italian Primitives, also preached the doctrine of the 

rigorous imitation of nature as the principle of 

48 beauty. Ingres may also have been influenced by the 

nature of his provincial training in Montauban and 

Toulouse where the classical taste was combined with a 

fondness for medieval detail, pagaentry and 

49 decorativeness. 

Ingres* desire to copy nature may seem at first to be 

a contradiction of his urge towards linear abstraction, 

yet they can be considered but two aspects of the same 

instinctive desire towards a revival of the primitive and 

hence the pure and fundamental attitudes towards 

art.^ There is some attempt to reconcile these two 

aspects in the Jupiter and Thetis such as, for example, 

in Jupiter's himation which is carefully made to fall 

within the limits set by the overall design. The nature of 

the fabric of this garment is enigmatic insofar as it is 

difficult to read as any specific type of material. This 

is unusual and therefore probably intentional, especially 
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within the context of Ingres' known ability to give an 

exact idea of what fabric he is depicting. Instead, 

Jupiter's robe has a marmoreal quality about it similar to 

the sculpturesque effect of his torso. The folds are heavy 

and substantial, but minute attention is paid to the 

detail of the elegant ornamentation. Together with the 

massive body, the effect is to bring to the observer's 

attention Jupiter's descent from the marble sculpture of 

the Greeks. 

The draperies of Thetis appear to be of a softer more 

flowing fabric in keeping with her feminine 

characteristics. Her veil flutters behind her in an 

agitated fashion reflecting her distressed psychological 

state. Her malleable and seemingly boneless body seems 

made out of soft wax or even dough. 

Ingres possessed a sensitive feeling for tonalities 

through which he was able to convey the sensuous, material 

character of objects and this ability corrected what could 

have been the exessive effects of his linear 

52 
abstraction. The range of colours used in the 

Jupiter and Thetis is not wide, yet the depth of the 

tones and the subtle gradations give it a richer effect 

than would have seemed possible with so few colours 

(Frontispiece). The peach-orange, indicative of the flush 

of dawn, shows through in all areas where the paint is 

particularly thin. For instance, it can be noticed on the 
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base of the throne and in the clouds behind the eagle. 

Peach-coloured highlights give life to the alabaster 

whiteness of Thetis* skin and show through in the area 

where the pressure of her knee pulls the draperies tight. 

Jupiter’s garment is of a deeper peach, the strongest and 

most emphatic statement of this colour. 

The darker tone of the coppery-orange ornamentation 

provides a transition to the dull gold of the throne. A 

brighter gold is visible on the reverse of the pleat and 

that same tone is used to suggest a sheen on the 

ornamentation and to highlight the carvings on the throne. 

Thetis is partly enveloped in robes of a bluish-green, a 

colour reminiscent of the sea whence she came. It also is 

a colour that is a mixture of the blue and gold and 

therefore forms a link between the dull gold of the throne 

and the deep blue of the sky. In his application of 

colour, Ingres uses brush-stokes that become invisible, 

53 leading to an enamelled glassy paint surface. The 

type of fluid oil paint that could lead to the recording 

of transient perceptions and sensuous qualities 

contradicted the ideal as represented by the precision of 

outline. Ingres was very concerned with colour but he used 

it in a subtle manner, exploiting the whole range of 

tones. Its role for him was to serve line and to complete 

drawing which was, as he said, "three-fourths and a half 

54 of painting." Drawing meant more to Ingres than mere 
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line. By his definition, drawing was not only the 

reproduction of contours, it was also interior form, 

design and modelling. But above all, it was 

expression.^ 

Ingres' style evolved within the context of the 

development of linear abstaction as a general European 

trend. What set him apart was his strong feeling for the 

nuances of movement, for the most delicate and lifelike 

rise and fall of body outline so that the abstraction is 

imbued with life.^ The delicate and tender rhythm in 

the figure of Thetis, makes her seem very much alive, 

physically and psychologically, in spite of her relatively 

cold and expressionless face and even though it is 

immediately clear that no human figure could possess such 

malleability or such proportions. This strange depiction 

is a function of Ingres' "organic arabesque", or 

expressive use of line, and of his handling of paint which 

creates the tactile quality of his subjects. 

Where he is conveying a more restrained feeling, as 

in Jupiter's impeturbable aloofness, Ingres uses his line 

in a disciplined, conservative manner along with the 

structural, geometric form of the massive body of the god. 

Jupiter's draperies, too, are restrained although falling 

extremely gracefully and elegantly. On the other hand, 

Thetis' sinuous body is extended and elongated to achieve 

the utmost expression. The outline flows in melodic curves 
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and counter-curves, from the gentle arc of her back, to 

her swan-like neck stretched and swollen in entreaty. Her 

pleading is further expressed by her eel-like left hand 

with its tentacle fingers slithering up to reach for 

Jupiter's chin in the hope that this gesture of intimacy 

could sway him.^ 

Ingres allowed himself to get carried away when it 

58 came to the rounded lines of the female form, but he 

was a strict disciplinarian in that the overall 

organization was completely rational and he adhered to 

that basic design. Thus, in spite of the distortions in 

the figure of Thetis and the exaggerated mightiness of 

Jupiter, the painting has a geometric underpinning which 

holds it together, an underpinning whose symmetry and 

strictness may be disguised by the apparent curves and 

countercurves of the surface pattern, but which, 

nonetheless, governs the Jupiter and Thetis. 
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Chapter IV 

Judgement Rendered 

Ingres had two aims for the Jupiter and Thetis when 

he sent the finished painting to Paris in the autumn of 

1811. First, he had to fulfill his final obligation to the 

state which had granted him the scholarship to study in 

Rome. Secondly and more importantly, he needed to silence 

the critics in Paris who reacted so unfavourably to the 

five paintings he exhibited in the Salon of 1806. 

The hostility of the critics, especially since he 

could not be in Paris to defend himself, made Ingres angry 

to the point of distraction, embittered him and made him 

more determined to prove the critics wrong in their 

evaluation of his work.* Ingres’ resentment tended to 

run deep and long, a characteristic that he himself 

admitted to friends and relatives such as his cousin Mme 

Paul Lacroix. She recounted that he complained to her of 

the critics who had made him extremely angry. He felt they 

had harmed him considerably and admitted that his memory 

was full of rancour to the extent that he remembered every 

hostile word written about him, even after fifty 

2 years. 

