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INTRODUCTION

apoleon Bonaparte is one of the most legendary—and most
recognizable—rulers in history. As the Emperor of France, he
ingeniously crafted both an elaborate and powerful public image,
leaving behind a legacy of iconic works of art that eternally evoke
the grandeur of his reign. The exceptionally rare Carrara marble busts that
are the subject of this book are among the finest examples of this legacy of
imagery, beautifully depicting Napoleon and his second wife Marie Louise
as a regal Roman emperor and his empress. Of all the Napoleonic marbles
still in existence, these spectacular busts are the most important examples of
Napoleonic sculpture not presently housed in a museum collection.

The history of these remarkable busts is as captivating as the monumental
figures they represent. Carved in magnificent detail during Napoleon’s reign,
these sculptures were made by two of the leading artists of the day, whose
famed works graced the palaces of France and beyond. The sculpture of
Marie Louise was carved and signed by esteemed Italian sculptor Gaetano
Matteo Monti of Ravenna, and the bust of Napoleon has an even more
important attribution. Given its unparalleled artistic finesse and similarity to
comparable sculptures, Napoleon’s bust is attributed to one of the Emperor's
favorite and most accomplished sculptors, Lorenzo Bartolini.

After Napoleon’s fall, the busts made their way from the Emperor’s collection
to his nephew, Emperor Napoleon III, who was also an avid patron of the
arts. Both busts were proudly displayed together at the important imperial
palace, Chateau de Compiéegne, until the end of Napoleon IIT’s reign. The
Emperor Napoleon III and Empress Eugénie took both sculptures with them
into exile in England after his abdication, two of just a few items they brought
with them. After Napoleon III'’s death, the busts were separated by Empress
Eugénie and only reunited later in 1936 by famed Parisian art dealer Elie
Fabius. The following pages will detail the remarkable journey of these busts
across centuries—from their inspired creation to their storied provenance.
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Together again, these busts are a monumental pair with an immense presence,
evoking the power of an imperial union that changed the course of history. Forced
to marry her nation’s greatest adversary, the Austrian archduchess and the French
emperor found mutual love and respect in their historic marriage in April 1810.
When comparing his two wives, Napoleon once recounted, “I esteemed Marie
Louise far more, though perhaps I loved her less than Joséphine.”[l]

A Napoleonic rarity like no other, there is only one other pair like our busts
known, housed at the Museo Correr in Venice, and our pair is far superior in
artistry, provenance and makers. The only other places to see even a singular bust
of Napoleon as a Roman emperor by Bartolini, without Marie Louise, are two of
the world’s most prestigious institutions: the Louvre and Versailles. From their
astonishing sculptural splendor to their complex history, this pair of Napoleonic
busts is truly a once-in-a-lifetime wonder.

[1] Evangeline Bruce, Napoleon & Josephine: An Improbable Marriage, 1995, p. 509




THE BusTS OF EMPEROR NAPOLEON
& EMPRESS MARIE LLOUISE

HISTORY & ATTRIBUTION



Circa 1810 | Carrara marhle Circa 1807 | Carrara marhle
Signed “GMR” for Gaetano Matteo Monti of Ravenna Attributed to Lorenzo Bartolini
Bust: 30 %/is” high x 20” wide x I3 '/s" deep | On Base: 74 */s” high Bust: 30 '/is” high x 24" wide x 12 /2" deep | On Base: 74" high
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Jacques-Louis David, Napoleon Crossing the Alps, 1801, Chateau de Malmaison

After Antonio Canova, Bust of Napoleon, c. 1808-14,
Metropolitan Museum of Art, New York
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s part of his genius, Napoleon masterfully

wielded a complex network of images to bolster

his rule. In the short years between 1799 and

1804, Napoleon promoted himself from First
Consul to Emperor of France, all the while using powerful
visual symbols and works of art to legitimize his reign.
Perhaps the most important of all of these symbols were
those that tied him and his burgeoning empire to ancient
Rome, and especially to its famed wartime leaders
including Julius Caesar. By mirroring his own image after
history’s most brilliant rulers and strategists, Napoleon
declared himself the rightful heir to the great conquerors
of the past.

