
Year: 2024

Jacques Rigaud’s Drawings in Warsaw of the Residences of Louis XIV

Wątroba, Przemysław

Journal title: Print Quarterly
Posted at The Institutional Repository of the University of Warsaw
ReIn UW: https://repozytorium.uw.edu.pl//handle/item/166110
Unique UUID of the publication: ce646ad7-5631-4a05-9945-7c4e63e77233

https://repozytorium.uw.edu.pl//handle/item/166110


PRINT
QUARTERLY

MARCH 2024

VOLUME XLI NUMBER 1



Contents

 Wenzel von Olmütz in Ulm? Discoveries and New Hypotheses  
 Regarding his Architectural Prints  3 
 FEMKE SPEELBERG 

 Marcantonio Raimondi’s Naked Youth and its Sources   16 
 ALEXIS CULOTTA

 Jacques Rigaud’s Drawings in Warsaw of the Residences of Louis XIV 23 
 PRZEMYSŁAW WĄTROBA 

Shorter Notice

 The Coronation of Ferdinand IV after Johann Hauer (1586–1660)  
 from the George Grote Collection  33 
 PETER CRACK

 Notes 37

Catalogue and Book Reviews

PRINT
QUARTERLY

VOLUME XLI                    NUMBER 1                   MARCH 2024

 Italian Renaissance Nielli 79 
 NAOKO TAKAHATAKE

 Maerten de Vos Going Viral  84 
 PETER PARSHALL

 Fencing Manuals in the  
 Mokken Collection    88 
 EMANUELE LUGLI

 Dutch Political Prints 92 
 NADINE ORENSTEIN

 Dresden’s Collection of Chinese Prints  97 
 MAUREEN CASSIDY-GEIGER

 Curt Glaser and his Art Collection  103 
 ANDREAS STROBL



Editor
Rhoda Eitel-Porter

Editorial Board

Catherine Jenkins
David Kiehl
Fritz Koreny

David Landau
Séverine Lepape

Ger Luijten†
Giorgio Marini

Jean Michel Massing
Mark McDonald

Clifford Ackley
David Alexander

Judith Brodie
Paul Coldwell
Marzia Faietti
Richard Field

Celina Fox
David Freedberg
Antony Griffiths

Martin Hopkinson

Nadine Orenstein
Peter Parshall

Maxime Préaud
Christian Rümelin

Michael Snodin
Naoko Takahatake

Susan Tallman
Ellis Tinios

An Van Camp
Henri Zerner

Administrators
Elizabeth Mengoli

Nigel Ip

Sub-Editor
Virginia Myers

Members of Print Quarterly Publications
Registered Charity No. 1007928

Chairman
Antony Griffiths*

David Alexander*
Nicolas Barker*
David Bindman*
Graham Brown
Fabio Castelli

Douglas Druick
Rhoda Eitel-Porter
David Freedberg
George Goldner

David Landau*
Jane Martineau*
Marilyn Perry
Tom Rassieur

Pierre Rosenberg
Alan Stone

Dave Williams
Henri Zerner

Anonymous Donors
The Artemis Group

Frank Auerbach
David and Frances Bindman

J. Bolten
Fondation Custodia

Furio de Denaro
Pat Gilmour
Hill-Stone

James and Clare Kirkman
Leon Kossoff

IFPDA

Alberto Milano
Montreal Print Collectors’ Society

Felix Pollak
The Arcana Foundation
Ruth and Jacob Kainen

Reba and Dave Williams

© Print Quarterly Publications. All rights reserved. ISSN 0265–8305. Printed by Henry Ling Limited, The Dorset Press, Dorchester, Dorset.
Editorial Office: 10 Chester Row, London SW1W 9JH. Tel. +44 (0)20 7259 0952, email: admin@printquarterly.co.uk
Cover: Detail from The Printmaker’s Workshop attributed to Hans Collaert after Jan van der Straet, called Stradanus

*Directors

Between November 1984 and November 1987 Print Quarterly was published in association with the J. Paul Getty Trust.