Ingres actually considered himself his most severe 
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judge, which in a way he was. The criticism of others 

served to spur his ambition and fuel his desire to prove 

himself above reproach. He described his strong ambition 

which led him to desire all or nothing, driven as he was 

by a tormenting insatiable desire for glory. It is no 

wonder, then, that the public reaction to his exhibition 

of paintings in the Salon of 1806 was a determining factor 

in Ingres* attitude during his pensionnat in Rome.^ 

To understand Ingres* bitterness and his need to present 

to the world an *envoi* that would overwhelm in its beauty 

and perfection, it is necessary to comprehend the extent 

of the hostility of the critics, a hostility that he 

neither seems to have expected, nor to have 

understood. ^ 

The intensity of rancour and resentment seems to 

suggest that for some reason Ingres was singled out by 

more than one faction as an artist to guard against. 

Between 1806 and 1824 the critics and the public were 

almost unanimous in their consistent condemnation of 
g 

Ingres* work. Even after he received acclaim and 

became established, Ingres* work always aroused 

controversy. What distinguishes the later Ingres criticism 

from the earlier is the variety of opinions about his 

work, so that he had enough admirers towards the end of 

his career to counterbalance those who denigrated his 

work 
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Ingres' concern with the public's reaction to his 

paintings was not in itself unique. By the first decade of 

the eighteenth century public and critical opinion had 

become increasingly important to the reputation of an 

artist. Critical success in the Salon made it possible for 

the artist to receive lucrative commissions, particularly 

from the state. After the 1790*s and the vicissitudes of 

the Revolution, the nature of the Salon changed somewhat. 

The artists, following the example of David, used the 

exhibition to make personal statements rather than cater 

to the anticipated needs of the state. There was a 

relatively new emphasis on personal expression which 

reduced the homogeneity of artistic output. Consequently, 

in the new egalitarian but diversifed situation, the 

public and the critics began to play a determining role as 

judges of artistic merit. Exhibiting in the Salon was no 

longer a guarantee of success and state patronage but 

rather a step in the artist's bid for recognition. 

Henceforth, the career of the artist became a constant 

battle for public recognition and approval to the extent 

that the orchestration and the presentation of a painting 

became a crucial factor in its reception. One factor that 

was established during the ancien regime and which 

continued well into the Napoleonic era and beyond, was the 

role of the state as a patron for history painting. The 

Salon became a political arena with an emphasis on 
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monumental canvases that could be used as tools for 

political propaganda. 

Ingres' single attempt at political propaganda was 

the uncommissioned portrait of Napoleon I on the Imperial 

Throne , exhibited in the Salon of 1806.^ With it he 

showed three portraits commissioned by the Riviere family 

and his self-portrait. The critics were almost unanimous 
Q 

in their reaction against these works. They seemed to 

agree that Ingres was revolutionary and "bizarre".^ 

Furthermore, they described his work, especially 

Napoleon's portrait, as "gothic", calling Ingres a 

disciple of Jean de Bruges (Van Eyck). At the same time, 

the belief was generally expressed that he was talented 

but was not using his talent correctly. Lapauze cites the 

many criticisms that appeared in contemporary reviews: in 

La Révue philosophique, littéraire et politique, Fabien 

Pillet admitted that some beauty could be found in the 

quality of the drawing and in the refined naturalistic 

treatment of draperies.But he also wrote that if Ingres 

had wanted to garner the approval of the public and the 

well-deserved approbation of other artists, he had made a 

mistake this time. In the Publiciste, Robert Lefevre 

criticised Napoleon's imperial portrait commenting that it 

was difficult to achieve such a disagreable effect with 

such a well-trained brush. In L'Observateur au Musee 

Napoleon Ingres' technique was again admired but his 
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composition criticized. The Lettres impartiales sur les 

Expositions de 1806 considered the painting unworthy 

despite the thickness of the velvets and satins and the 

richness of the gold. Even the pamphleteers had their day, 

ridiculing the portrait in verse. 

Lapauze also cites the Mercure de France and the 

Pausanias Français whose writers reiterated the belief 

that the artist had failed to put his talent to good use 

and accused him of gothicism.^ Ingres was 

particularly angered by what he read in these two 

publications. The Pausanias was the mouthpiece of the 

Davidian school which seems to have been put into a panic 

by the association of the school with the revolutionary 

work of the young graduate of David's atelier. Ingres 

suspected the ill-will of his teacher behind the pedantism 

of the likes of Landon and Chaussard, known panegyrists of 

David. It seems that David preferred to surround himself 

with docile followers and resisted artists such as Ingres 

and Girodet whose paintings' style challenged his own. 

According to Lapauze, the critical milieu of David and his 

school would not admit that a young man of twenty-six 

stood out from the mediocrity of their school by proving 

that contours could be animated with a quivering life. 

When they called him gothic they meant a form of realism, 

that which comes from the direct study of nature in its 

minute details. This type of realism apparently irritated 
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the Davidians, yet even Lapauze admits that there is no 

proof that David set out to destroy Ingres. There does 

seem to have been a lack of generosity on the part of 

Vivant Denon, director of the Academy and supporter of 

David, with regard to the hanging of Ingres’ works at the 

Salon. Ingres considered Denon as the person who had 

persecuted him most, and upon Denon's death, Ingres 

derived nearly indecorous joy and satisfaction from the 

fact that he was chosen to succeed Denon as head of the 

Institute.^ ^ 

Ingres' suspicion of David and his supporters makes 

understandable his strong desire to paint the ultimate 

"Greek” work and therefore prove himself superior to his 

master. Towards the end of 1806 he was feeling betrayed 

and abandoned by the world and on October 22, he wrote to 

the Forestiers: 