Extraordinary works of art were created by the era’s best
artists to proclaim Napoleon a new kind of ruler—not just
a king, but an emperor. One of the most iconic images
that solidified this message is Jacques-Louis David’s
monumental portrait of Napoleon crossing the Alps on
horseback, completed in 1801. The dramatic equestrian
portrait was specifically requested by Napoleon himself,
who asked to be depicted as “calm atop a fiery horse.”
Importantly, “Bonaparte” is emblazoned on the rock face
at the bottom of the composition, followed by the names
of Charlemagne and Hannibal—two military giants of
antiquity who crossed the Alps before him, in the name
of empire and conquest. This magnificent painting draws
a direct line of succession from these conquerors to
Napoleon himself.

More than any other historical figure, Napoleon’s
iconography relied heavily on that of the great Roman
emperors. A great deal of his official portraiture depicted
Napoleon in Roman imperial dress, striking classical
triumphant poses and crowned with the laurels of gods
and victors. In particular, Napoleon envisioned himself
as the next Julius Caesar—one of history’s most ingenious
military minds and important leaders.

Following the models commissioned by Napoleon from
Antonio Canova and Antoine-Denis Chaudet, the period’s
best sculptors were tasked with creating commanding
images of Napoleon as Caesar for display. Among the
body of Caesar-inspired Napoleonic sculpture, the present
busts stand above the rest in their unparalleled sculptural
virtuoso, truly befitting of the all-powerful Emperor. Busts
of this superior quality and grand scale would have been
installed in the most important palaces and government
buildings that Napoleon frequented, and they were also
often gifted to crucial foreign allies and dignitaries.
Napoleon strategically spread the commanding image of
himself as the modern-day Caesar far and wide, bolstering
his rule and cementing his legacy as the ultimate heir of
the ancient empires he sought to emulate.



Detail of Gaetano Matteo Monti's signature (above)
on our bust of Marie Louise (below)

he underside of Marie Louise’s bust bears the
signature of Gaetano Matteo Monti of Ravenna
(1776—1847), a distinguished sculptor whose
Neoclassical works garnered widespread
acclaim across Europe. Renowned for his mastery in
marble and trained by the great Antonio Canova, Monti's
works are marked by a refined elegance and intricate
detailing, especially visible in Marie Louise's soft
features and elaborate tiara. Active in Milan during the
latter part of his career, Monti fulfilled several important
Napoleonic commissions, including a monumental frieze
of Napoleon as King of Italy for Milan's Arco della Pace.

Monti’s signature is subtly placed on the underside of
Marie Louise’s tunic and displays his initials, "GMR."
Its small size, hidden placement and stylization caused
scholars to misinterpret this signature as the mark of the
furniture repository of the French crown, known as "Le
Garde-Meuble Royal" (Royal Furniture Storage). This
confusion led to the misattribution to Angelo Pizzi until
now, when it was confirmed that the signature on our
Marie Louise perfectly matches the signature on another
period bust by Monti in the Galleria d'Arte Moderna in
Milan.

Napoleon’s bust features no signature, and its superior
quality clearly points to a different sculptor’s hand. It
would have almost certainly been made earlier, and
Marie Louise would have been added on the occasion of
their marriage in 1810. It is impossible to know for certain
whether our bust of Napoleon attributed to Bartolini was
originally a standalone commission or if there was a
Josephine bust that of course would have been destroyed
upon their divorce in 1809.

Previous scholarship on Napoleon’s bust, as well as key
stylistic elements, indicate that this Napoleon was carved
at an earlier date by the renowned Lorenzo Bartolini
(1777-1850). Bartolini was the quintessential Napoleonic
artist and was effectively the Bonaparte family’s official
portrait sculptor even after the fall of Napoleon. Bartolini
was a sought-after artist in Paris as early as 1797, and
by 1803 he had won the Prix de Rome as well as awards
from the Academy. He therefore caught the attention
of prominent Parisian patrons—the most important of
which was Napoleon.

“I AM A TRUE ROMAN EMPEROR; | AM OF THE BEST
RACE OF THE CAESARS—THOSE WHO ARE FOUNDERS.”