Donors to the Print Quarterly Appeal



PRINT QUARTERLY, XLI, 2024, 1

Jacques Rigaud’s Drawings in Warsaw 
of the Residences of Louis XIV

Przemysław Wątroba

In the collection of the last king of Poland, 
Stanisław August Poniatowski (1732–98), kept in the 
Print Room of the University of Warsaw Library, 
there is a renowned volume titled Recueil choisi des plus 
belles vues des palais et maisons royales de Paris et des environs 
containing a series of 106 engravings by Jacques 
Rigaud (1681–1754).1 The source of its acquisition 

remains unknown, although we know that it was 
in the Royal Collection by 1784.2 This particular 
copy of the book of prints must have been a luxury 
edition, with the prints coloured in watercolour and 
gouache, the edges of the pages gilded and a binding 
of marbled calf leather with gilding on the covers and 
spine. Published and bound in France after Rigaud’s 

1. Inw.zb.d. 21244/1–107. Recueil choisi des plus belles vues des palais et 
maisons royales de Paris et des environs dessinées d’après nature et gravées 
par J. Rigaud, au nombre de 106 pièces, Paris, J. F. Chereau and F. 
Basan [after 1763 and probably before 1775]. The inventory 
numbers of all material from the Print Room of the University 
of Warsaw Library are preceded by the abbreviation GR 

BUW (Gabinet Rycin Biblioteki Uniwersyteckiej w Warszawie), 
which are here omitted.

2. Inw.zb.d. 11776. The album is recorded in P. Marival, Catalogue 
des Livres d’Estampes, VII, 1784, p. 60, no. 8, a manuscript 
catalogue of books of prints and albums in the Royal 
Collection. 

23. Johann C. Kilemann, Front cover of Royal Portfolio 72, after 1775, wood, cardboard, marbled calf leather with 
gilding, 750 x 580 x 60 mm (Warsaw, University of Warsaw Library).
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3. B. Bentz and B. Ringot, ‘Jacques Rigaud et les recueils des mai-
sons royales de France’, Nouvelles de l’Estampe, May–June 2009, no. 
224, p. 28. Comparison of the title-page and list of contents of 
the Warsaw copy, with 106 engravings, and the copy described 
by Bentz and Ringot with 129 engravings published by Chereau 
and Basan allows us to assume that the Warsaw copy came first. 
Another copy, not coloured, of the edition with 106 plates is kept 
in the library of the Barcelona City Archives, inv. 19404. Similar 
copies (also not coloured) were offered at auction by Alde, maison 
de ventes spécialisée, Paris, 18 June 2010, lots 8 and 241. 

4. In archival royal accounts the French term portfeuille, 
corresponding to the Polish term teka, was used to describe 
royal boxes. See also the description of ‘portfolios’ in A. 
Griffiths, The Print Before Photography. An Introduction to European 
Printmaking 1550–1820, London, 2016, pp. 425–26. 

5. L’Aigle Blanc: Stanislas Auguste dernier roi de Pologne. Collectionneur et 
Mécène au siècle des lumières, edited by C. Starky, Paris, 2011, p. 
75, no. 38; Splendor i wiedza. Biblioteka królewska Stanisława Augusta 

[Splendor and knowledge. Royal Library of Stanisław August], 
I; Zamek Królewski w Warszawie – Muzeum [Museum of the Royal 
Castle in Warsaw], edited by A. Dzięcioł and T. Jakubowski, 
Warsaw, 2022, p. 284, no. 1.115.

6. M. Laszczkowski, ‘Galeria z papieru. Oprawy artystyczne  
kolekcji rycin i rysunków króla Stanisława Augusta Poniatw-
skiego’ [Paper gallery. Art bindings for the collection of prints 
and drawings of King Stanisław August Poniatowski], PhD 
thesis, Warsaw, 2012, pp. 13–20, 56–63. On Marstaller see H. 
Widacka, Marstaller. Nadworny sztycharz Stanisława Augusta [Mar-
staller. Court engraver of Stanisław August], Warsaw, 1996.