And you too, my dear friends, are you going 
to abandon me to all that is befalling me? Of 
what horrors have I just heard? I know everything 
of what is going on in Paris about me. So the 
Salon is the scene of my shame; I am the victim 
of ignorance, bad faith, calumny, and I have no 
consolation from you my dear friends. The 
scoundrels! they waited until I had left in order 
to destroy my reputation. From one day to the 
other, I have changed from a distinguished 
painter into a man whose works cannot be looked 
at, whose impression enfuriates and of whom all 
Paris talks in a hideous way. And I am not there, 
I can not defend myself; I would sacrifice my 
life so that this cawing horde of the jealous and 
ignorant would stop shouting...my greatest desire 
is to steal the show at the Salon, to confound 
them with my works that do not resemble theirs; 
and the farther I progress the less they will 
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resemble them 12 

After his first reaction Ingres realized that among 

the criticisms there were compliments: 

"I don't know why they mentioned Jean de 
Bruges, as if my works resembled his in any way. 
I respect Jean de Bruges very much, I would like 
to resemble him in many ways; but he is not my 
painter and I think they mentioned him at random. 
I like above all the way they take the trouble to 
tell me that I have gone astray, and the 
invitation to return to the right path; but I 
must not hold it against them too much, for 
immediately after an insult, they are careful to 
pay me a compliment, notably that which compares 
my style to that of the Renaissance." J 

Ingres was not ready to compromise his style; "for I'm 

not in the mood to change the only and true way that I have 

marked for myself, on the contrary, I am into it more than 

ever, with only the idea of perfection; I am inflexible and 

incapable of any type of compromise to the bad taste that 

is general, even, I dare say, in those who could do 

better.He wanted to prevail over those he 

considered his enemies by his talent alone. He wished that 

he could, like a new Hercules, catch and put into his lion 

skin bag his imitators, detractors and those who envied 

him.15 

In 1808 Ingres' envois included Oedipus and the 

Sphinx , a Seated Woman , a Sleeping Woman and a 

16 Historiated Figure. The Oedipus and the Sphinx was 

criticised by François Menageot, the chairman of the 
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judging committee at the Academy, for its relative lack of 

modelling and lack of light and colour in the body of 

Oedipus. He considered the placement of the hero's hands 

"unfortunate”, thought the rock needed more colour and 

solidity and judged the perspective to be incorrectly 

rendered.^ ^ 

In the report of 16 September 1809, Menageot 

complained about the Seated Woman, later named the 

Valpin^on Bather after its owner. He thought that the 

light was indeterminate, complained about the lack of any 

shadow, and concluded "Considering the talent that M. 

Ingres demonstrates in his work, it would be more desirable 

if he were to go deeper into the study of the antique and 

the grand and noble style which must have inspired the 

productions of the great masters of the beautiful times of 

18 the Roman School." This attitude involved a basic 

misunderstanding of Ingres* aims which were actually to get 

away from the "Roman" style with its sharp modelling and 

strong chiaroscuro. The smooth modelling and uniform light 

that enhanced only the contours and not the topography of 

the muscles were intentional on his part. 

Regardless of Ingres' hopes and his great effort to 

produce an authentic and irreproachable "Greek" work, the 

impression left on its viewers by the Jupiter and Thetis 

was indeed stupefication, but not of the type Ingres had 

intended. Martin Drolling, father of a first-year 
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pensionnaire at the Villa Medici, wrote to his son in a 

letter of December 26, 1811: "Is Ingres laughing at 

everyone? But one has never seen such caricatures as in his 

painting.The same type of arguments were presented 

against this painting as were garnered against Ingres in 

the Salons of 180, 1808 and 1809. Menageot, on behalf of 

the Académie des Beaux-Arts had this to say: 

The painting of Jupiter and Thetis of M. 
Ingres does not offer what was expected from a 
talent such as his, and one sees with regret that 
this artist seems to make a greater effort to 
resemble the period of the infancy of painting 
than to understand the wonderful principles that 
the most beautiful productions of all the great 
masters of art offer, principles from which one 
cannot deviate with impunity. This painting, 
which in parts contains skillful passages and 
whose arrangement was capable of a better effect, 
generally lacks relief and depth; there is no 
mass: the tones and colours are weak or flat. The 
tone of the sky is of a uniform and hard blue. 
The head of Jupiter does not convey the idea of 
the nobility and power of the master of the gods, 
the torso of this figure is exaggerated in width 
in the upper part,yet is narrow at the juncture 
with the hips. The head of Thetis is bent back in 
a forced manner; neither can one make out which 
leg belongs to the right thigh. The head of Juno, 
leaning on the little white cloud, makes a spot 
which negates the lighting of groups; she seems 
to be on the same plane as the figure of Thetis 
and is not successful in its effect. In all, it 
is unfortunately noted that M. Ingres, in 
persisting in the system that he seems to have 
adopted, only uses his talent to place himself at 
a lower level than his ability.2^e is urged to 
employ his means more usefully. 

Menageot's evaluation of the Jupiter and Thetis was 

the longest critique ever written on a single envoi and 

dominated the entire 1811 report. Ingres was particularly 
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disliked at the Academy throughout the Empire period and 

was the first and only Rome student whose works 

21 consistently provoked harsh criticism. Ingres in fact 

became the test case for the Academy’s opposition to what 

we now consider original, vital art. It is clear that at 

this point in his career Ingres was thoroughly 

misunderstood in his aim and in his style. The committee 

was unable or unwilling to comprehend any of the 

innovations in the Jupiter and Thetis. The Academy’s 

criticism and interpretation of Ingres' "gothic" style were 

based on criteria and evaluations that claimed to be 

objective and historical, thereby a consistent view of his 

painting was established that continued well beyond the 

1806 reviews. Neither the influence of critics on the 

Academy's evaluation nor some phenomenon of period taste 

can adequately explain the antagonism of its members 

towards Ingres. It is suggested that Ingres first 

antagonized the political establishment by portraying 

Napoleon as Charlemagne in the imperial portrait of 1805, 

and that such medieval, feudal connotations were 

ideologically unacceptable to the government 

22 propagandists. The Academy was a reactionary body by 

1811 that tended to condemn artists who were radically 

progressive in artistic terms. It was gradually losing its 

influence in the face of artistic innovation, and its 

attack on Ingres was partly fueled by a defensive attitude 
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in face of its loss of power. Joachim Le Breton, who 

revised and edited Menageot’s evaluations made indirect 

reference to Ingres when he wrote in 1809 of the 

undermining influence at work among the pensionnaires in 

the Villa Medici. He complained that they were affecting a 

simplicity that looked back to the infancy of art instead 

of to the great developments of the sixteenth century. Le 

Breton considered the archaism advocated by students like 

the Primitifs as a corruption of taste, and the "gothic" 

23 trend as potentially even more corruptive. 