NAPOLEON BONAPARTE, 1812
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Detail of Bartolini’s bronze bust of Napoleon in the Louvre showing the hair (left) and our bust attributed to Lorenzo Bartolini
with the same waved hair falling across the forehead (right)

efore Napoleon personally appointed Bartolini to

direct his important Carrara sculpture workshop

in 1807, he commissioned Bartolini to create an

iconic imperial bust, which remains at Versailles
today. When comparing Bartolini’s Versailles bust to
ours, several identical characteristics stand out. First and
foremost, the masterful handling of the berried laurel
wreath is a perfect match on these busts. Both headdresses
feature leaves with incredibly delicate waved edges and
central veins carved with a lifelike precision only attainable
by a highly skilled sculptor. The design and placement of the
berries and the arrangement of the leaves in groups of three
are also practically identical across both wreaths.

Beyond the laurel crowns, the virtuosic skill of Bartolini’s
carving is apparent in both of these busts’ wonderfully
naturalistic and muscular faces. They each have matching
furrowed brows and strongly hooded eyes, prominent long
noses with similarly wide bridges, and identical Cupid’s
bow lips and protruding chins. Even the dimples and strong
musculature around the mouths are mirrored in both
sculptures, along with the same soft wave pattern of the
hair that falls across the foreheads. At the Louvre, a similar
Bartolini Napoleonic bust in bronze shows the same lock of
hair across the forehead and the lifelike berried laurel leaves
that are clearly the trademarks of Bartolini’s masterful hand.

Lorenzo Bartolini, Napoleon I,
Emperor of the French, c. 1805-06,
Chateau de Versailles (above)

Our bust of Napoleon attributed to
Lorenzo Bartolini (below)
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Laurel leaves of Bartolini's bust of Napoleon at Versailles (above) and our
bust attributed to Lorenzo Bartolini (below)
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Bust of Marie Louise by Angelo Pizzi, Museo Correr, Venice Our bust of Marie Louise by Gaetano Matteo Monti

Even among these examples from museum collections, the present bust of Napoleon
stands out for its unparalleled stunning quality, marking it as one of Bartolini’s finest
creations. From 1964 to 1999, Gérard Hubert attributed this Napoleon to Bartolini
in his authoritative book, La Sculpture dans UItalie Napoléonienne (1964). He
noted the stylistic similarities to the model by Antoine-Denis Chaudet (to whom
our sculpture was attributed during the 1930s), but ultimately determined that the
astonishing quality of the marble, the subtlety of the hair and the beauty of the
modeling confirmed the attribution to Bartolini.

In 1999, Hubert changed his attribution of our busts to Angelo Pizzi, likely due to a
similarly styled pair of Napoleon and Marie Louise busts being attributed to Pizzi
in the collection of the Museo Correr in Venice. However, the signature of Gaetano
Matteo Monti on our Marie Louise proves that Angelo Pizzi certainly did not make
this Marie Louise. When our Napoleon and Marie Louise are compared to the Venice
busts, it is clear at every turn that ours are much finer in the quality of the carving
and elegance of the compositions. It is probable that the Pizzi busts in Venice were
copies made after our magnificent busts by Bartolini and Monti.

12 THE NAPOLEON & MARIE LOUISE MARBLE BUSTS



Bust of Napoleon by Angelo Pizzi, Museo Correr, Venice Our bust of Napoleon attributed to Lorenzo Bartolini

Though similar in pose and dress, the modeling of the Pizzi busts in Venice
is much more simplistic, with significant flattening of the laurel leaves, the
facial musculature and the folds of the drapery. Even their proportions and
positions seem more rudimentary, with their heads somewhat oversized and
jutting forward at awkward angles. The exceptional finesse in our Napoleon
perfectly matches the superbly skilled carving of Bartolini’s busts, therefore
confirming Hubert’s original 1964 attribution of our Napoleon to Bartolini.

While the attribution of any unsigned Neoclassical marble is always up for
academic discussion, what cannot be denied is the extraordinary sculptural
quality and rarity of these stunning busts, with the only other similar pair
housed at the Museo Correr in Venice. With their amazing lifelike presence
and pristine condition, our busts of the Emperor Napoleon and the Empress
Marie Louise are the most significant examples of Napoleonic sculpture not
presently housed in a museum.

Details of Pizzi's Napoleon bust (above)
and our bust attributed to Bartolini (below)

THe NAPOLEON & MARIE LOUISE MARBLE BusTs
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k-4
 on display at the Museo Correr, Venice
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PROVENANCE




PROVENANCE OF THE BUST OF NAPOLEON
Commissioned by Napoleon, Chateau de Compiégne (likely), circa 1807
The personal collection of Emperor Napoleon Ill at Chateau de Compiégne
Thence to Napoleon [II's widow, Empress Eugénie

Gifted to Firmin Rainbeaux by Empress Eugénie on [8th April 188I

Thence to Félix Rainbeaux from his father, Firmin Rainbeaux

Sale, Hotel Drouot, Paris, “Succession de M. Félix Rainbeaux, Fils de Firmin Rainbeaux, écuyer de 'Empereur
Napoleon Ill souvenirs napoléoniens: fusils, pistolets, couteaux de vénerie, dagues, miniatures etc,” 23rd October
1936, lot 267, catalogued as: “Buste de Napoléon ler, en Empereur Romain, en marbre. Haut., 78 cm”

Elie Fahius, purchased from the above sale

Private collection, Stuttgart, Germany

Sale, Galerie Koller, Ziirich, 2nd November 1995, lot 4162, with bust of Marie Louise, both illustrated on the front cover
Private collection, Switzerland

M.S. Rau, New Orleans

PROVENANCE OF THE BUST OF EMPRESS MARIE LLOUISE
Commissioned by Napoleon, Chateau de Compiégne (likely), circa 1810

The personal collection of Emperor Napoleon Ill at Chateau de Compiégne

Thence to Napoleon III's widow, Empress Eugénie

Sale, Hampton & Sons of London, “English and French Furniture, the Remaining Library, Porcelain, Sculpture, Bronzes,
Tahle Plate, China and Glass Services, Pictures, Drawings, Prints, Vintage Wines etc” from Empress Eugénie’s home at
Farnborough Hill, Hampshire, 18-27th July 1927, lot 1328, catalogued as: “The Empress Marie-Louise, a life-size bust”

Elie Fabius, purchased from the above sale

Private collection, Stuttgart, Germany

Sale, Galerie Koller, Ziirich, 2nd November 1995, lot 4162, with bust of Napoleon, hoth illustrated on the front cover
Private collection, Switzerland

M.S. Rau, New Orleans
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PROVENANCE

he only thing that could make these exceptional busts even more impressive
is their illustrious provenance. Because of their extraordinary artistry and
Bartolini’s place of honor as one of Napoleon’s personal sculptors, it is
probable that Napoleon himself would have owned these busts first. He likely
installed his bust with an earlier bust of Josephine (which would later be replaced with
our Marie Louise) in the Chateau de Compiégne during the major refurbishments he
ordered in 1807. Between the First and Second Empires, the decor of Compiégne was
stripped of Napoleonic iconography, but it is likely that these busts would have been
stored away from public view there and not taken out until the rise of the Second Empire.

After Napoleon I, the next known owner was the second most important person in 19th-
century France—his nephew, Emperor Napoleon III. In his 1964 book, La Sculpture
dans ['Italie Napoléonienne, Gérard Hubert confirms that these busts were owned by
Napoleon III and proudly displayed at the Chateau de Compiegne.[l] This provenance is
further supported by art critic Georges Mauguin in 1938, who also cites the provenance
of Napoleon III and Empress Eugénie.[2]

Despite the lack of explicit archival records at Compiégne detailing how Napoleon
III acquired the busts, he more than likely would have inherited them from the
existing Chateau furnishings from Napoleon's reign. It is well known that Napoleon
III preferred to spend his annual budget of 25 million francs on arms and armor and
commissions of contemporary artists, rather than purchasing older works. As one of the
three most important royal palaces in France since Louis XV—along with Versailles and
Fountainebleau—Compiégne was returned to its imperial splendor by Napoleon III,
who intentionally curated its decorative program to proclaim at every turn his lineage
as Napoleon’s heir.

Portraits of Emperor
Napoleon Ill and Empress
Eugénie by the studio of
Franz Xaver Winterhalter,
c. 1860. Framed together:
121'/4" high x 76" wide x
12 '/2" deep. Collection of
M.S. Rau, New Orleans
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It is also conceivable that these busts could have been commissioned by
Napoleon as a grand gift to a foreign ally, perhaps to the Hapsburg court
on the occasion of his marriage to Marie Louise. They could have also been
made for one of the many supporters of Napoleon. It would not have been out
of the ordinary for these supporters to later gift objects of such artistic and
historical significance to Emperor Napoleon III to garner his favor. While it
is impossible to know for certain how they acquired the busts, what cannot
be doubted is that both sculptures were owned and cherished by Emperor
Napoleon III and Empress Eugénie, as they clung to them even in exile.