The painting of Jupiter and Thetis remained unknown 

to the general public because it was not exhibited in the 

Salon of that year. The envois were displayed instead for 

professional artists and their students to view in the 

rooms of the Institut and the Ecole Spéciale. The 

Academy refused to comment publicly on the envois of 1811 

using the silence as a form of censure. The most 

influential and widely circulated newspaper in the period 

between 1806 and 1814 was the Journal de l'Empire , 

otherwise known as the Journal des Débats and it, too, 

represented Ingres as being a threat to the French Academy 

in Rome. David duplicated the opinions of the Academy and 

the critics when he called Ingres' style in the Jupiter 

and Thetis one of delirium and madness and portrayed this 

approach of his former student as a dangerous and seductive 

24 one 
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The Jupiter and Thetis did not find a private buyer, 

even though Ingres tried to sell it with the help of his 

friends Marcotte and Granger. In a letter to Marcotte, 

Ingres mentioned that he had also written to Granger but 

asks Marcotte if he knows anyone who would want to buy it. 

He left the price negotiations to the discretion of these 

friends. It remained unsold until 1834, at which time 

the state bought it and sent it to the museum at Aix, now 
O £ 

the Musée Granet. 

Ingres finally earned official appreciation and 

accolades in 1824 with his Vow of Louis XIII which he 

painted in Florence on a commission from the Cathedral of 

Montauban. Its success allowed him to return to Paris 

triumphant, but he left Paris again in 1834, angry at the 

adverse criticism of his ambitious Martyrdom of St 

27 Symphorian done for the Cathedral of Autun. 

One of Ingres' harshest critics in mid-century was 

Baudelaire, who continued the pattern set in the period 

1806-1812, even using the same epithets of "bizarre" and 

"gothic." Baudelaire furthermore accused Ingres of being 

28 
unimaginative. In 1855 he called Ingres' combination 

of antique style and sources with detailed observation of 

nature an uneasy union of the calm solidity of Raphael with 

the affectations of the minor masters. Yet Baudelaire was 

able to be more generous in his evaluation of Ingres' work, 

correcting the view that Ingres was not a colourist and . 
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recognizing Ingres’ special talent in his treatment of the 

29 
female form. On the other hand, the critic seems not 

to have recognised the controlled romanticism and repressed 

sensuality evident in the correction and the finish of the 

work of Ingres. In fact, although he was the head of the 

Academy School at the time Baudelaire was writing, Ingres 

(like Delacroix and Baudelaire himself) betrayed that 

voluptuous obsession with a certain type of oriental woman 

— inexpressive, serene and proudly conscious of her 

30 all-powerful feminine charms. Baudelaire’s criticism 

of Ingres' work was subjective, based on personal 

preferences but so were the views of the champion of 

Ingres’ work, the critic-poet Théophile Gautier. 

The main contribution made by Gautier to an 

understanding of Ingres centers around his realization of 

the artist's difference from the Neo-Classical school, with 

which he was so frequently linked. Gautier's early art 

criticism tended to be intuitive, highly selective and 

rigorous in its condemnation of the mediocre. Although 

Ingres no longer exhibited his work publicly after 1834, 

Gautier’s showed a constant awareness of Ingres’ influence 

and greatness. In 1832, in his preface to Premières 

Poesies , Gautier placed Ingres firmly among the Romantics, 

although he did not provide the reasoning behind his 

31 
choice. In his assertion of the non-Davidian and 

non-Academic nature of Ingres’ art, Gautier wrote: ’’Ingres, 
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although he may seem classical to the superficial observer, 

is not at all; he goes back directly to primitive sources, 

to nature, to Greek antiquity and to the art of the 

sixteenth century.... Without knowing it, Ingres was the 

Romantic of line, just as Delacroix was the Romantic of 

colour. Classicists...are afraid of nature and Ingres 

3 2 shocked them by his strong feeling for reality." 

Ingres' emphasis on contour, producing figures of a 

characteristic breadth and simplicity, found approval in 

Gautier with his own tendency to see the world in terms of 

clearly defined and irreducible elements. Ingres' art had a 

dry ideality coupled with an epidermal sensuality which 

33 reflected a duality inherent in Gautier's own vision. 

His appreciation of Ingres centered around the control 

exercised in his painting and his calming influence in 

times of artistic upheaval. In his admiration he called 

3 4 Ingres "the disciple of Phidias and Raphael." Gautier 

made a personal association between the highest, almost 

religious idealism, and the most luxuriant, self-indulgent 

sensual awareness both of which qualities were reflected in 

35 his account of the work of Ingres. 

Like Baudelaire, Gautier noted Ingres’ special talent 

with regard to the representation of feminine beauty. The 

ideal of physical beauty that Gautier saw at work in Ingres 

was epitomized above all in the female form, and especially 

3 ô in the female nude. Gautier did not make explicit 
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until in his article on the Salon of 1834, the chief 

difference separating Ingres from the Davidian aesthetic — 

his refusal to idealise according to the precepts of 

Academic Ideal Beauty. He left the task to other scholars 

such as the critic Léon Rosenthal who in his book Du 

Romantisme au Réalisme of 1914, noted the dual character 

3 7 of Ingres' art as anti-Romantic and anti-Davidian. 