After the tumultuous events of the Franco-Prussian War (1870-71), the
Imperial family was exiled to England, taking the busts with them. When
Napoleon III died in 1873, Empress Eugénie brought both of the sculptures
to her new estate, Farnborough Hill, in Hampshire, England, indicating
their importance as two of her most prized possessions. In 1881, Eugénie
gifted the bust of Napoleon to Firmin Rainbeaux (1834—1916), a close friend
and equerry to her late husband, beginning the separation of these two busts
that would last over 50 years.

Unlike the bust of Napoleon, Empress Eugénie kept the bust of Marie Louise
at Farnborough Hill, proudly displaying it until her death in 1920. Following
her passing, the entire contents of Farnborough Hill were auctioned in a
series of sales in 1927, during which the prominent Parisian art dealer
Elie Fabius (1864—-1942) acquired the bust of Marie Louise. In 1936 at an Firmin Rainbeaux (1834-1916)
important Hotel Drouot sale of Félix Rainbeaux’s collection, Fabius was

able to purchase the Napoleon bust and reunite him with Marie Louise.

[1] Hubert, La Sculpture dans I'ltalie Napoléonienne, 1964, p. 349
[2] Mauguin, Revue de I'Institut Napoléon, 1938, p. 40
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Georges Mauguin, “L’Iconographie Napoléonnienne au Palais National des Arts,”
in Revue de UInstitut Napoléon, 1er trimestre, 1938, p. 40, both busts illustrated

Gérard Hubert, La Sculpture dans [l'Italie Napoléonienne, 1964, p. 349, bust of
Napoleon is illustrated, with reference to its pendant bust of Marie Louise, pl. 165

Gérard Hubert and Guy Ledoux-Lebard, Napoléon, portraits contemporains
bustes et statues, 1999, p. 98, pl. 70, bust of Napoleon illustrated

Galerie Koller, Ziirich, Sale catalogue, Eine Hochbedeutende Europdische
Privatsammlung: Napoleonica, mébel, bronzen, pendulen, skulpturen, gemdlde,
miniaturen, 02 November 1995, lot 4162, both busts illustrated on front cover

Olivier Gabet, Un marchand entre deux empires - Elie Fabius et le monde de l'art,
2011, p. 77, bust of Marie Louise illustrated; and p. 63—76, for a wider discussion
on Fabius’ purchases at the Farnborough Hill sale in 1927 and the subsequent
exhibition at the Musée de Malmaison, 1928 (where the bust of Marie Louise was
lent by Elie Fabius)

Enrico Noe, “Lo scultore Angelo Pizzi (Milano 1775—Venezia 1819)” in Saggi
e Memorie di storia dell’arte, vol. 36, 2012, p. 264, pl. 48, bust of Napoleon
illustrated; p. 265, pl. 49, bust of Marie Louise illustrated
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Georges Mauguin, “Llconographie Napoléonnienne au Palais National
des Arts,” in Revue de I'Institut Napoléon, ler trimestre, 1938, front cover
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In his 1938 article, Mauguin attributes
both busts to Antoine-Denis Chaudet
and confirms they were displayed at
the Chateau de Compiégne. The busts
are illustrated on the following pages
(p. 26-27 of this book) and listed as
owned by Monsieur Elie Fabius.

Georges Mauguin, “Llconographie Napoléonnienne au Palais National des Arts,” 1938, p.40
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BusTe pE MariE-Lotese
Par Chandst

A M. E Fabius)

Georges Mauguin, “Llconographie Napoléonnienne au Palais National des Arts,” 1938, opposite p. 40
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Our bust of Marie Louise
illustrated and listed as
sculpted by Antoine-Denis
Chaudet and owned by
Monsieur E. Fabius.