Charles Blanc was a contemporary critic who like 

Baudelaire believed in the limited imagination of Ingres, 

thinking that he should confine himself to certain types of 

subjects. He wrote that for Ingres the subject of a 

painting must be at least two thousand years old, and the 

best thing for him was the simplest action which he could 

then make grand, ("y mettre du style"). Blanc further added 

that Ingres needed to be able to envelop his protagonists 

in folds of drapery rather than dress them in a manner 

which makes visible the human form underneath the 

3 8 drapery. A critic in this century, Lionello Venturi, 

summed up Ingres' technique in his Modern Painters of 

1947, as a frozen Romanticism, and stated that even though 

the artist imprisoned his naturally romantic temperament 

within the confines of form, he was as far removed from the 

39 Academicism of the Davidian school as Delacroix. 

Lapauze, as Ingres' biographer, may to some extent be 

considered an apologist. But he does represent the trend in 

the twentieth-century views of the artist's work, of 
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understanding and appreciating just those features that 

were earlier considered bizarre and unacceptable. Lapauze 

says of the Jupiter and Thetis that it consists of forms 

of antique purity in male strength as well as in feminine 

grace : 

But to the Greek splendour Ingres adds an 
altogether modern expression. In the eyes of 
Jupiter there is a mystery and depth and a type 
of tragic doubt with which antiquity had never 
troubled the faces of its immortals. This face, 
at once formidable yet of infinite sadness under 
the trembling black curls of the hair and the 
beard, comes to life with a new human soul, a 
soul in the tradition of the gods who have gone 
before. Twenty centuries have pased between 
Zeuxis and Ingres. 

The praise of the Jupiter and Thetis by Lapauze is 

significant because of its existence and not so much for 

its content, since it is perhaps a little difficult to 

accept such uabashed admiration for the face of Jupiter. 

The suggested modernity of Ingres' approach is the key 

to twentieth century appreciation of the artist's work 

which recognises the expressiveness of Ingres' line and 

appreciates its fascinating quality of simultaneous control 

and abandon. Léon Berard wrote in 1921 that there were few 

artists who, born with such creative gifts as Ingres, had 

consented to restrict the freedom of their genius under the 

tutelage of rules, yet at the same time had been able to 

take liberties with nature for the sake of art. Berard sees 

Ingres as having saved French art from the artifices of the 
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Davidian School because he humanized the doctrine of David 

with the observation of nature, bringing back simplicity, 

naturalism and life to rules that had degenerated into 

41 convention. 

The essentially French rationality in Ingres' art is 

extolled by yet another critic, Guillaume Janneau, who 

considered Ingres to be the only artist who could lead 

French art towards the excellence of Raphael by French 

means. These means were empirical rather than a priori 

and consisted of the approach to the divine through 

analysis of fact. Thus, the purity he wanted to attain 

would be achieved by the re-grouping of direct sensations 

obtained from the world around him and not through the 

execution of a preconcieved idea. This empiricist approach 

to universal truths was also the approach of Cézanne, and 

Ingres' insistence that beauty can be found in the 

observation of one's model was only understood clearly by 

the successors to Cezanne. Also, adds Janneau, Ingres was 

the first among the moderns, and the only one in his 

generation, to feel that the painting was a world in 

itself, having its own life and obeying its own laws. The 

work of art was considered a plastic construction 

independent of imitation. To make the composition work the 

artist at first disregards fact; then having analysed the 

sensations and separated all the elements, he controls his 

emotions and re-organises these elements according to 
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reason. Thus, according to Janneau, Ingres placed himself 

before nature without a preconcieved idea and out of its 

unstable elements he created the point of departure for his 
/ o 

composition. While Janneau's conclusions may be true 

insofar as Ingres worked from live models and subjugated 

them to his desire for abstraction, Ingres also worked with 

a guiding principle in mind, as we have seen in the 

development of the Jupiter and Thetis. The guiding 

principle is not preconcieved in the Platonic sense but 

derived from the intense observation of the antique. 

More recently, Sir Kenneth Clark credited Ingres with 

having rescued Venus from the boudoir where the eighteenth 

century had placed her, and restored to her some of the 

splendor of the Cnidian image; an achievement for which 

Girodet had lacked the conviction and Prud’hon the stamina. 

While Jupiter is seen by Clark as an admirable piece of 

"classical furniture," it is in the figure of Thetis that 

the artist creates a crescendo of sensual excitement — 

starting with the smooth outline of her body, following her 

swan-like neck and rising up her boneless but disturbingly 

physical arm until it culminates in her supple hand, aptly 

43 described as half-octupus, half-tropical flower. This 

latter-day fascination is not confined to Clark, but is 

rather an illustration of the more recent art historical 

view which diametrically opposes the evaluation of Ingres' 

work by Menageot, Le Breton and other contemporaries of the 
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artist. 

It is perhaps not the critics but other artists who 

were able to see the many sides of Ingres and be inspired 

by him. The tradition instituted by Ingres was taken up by 

innovative artists like Manet, who understood his 

predecessor's artistic aim better than the artists directly 

linked with Ingres' school.^ Puvis de Chavannes, too, 

paid Ingres tribute with his simplified, flattened, 

monumental figures, as did Degas with his insistence on the 

importance of draughtsmanship. Renoir moved away from 

Impressionism to a more monumental style in the 1880's as a 

result of his close study of Raphael and Raphael's modern 

disciple, Ingres.^ Seurat, also in the 1880's, 

combined the modern vocabulary of Impressionism with the 

abstract clarity that was the hallmark of Ingres' figure 

drawing to create Neo-Impressionism. Early in this century, 

Matisse abandoned his expressionistic Fauve style to 

concentrate on a linear, monumental treatment of figures, 

many of which can be traced directly to sources in the 

works of Ingres; for example, Matisse's Joy of Life 

(Barnes Foundation, Penn., 1905-06) reveals the influence 

of Ingres' Golden Age (Chateau de Dampierre, 

1848-49).^ Other artists who owe certain conceptions 

47 to the work of Ingres are Gauguin and Maillol, but 

the artist who is considered to have drawn the most upon 

the formal and expressive possibilities inherent in the 
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very complexities of Ingres' art is Picasso. Picasso also 

became fascinated by Ingres' concept of woman as indolent, 

available, yet mysterious and he also exploited the 

expressive possibilities of Ingres' anatomical distortions 

48 to greater dramatic effect. 

Once established, Ingres' manipulated his public image 

as the conservator of traditional values. Yet his formal 

and expressive ideas were too innovative and ran counter to 

his public stance. The essence of Ingres' work could only 

be understood by later generations. As the painting 

representative of Ingres' greatest hopes, Jupiter and 

Thetis can be considered the first example of his mature 

style and the most succint expression of his aesthetic 

beliefs at the height of his revolutionary period, in spite 

of the harshness of judgements rendered against it by 

critics of his own time. 
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Conclusion 

Ingres treated the Jupiter and Thetis in the grand 

manner that was suitable to the ’exemplum virtutis* type of 

painting. This has led to attempts to read more into the 

scene than a literal presentation of an event of secondary 

importance in the Iliad. 