BusTE nE MaroLion
Par Chandet

(A M. E. Fabiu)

Georges Mauguin, “Llconographie Napoléonnienne au Palais National des Arts,” 1938, opposite p. 40

Our bust of Napoleon
illustrated and listed as
sculpted by Antoine-Denis
Chaudet and owned by
Monsieur E. Fabius.
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GERARD HUBERT
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Gérard Hubert, La Sculpture dans I'ltalie Napoléonienne, 1964, front cover & p. 349
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Gérard Hubert, La Sculpture dans I'ltalie Napoléonienne, 1964, pl. 165

In his 1964 book, Hubert lists and
describes our bust of Napoleon,
with reference to its pendant
bust of Marie Louise, as having
been owned by Napoleon Ill at
Compiégne. In the illustration,

he attributes our bust of Napoleon
(pl. 165) to Lorenzo Bartolini,
after Antoine-Denis Chaudet.
Above our sculpture, Hubert

also illustrates the comparahle
Napoleon busts by Bartolini in
the collections of Versailles

and the Louvre.
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Gérard Hubert and Guy Ledoux-Lebard, Napoléon, portraits contemporains bustes et statues, 1999, front cover
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Yugrndree. Bimile, i rhis % Primi (e &

b yemedule domm ok, Gloris Rallo, 96 In their 1999 book, Hubert
and Ledoux-Lebard
attribute our bust of

Napoleon (pl. 70) to Pizzi,
due to the similar bust of
Napoleon at the Museo
Correr in Venice (pl. 69).
While their compositions
are similar, it is clear that
the bust by Pizzi in Venice
cannot have heen carved
by the same hand as our
Napoleon. Displaying a
much more superb carving
technique and elegance

in its composition, our
Napoleon bust is attributed
to the masterful Lorenzo
Bartolini. Pizzi's version

in Venice was more than
likely a copy made after the
bust attributed to Bartolini.

Gérard Hubert and Guy Ledoux-Lebard, Napoléon, portraits contemporains bustes et statues, 1999, p. 98, pl. 70

THE NAPOLEON & MARIE LOUISE MARBLE Busts 29



"Il

& P\()I L I%R ZL%{ILIL‘

Fas

ll‘\l FIOCHREDEL ]‘u‘nl]l zi

ILPH ‘]MH PRIV: \["'i' 1.[[__[_ L8

Our busts of Napoleon and
Marie Louise illustrated on
the cover of Koller's 1995
auction catalogue.

o NAPOLEONICA
& MOBEL, BRONZEN, PENDULEN
: " SKULPTUREN

s GEMBLDE. NENIATUREN

AUKTFION 97/4 3 v q 7
:R"' WEMBER 1995 S g B

Galerie Koller, Ziirich, Sale catalogue, Eine Hochbedeutende Europaische
Privatsammlung: Napoleonica, mébel, bronzen, pendulen, skulpturen,
gemalde, miniaturen, 02 November 1995, lot 4162, front cover
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Enrico Noé, “Lo scultore Angelo Pizzi (Milano 1775-Venezia 1819)”
in Saggi e Memorie di storia dell’arte, vol. 36, 2012, p. 262, pl. 46
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In his 2012 article, Noé
illustrates the similar
bust of Napoleon (pl. 46)
by Angelo Pizzi at the
Museo Correr in Venice.
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Enrico No&, “Lo scultore Angelo Pizzi (Milano 1775-Venezia 1819)”
in Saggi e Memorie di storia dell'arte, vol. 36, 2012, p. 263, pl. 47

In his 2012 article, Noe
illustrates the similar bust
of Marie Louise (pl. 47) by
Angelo Pizzi at the Museo
Correr in Venice.
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Enrico Nog, “Lo scultore Angelo Pizzi (Milano 1775-Venezia 1819)”
in Saggi e Memorie di storia dell’arte, vol. 36, 2012, p. 264, pl. 48

THE NAPOLEON & MARIE LOUISE MARBLE BUSTS

In his 2012 article, Noé
illustrates our bust

of Napoleon (pl. 48)
using the attribution
of Angelo Pizzi.
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Enrico Nog, “Lo scultore Angelo Pizzi (Milano 1775-Venezia 1819)”
in Saggi e Memorie di storia dell'arte, vol. 36, 2012, p. 265, pl. 49