Some art historians see political references in the 

Jupiter and Thetis, especially since direct propaganda in 

the arts was encouraged by Napoleon and choreographed by 

his Director of Museums, Vivant Denon. Political symbolism 

was fully exploited under the Empire to the extent that the 

Salons of the period abounded in paintings of a national 

character. Ingres was a fervent Bonapartist and remained so 

throughout his life. Jupiter was for Ingres, a symbol of 

power, whether of gods, kings or artists of talent. Ingres 

used the Phidian Zeus pose for his painting of Napoleon I 

(Salon of 1806) and contemplated another enthroned 

Napoleon about which he wrote to Bartolini in 1812.^ 

This has led to the suggestion that Jupiter was a 

2 
deliberate reference to Napoleon. But because Napoleon 

was represented as Jupiter, it does not necessarily follow 

that any image of Jupiter is also a representation of 

Napoleon. Jupiter, with his intrinsic qualities of 
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greatness, served to ennoble subjects for which Ingres had 

a deep respect and Ingres used the same pose in 1827 for 

the blind poet in the Apotheosis of Homer. 

The identification of Jupiter with the Emperor would 

further present iconographical problem with regard to 

Thetis. If Thetis were taken as a reference to the Empress, 

the problem arises as to whether it was Josephine in 1806, 

when the painting was conceived, or Marie-Louise in 1811 

when it was finished. If, more logically, Juno were taken 

to represent the Empress, then the identification of Thetis 

would become problematic in terms of political propaganda. 

Another possibility would be to regard Thetis as a 

representation of France, but her supplication, in 1810-11, 

does not have the clear political significance of that of 

the pleading female figure who was the personification of 

France in Jean-Pierre Franque's Allegory of the Condition 

of France before the Return from Egypt (Musée du Louvre, 
3 

Salon of 1810). Finally, Ingres was notoriously 

oblivious to contemporary political events in terms of 

depicting them in his art, so it would be stretching the 

point to attach political significance to the Jupiter and 

A 
Thetis. 

Another point raised to try to infuse the Jupiter and 

Thetis with greater meaning is the significance of family 

feeling to Ingres.^ The "good mother" was an important 

example of virtue during the Napoleonic era, and in this 
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aspect the Jupiter and Thetis could be considered to 

represent an exemplary character.^ Ingres did write of 

the "tendresse maternelle" with regard to Thetis, and 

indeed the maternal instinct was the impetus behind her 

visit to Jupiter. He used that phrase, however, with regard 

to Thetis consoling her son Achilles after the death of 

Patroclus,^ whereas in the painting under discussion, 

more emphasis seems to be placed on her provocative 

sensuality, all wriggling fingers and touching toes. 

The relief of Jupiter battling the giants on the base 

of the throne is thought to be a direct reference to 

Ingres' desire for revenge and triumph over his 

8 critics. The idea of vindication was integral to the 

genesis of this painting, as Ingres stated in his letter to 

Forestier. Ingres, it is true, was bitter and wished to 

overcome his critics as the ancient heroes had prevailed 
9 

over their tribulations. Yet if the idea of victory 

over his enemies had been the central theme, Ingres could 

have painted a large-scale Gigantomachy as he had 

intended to, rather than relegate it to the relatively 

minor position on the base of the throne.^ 

In his letter Ingres wrote that he chose the scene for 

its simplicity and its potential for beauty.^ The 

ideals of male and female beauty had concerned Ingres 

during his pensionnat and the Jupiter and Thetis provided 

the opportunity to combine the two ideals. Familiarity with 
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the French humanistic theory of painting of the time will 

reveal that, in the Jupiter and Thetis, Ingres was 

putting into practice what he had learnt about the role of 

the artist. In his insistence that he was a painter of 

histories, Ingres showed his belief in the hierarchy of 

genres. His notebooks and attempts at self education in the 

classics reveal his agreement with the doctrine of the 

"learned painter" which involved a knowledge of literary 

texts so that the painter could be an accurate historian, 

but one with enough sense to leave out irrelevant 

12 details. Leaving out the irrelevant, undignified or 

even the immoral depended on the painter's knowledge, and 

in being judiciously selective, he would be observing the 

rules of "decorum" where each type of being must display 

its representative character. Ingres has indeed given both 

Jupiter and Thetis each a physique, gesture and bearing 

appropriate to that particular figure, and it has been 

shown that he did so after much observation and study of a 

variety of sources. 

If Ingres intended the Jupiter and Thetis to teach a 

moral lesson, with Thetis representing the ideal mother, he 

did not make his intent clear enough and allowed the erotic 

possibilities of the encounter to dominate the composition 

thereby mitigating the didactic content. But Horace had 

said that painting should delight as well as instruct, 

while according to Aristotle, art as ideal imitation is 
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founded on its own principles of structure and has no 

13 conscious didactic intent. The Jupiter and Thetis 

possesses a certain grandeur, and in Ingres* attempt at 

ennobling his subject, it could be claimed that the 

painting delights some higher intellectual sense and is 

therefore edifying. 

Ingres believed that expression was a function of 

line, and therefore he did not adhere to the mechanical 

theory of expression as expounded by the Academy and 

codified by LeBrun in the seventeenth century. This theory 

assumed that there was a configuration of facial details 

and movements to fit every emotion. There was, however, the 

additional view in humanistic theory that expression 

14 depended on the genius of the artist, a view that 

would appear to be more compatible with Ingres' 

psychological and formal approach to expression. With 

regard to "invention," both Italian and French academic 

teaching stated that the painter should be familiar with 

poets and historians, a view derived from the ideas of 

Horace who thought that painting should concern itself with 

traditional themes and who discouraged the arbitrary 

creation of new subject-matter.^ In Jupiter and 

Thetis Ingres did not create a new theme; he adopted one 

that was used before him by one of the most respected 

interpreters of antique art, John Flaxman. Although the 

scene itself did not have a long artistic tradition, it did 
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come from a highly respected traditional literary source, 

the Iliad of Homer. 

The theory of "imitation" contains within it the 

problem of the definition of nature and of truth. Nature 

could refer to the world around us or to the ideal products 

of classical art, that is, the notion of the exact and the 

1 
ideal imitation of nature. Truth was not necessarily 

exactitude but the eqivalent of beauty. Mistakes and 

ugliness were equivalent to falsehood and did not denote a 

lack of imagination but an inability to put enough of 

nature in one's work.^ Nature could also refer to the 

work of art that has already extracted and presented all 

the most beautiful that nature had to offer. As in the 

belief re-iterated and clarified by Winckelmann, the true 

imitation of nature lay in the imitation of Greek art 

because it was to them that "nature" had been 

18 revealed. Ingres moves easily and without any 

consistency between nature as the concrete and accidental 

and nature as the abstract and ideal. But even when he is 

pointing to a live model and calling him "nature", he is 

referring to an example that resembles the ideal as he saw 

it. Ingres' ideal though is not a supra-real entity, the 

cognizance of which is a priori , for he did not believe 

in the "beau ideal." His "ideal" had been arrived at 

empirically via an inborn ability to learn and develop good 

taste which enabled him to recognise the beautiful. When he 
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talks of seeing nature through the eyes of the antique, 

Ingres is echoing the Aristotelian concept of the painter 

attaining excellence through universals derived from 

numerous particular experiences and the ability to produce 

a composite of all the scattered excellencies to be found 

20 in nature. This composite would not be a mere 

assembling of parts from here and there but a distillation. 

Ingres, in the method he employed in composing Jupiter and 

Thetis does seem to have studied as many examples as 

possible, from antique vases to cameos and reliefs. He also 

studied the works of illustrators of the antique; then, he 

used live models to study poses and drapery because he did 

not want to lose contact with reality and produce a 

pastiche. It was through the use of the live model, over 

and above the antique sources, that he was avoiding 

plagiarism and building on the antique heritage. And in 

having assiduously studied all relevant antique examples, 

he was able to be guided by the ancients in the translation 

of their works into a new style. In making the Jupiter and 

Thetis visually beautiful and stylistically authentic, 

Ingres was hoping to establish that he was an artist who 

had been admitted into the "sanctuary of nature" -- the 

pinnacle of achievement where the artist can see and 

commune with the gods. Like Phidias he can observe their 

majesty and learn their language so that he can impart his 

21 knowledge to mere mortals. 
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In Jupiter and Thetis, Ingres was concerned with 

abstract concepts which he treated formally in an equally 

abstract manner. He had produced a work that involved the 

assembly of many sources, all of which were thematically 

and stylistically related. His desire to express his 

individuality within traditional limits produced paradoxes 

that create an obvious visual tension in such works as the 

Jupiter and Thetis. The combination of sources and styles 

creates an elusive quality made up not only of shifts 

between the elements that participated in the image but 

also between the spatial relationships within the painting. 

This produces a lack of focus for the viewer, an 

elusiveness that has been described by Norman Bryson as a 

sliding effect "between eras and across styles...a motion 

22 of displacement." 

In terms of painting and its tradition, the 
artist possesses no identity unless he can 
achieve distance from the work of the past. Until 
such distance is reached, he is absorbed by what 
he contemplates; tradition floods him and reveals 
only itself, not the subject that views. 
Separation from tradition occurs only when the 
painter is brought back to himself or revealed to 
himself by his desire, since the lack at work in 
desire draws a line around himself, while at the 
same time establishing tradition as the 
background against which his identity emerges. 
Only when the painter experiences the void within 
him which is his desire to produce an image, can 
he innovate against tradition: this moment, when 
the potential image is experienced as a lack 
within tradition, can be seen as the elective 
moment of his vocation and inspiration as a 
painter. The problem for him then, is that the 
void will at once refill with the imagery of the 
past, and annul his identity forged in desire, 
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unless desire itself is maintained: it is a 
'dissipative’ structure, requiring energy for its 
maintenance, like a standing wave: the painter’s 
effort is to resist the onrush of images in whose 
flood his imminent identity will drown. The 
preservation of desire is achieved by introducing 
breaks into tradition, nodal points that can 
interrupt the continuum of tradition by turning 
the force of tradition against itself: points and 
turnings which...work to demarcate a boundary 
between tradition and the newly created 
image. 

The study of Ingres' many sources becomes important in 

an effort to understand his search for a style that was 

both traditional and new. The attempts at categorizing 

Ingres’ style in terms of pairings such as 

'rëaliste-idéiste* or ’Romanticist-Classicist’ fall short 

of giving an adequate description of the syntheses that 

take place in Ingres' work. ’’Displacement," seems no more 

than the other side of the coin of "synthesis", but 

Bryson’s account of the mobility present in Ingres' images 

is possibly the best description so far of the effect of 

Ingres creative process on the viewer of his work. Whether 

his creativity is described in terms of the 

psychological/emotional vacuum important to artistic 

production, or in terms of the more conventional, positive 

"urge to create," the fact remains that Ingres used his 

sources as components for a new artistic language. The 

problem for Ingres, in 1811, was that the mortals could not 

understand his language. 
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Notes 
Conclusion 

^ Schlenoff, Souurces, pp.120-123 and p.129. 

2 Ibid. p.122. 

^ French Painting 1774-1830; The Age of 
Revolution, (Paris, Detroit, New York, 1974-75), #61, 
where a limp France beckons to the young Corsican officer 
to come and save her from the evils assailing her. 

8 

Siegfried, p.92. 

Schlenoff, Cahiers, p.44. 

Rosenblum, Transformations, pp.86-87. 

Cahier 6, folio 11. 

Lapauze, Ingres, p.76. 

9 

IU5 

10 

Letter to M. Forestier of April 8, 1807, 
(Lapauze, Le roman d'amour, p.142). 

11 

12 

Schlenoff, Sources, p.122. 

Lapauze, Le roman d'amour, p.73. 

Rensselaer Lee, Ut Pictura Poesis: The 
Humanistic Theory of Painting, (New York), 1967, p.46. 