In his 2012 article, Noé
illustrates our bust of
Marie Louise (pl. 49)
using the attribution of
Angelo Pizzi, unaware
that it is signed by
Gaetano Matteo Monti
of Ravenna.
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Musée National de Malmaison, De Napoleon Ier a Napoleon III, Souvenirs de la Famille
Impériale, Conservés par U'Impératrice Eugénie dans sa Résidence de Farnborough et
Provenant de sa Succession, 1928, no. 15, p. 10, bust of Marie Louise illustrated

Musée de I’Orangerie, Paris, Souvenirs du Roi de Rome, 1932, no. 209, described as a
marble bust of the Empress Marie-Louise by [Jacques] Spalla, from the collection of the
Empress Eugénie at Farnborough Hill, England, at Musée de Malmaison

Bibliotheque National, Paris, 318 Lettres de Napoléon a Marie-Louise, 1935, no. 10,
described as a marble bust of Marie-Louise by Jacques Spalla, lent by Monsieur E. Fabius

Palais National des Arts, Paris, Chefs d’Oeuvre de I'Art Francais, 1937, nos. 1105 &
1106; no 1105 described as a bust of Napoleon I as a Roman Emperor by Antoine-Denis
Chaudet, lent by M. Elie Fabius, Paris; no. 1106 described as a bust of Marie-Louise as a
Roman Empress by Antoine-Louis [sic] Chaudet, lent by M. Elie Fabius, Paris

The World’s Fair, New York, Five Centuries of History Mirrored in Five Centuries of
French Art, 1939, p. 83, nos. 322 and 323; bust of Napoleon illustrated as pl. LV; bust of
Marie Louise illustrated as pl. LIV
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Musée National de Malmaison, De Napoleon ler a Napoleon Ill, Souvenirs de
la Famille Impériale, Conservés par I'lmpératrice Eugénie dans sa Résidence
de Farnborough et Provenant de sa Succession, 1928, front cover
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15 DMorie-Louise
Archiluchesso o Autrniche, seconade  Iemmn i Fl]ﬂll-.l-u.
Buste mnrbre
Par Jacoves Sparra, de Tarin. Honwt. ;81

Our bust of Marie Louise was
catalogued in this 1928 exhibition
as no. 15: "Marie-Louise
Archduchess of Austria, second
wife of Napoleon, marble bust, by
Jacques Spalla of Turin.”

Musée National de Malmaison, De Napoleon ler a Napoleon I,
Souvenirs de la Famille Impériale, 1928, p. 10, no. 15
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Musée de I'Orangerie, Paris, Souvenirs du Roi de Rome, 1932
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Our bust of Marie Louise
was catalogued in this 1932
exhibition as no. 209: "Bust
of the Empress Marie-
Louise hy Jacques Spalla,
marhle, from the collection
of the Empress Eugénie at
Farnborough Hill, England,
at Musée de Malmaison.”

Musée de I'Orangerie, Paris, Souvenirs du Roi de Rome, 1932, no. 209
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Bibliothéque National, Paris, 3/8 Lettres de Napoléon a Marie-Louise, 1935, front cover
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Y | LETTRE: DE MAMLLCH
6, Manie-Lownse, portoast dans le médaillon d*une tasse,
par M= laquotot (1778-1855).

Porcelvine dure de Séwres, 1810
Don de "Empercur Mapoléon 111,
.ﬂlr.ﬂll.rﬁdﬁudrr.i.f#rm

7. L'Iurirararce Mante-Lovise, portrait par Pierne
Prod'hon (1758-1825). e
lh.u:l.l'u.l:rl.runnuirm'hl'l.u.n! 1811, I-I..n,’.ﬁ.l..n.-u

) oy Prhe

A Masde dw Lasrry,

8. Manig-Louse, portrait par J.-B, Isabey,

M pdarue,
Sabon de 1B10,
A iy dw Eoserss
9. Marme-Lovtsn, bufte par Jacques Spalla, éléve de
Canova,

Marbre. H. a1 181
Car, Mollae o Pérard v 1723
AAu wmuade de Veraaifies,

1o, Marre-Lomse, budte par Jacques Spalla,
Mirbae,

A Manriver E. Fabinr,
11. L'Ivrénaraice Marie-Lomse, boste par Brachand.

Biscuit exédcutd par Oger en 1811, H a6g; L a.54-
AAw Musts wframiger e Shrees.