13 Ibid. pp.32-34. 

14 Ibid. pp.27-28. 

15 Ibid. p. 17. 

16 Ibid. pp.9-11. 

17 
Delaborde, p.112. 

18 Levey, p.165. Also 
rien d'essentiel a trouver dans l'art après Phidias et 
après Raphael, mais il y a toujours a faire, meme après 
eux, pour maintenir le culte du vrai et pour perpétuer la 
tradition du beau." 

19 Delaborde, 114 
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Lee, p.15. 

21 The remainder of this paragraph is taken from 
Delaborde, pp.113-114: "On doit se rappeler que les parties 
qui composent la plus parfaite statue ne peuvent jamais, 
chacune en particulier, surpasser la nature, et qu'il nous 
est impossible d'éléver nos idées au delà des beautés de ses 
ouvrages. Tout ce que nous pouvons faire, c'est de parvenir 
à en opérer l'assemblage. A parler strictement, les statues 
grecques ne surpassent la nature que parce qu'on y a 
rassemblé toutes les belles parties que la nature reunit 
bien rarement dans un même sujet. L'artiste qui procédé 
ainsi est admis dans le sanctuaire de la nature. Il jouit 
alors de la vue et del'entretien des dieux; il en observe 
la majesté comme Phidias, il en apprend le langage pour en 
faire part aux mortels." 

22 Norman Bryson, Tradition and Desire, 
(Cambridge, England, 1984), pp.124-125 and 133-134. Bryson 
sees Jupiter and Thetis in Freudian terms which makes for 
a one-sided and obsessive interpretation. Although Freud’s 
psychological theories have been useful in the 
understanding of some aspects of the human psyche, they are 
only theories and carry the cultural baggage of the time 
and place from which they arose. Until they attain the 
status of eternal truths, any interpretation in purely 
Freudian terms will remain stilted and incomplete. 

23 Ibid. p.129 
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Jacques-Louis David, The Lictors Bringing Brutus 
the Bodies of his Sons^ 1789'. 

Fig 1 
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Fig* 2 Jacques-Louis David, Sabines, 1799 
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Fig. 3 Anne-Louis Girodet de Roussy dit de Trioson, 
Ossian Receiving the Napoleonic Officers, 1801. 
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Fig. 4 J.A.D. Ingres, The Ambassadors of Agamemnon in the 
Tent of Achilles, 1801. 
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Fig. 5 J.A.D. Ingres, Venus Wounded by Diomedes, 1803-05. 

Fig. 6 J. FLaxman, Venus Wounded Fig. 7 W. Tischbein, Diana 
in the Hand, 1793. and Apollo, 1791. 



Fig. 9 
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Fig. 10 J.A.D. Ingres, Mercury, after Raphael, 1810. 
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Fig. 12 Raphael, Vision of Ezekiel, Florence, 1518. 
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Fig. 13 J.A.D. Ingres, Philemon and Baucis, c.1801. 
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Fig. 14 G. Romney, Jupiter and Thetis, c.1779. 

Fig. 15 J. Flaxman, Thetis Beseeching Jupiter 
to Honour AchXTles, 1805. 



J.A.D. Ingres, Jupiter and Thetis, drawing, c.1810. 

(Courtesy of Musée Ingres) 

Fig. 16 
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Fig. 17 J.A.D. Ingres, Jupiter and Thetis, sketch. 

(Courtesy of Musée Ingres) 
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J.A.D. Ingres, Jupiter and Thetis, drawing, c.1848. 

(Courtesy of Musée Ingres) 

Fig 18 



J.A.D. Ingres, Jupiter and Thetis, tracing, c.1848. 
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Fig. 19 

(Courtesy of Musée Ingres) 



J.A.D. Ingres, study for seated Jupiter. 

(Courtesy of Musée Ingres) 

Fig. 20 
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Fig. 21 Comte de Caylus, Jupiter, c.1767. 

Fig. 22 J. Flaxman, Jupiter Sending the Evil Dream 
to Agamemnon, 1793. 
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Fig. 23 J. Flaxman, Council of Jupiter, Minerva and 
Mercury, 179 T. 

Fig. 24 J. Flaxman, Council of the Gods, 1793. 
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Fig. 25 Jupiter, from Ingres' collection of engravings 
(Courtesy of Musee Ingres) 
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Fig. 26 Jupiter, Mars, Venus and Eros, from Ingres 
collection of engravings. 

(Courtesy of Musée Ingres) 



J.A.D. Ingres, Live model posed as Jupiter, drawing. 

(Courtesy of Musée Ingres) 

Fig. 27 
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Fig. 28 J.A.D. Ingres, Study of antique bust, probably 
Jupiter. (Courtesy of Musée Ingres) 
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Fig. 29 J.A.D. Ingres, Portrait of Bartolini, 1805. 
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Fig. 30 J.A.D. Ingres, Portrait study of Jupiter, 1810. 

Fig. 31 J.A.D. Ingres, Profile study of Jupiter. 
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Fig. 

Olympian Jupiter, from Ingres' collection 
of engravings. (Courtesy of Musée Ingres) 

Fig. 33 



Fig. 
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35 Aphrodite and Eagle, 
Sardonyx gem, Hermitage 

Fig. 34 Venus of Capua. 
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Fig. 36 Pudicitia Fleeing Venus, gem. 

Fig. 37 J.A.D. Ingres, Tracing from Greek Vase. 



Fig. 38 J.A.D. Ingres, Study for arms of Thetis. 
(Courtesy of Musée Ingres) 
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Fig. 39 Relief of Maenad, Art Market, Rome. 



Fig. AO J.A.D. Ingres, Study for Thetis’ drapery. 
(Courtesy Musée Ingres) 
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Fig. 41 Naples Cameo. 

Fig. 42 Naples Cameo, Engraving in Winckelmann's 
Monumenti inediti, 1767. 
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Fig. 43 Naples Cameo in Tassie and Raspé catalogue, 
1791.—   

Fig. 44 Naples Cameo by Cartstens, in Moritz 
catalogue, T791. 
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Fig. 45 Jupiter Fighting Giant, 
of engravings. 

from Ingres' collection 
(Courtesy of Musée Ingres) 
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J.A.D. Ingres, Jupiter and Thetis, with 
author's overlay. 

Fig. 48 