Bibliotheque National, Paris, 318 Lettres de Napoléon a Marie-Louise, 1935, no. 10

Our bust of Marie Louise
was catalogued in this
1935 exhibition as no.
10: “Marie-Louise, bust
by Jacques Spalla, after
Canova, marble, lent by
Monsieur E. Fabius.”
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Palais National des Arts, Paris, Chefs d’Oeuvre de I'Art Frangais, 1937, front cover
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Our bust of Napoleon was catalogued in this 1937
exhibition as no. [105: "Bust of Napoleon | as a
Roman Emperor by Antoine-Denis Chaudet, lent by
M. Elie Fabius, Paris.” Our bust of Marie Louise was
also displayed and catalogued as no. [106: "Bust

of Marie-Louise as a Roman Empress by Antoine-
Louis Chaudet, lent by M. Elie Fabius, Paris.”

Palais National des Arts, Paris, Chefs d’Oeuvre de I'Art Frangais, 1937, nos. 1105 & 1106

THE NAPOLEON & MARIE LOUISE MARBLE BusTs 45



LR r) - _,h-

" =
=] ] -4

e o e b R

TR AR IR - = gl ey e

ol S Hz FUPLEH & 55 o i -

oo e TR
jng-""m-:- BRI moacanvan son i

& e oS e ) B [l B
g — P (=

W’ Al A BT E
e 8 b e i, L B St CRIY (T
A T
- : * . -
321 R w320 Seme s

%ﬁ I = .
o I iy
. ol P

9 o e o P [

The World’s Fair, New York, Five Centuries of History Mirrored in Five Centuries of French Art, 1939, front cover & p. 83, nos. 322 & 323
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The World’s Fair, New York, Five Centuries of History Mirrored in Five Centuries of French Art, 1939, no. 322/pl. LV & no. 323/pl. LIV

Our bust of Napoleon was catalogued and illustrated (pl. LV) in this 1939 exhibition as: "Napoleon | as a Roman
Emperor by Antoine-Denis Chaudet, formerly in the collection of the Emperor Napoleon I, lent by Elie Fabius, Paris.”
Our bust of Marie Louise was also catalogued and illustrated (pl. LIV) as: "Marie-Louise as a Roman Empress by
Antoine-Denis Chaudet, formerly in the private colletion of the Emperor Napoleon Ill, later in the collection of the

Empress Eugénie at Farnborough, lent by M. Elie Fabius, Paris.”
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CONCLUSION

hese exceptional period marble busts, with
their stunning sculptural quality and incredible
provenance, are a once-in-a-lifetime discovery.
They represent a remarkable confluence of artistic
mastery, historical significance and symbolic power. Not only
are they some of the finest examples of Neoclassical portrait
sculptures ever made, but they are also imbued with the
monumental legacy of Napoleon’s world-changing empire,
the weight of which can still be felt in their immense presence.

In the realm of Napoleonic artifacts, many have brought
strong prices at auction. In 2014, one of his 20 surviving iconic
bicorne hats sold for $2.4 million, and another went for $2.1
million more recently in 2023. These marble busts are more
than artifacts, however. Similar masterpieces of Napoleonic
artwork have sold for record prices, including Jacques-Louis
David’s 1810 study, The Distribution of the Eagle Standards,
which sold for $2.35 million at Christie’s in 2019. Period
marble sculptures by leading Napoleonic sculptors such as
Lorenzo Bartolini and Antonio Canova continue to be highly
coveted. In 2014, Bartolini’s sculpture, Sisters Dancing the
Waltz, sold for $867,000, and Canova’s Bust of Peace set his
highest record in 2018, selling for $7 million.

Itissignificant that the only other busts of Napoleon as Roman
Emperor by Bartolini reside in the Louvre and Versailles.
What’s more, the Museo Correr in Venice is the only museum
where Napoleon and Marie Louise are still united as a pair,
and their busts by Angelo Pizzi pale in comparison to ours
from every angle. Our busts of Napoleon and Marie Louise,
therefore, are the only examples of this superb caliber not
currently housed in a museum collection—making them an
extraordinary, collection-defining find. Ultimately, they are
a testament to the power of art in shaping the legacy of one
of history’s most gifted military minds and iconic leaders,
Napoleon Bonaparte.
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