7. Portfolio 107: Vue du Cours de Marseille pendant l’épidémie de peste de 
1720, Inw.zb.d. 14667 and Vue de l’Hôtel de Ville et d’une partie du 
port de Marseille pendant l’épidémie de peste de 1720, Inw.zb.d. 14680. 
Portfolio 167: Construction des Galeres, Bapteme ou Benediction de la 
Galere, Feste des Galeres dans le port de Marseille, Armement des Galeres, 
Coup du Depart et Embarquement sur les Galeres, Retour des Galeres; 
Inw.zb.d. 11460, and 11463–67.

death, it seems to belong to an edition not recorded by 
Bruno Bentz and Benjamin Ringot that preceded the 
version published by Jacques-François Chereau and 
François Basan in 1775–87.3  

The king’s interest in the work of this French 
painter of palaces and landscapes is further proven 
by the presence of an additional 23 prints by Rigaud, 
pasted onto loose sheets and housed in Royal Portfolios 
– boxes made of wood and cardboard covered with 
leather and gilding, which look like large books (fig. 
23).4 All the boxes were made in the workshop of the 
Warsaw bookbinder Johann Christian  Kilemann 
(1741–after 1796), who worked primarily on behalf 
of the court of Stanisław August. A royal supralibros 
occupies the middle of the front and back boards, 

surrounded by a decorative border featuring the 
monogram of Stanisław August in each of the corners. 
The portfolio’s subject, its number and the royal crown 
appear on the spine. Each portfolio contains mounts 
cut to the size of the box with the prints or drawings 
pasted onto them, and each print or drawing is 
surrounded by a decorative border characteristic 
of royal collections of the time consisting of light 
green watercolour inside cut-to-size etched frames 
(fig. 24).5 As shown by Marcin Laszczkowski, it was 
Gottlob Jakob Marstaller (active 1743–86), engraver 
to the Polish court, who designed and made several 
dozen types of etched frames with different rosettes 
and decorative knobs, which were used from 1775 by 
royal librarians to mount prints and drawings.6 The 
entire Royal Collection was arranged according to a 
thematic order devised by the king himself and divided 
into classes, such as portrait, history, mythology, genre 
scenes, landscape and architecture, as noted on each 
portfolio’s handwritten title-page (fig. 25). By the end 
of his reign Stanisław August had amassed some 
70,000 prints. Slightly more than 25,000 were loose 
prints, of which 13,000 were in 163 royal portfolios, 
with the rest in large cardboard boxes or simpler cases 
waiting to be placed. All other prints were in albums 
or books of prints.

As a consequence of the king’s favoured collection 
arrangement, the 23 etchings by Rigaud were 
in portfolios corresponding to their subject. Two 
prints depicting the plague in Marseilles were part 
of Royal Portfolio 107, where the prints on French 
history were stored, and a series of six engravings 
with representations of ships, shipyards and ports, 
dedicated to the military general of French galleys, 
Jean Philipp d’Orleans, were included in Portfolio 167 
which was dedicated to maritime themes.7 Rigaud’s 

24. Detail of the so-called royal mounting with a border 
made by G. J. Marstaller surrounding a drawing by 
Rigaud (Warsaw, University of Warsaw Library).
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8. On 14 December 1939, 162 royal portfolios, as well as other 
boxes, albums and volumes were confiscated by a German 
commission headed by Dr. J. Mühlmann, Dr. A. Kraus and 
Dr. H. Demel. The confiscated material was transported 
to Cracow, where it was divided and deposited in various 
locations in Austria and German Lower Silesia. In 1945 to 
1946, 72 portfolios in various states of preservation and the 
contents of thirteen others (partly incomplete) returned to the 
Print Room. Some of the boxes have traces of fire or bullets. 
Since both Austria and Silesia were conquered by the Russian 
army, it is impossible to determine today whether the missing 
77 portfolios were destroyed or plundered. S. Sawicka, T. 

Sulerzyska, Starty w rysunkach z Gabinetu Rycin 1939–1945 [The 
losses of the drawings from the Print Room 1939–1945], 
Warsaw, 1960, p. 6.

9. N. Utkin, Catalogue des Estampes composant la Collection du Cabinet 
d. Alexandre de Varsovie, St Petersburg, 1843, XII, Portfolio 162, 
nos. 180, 207–14; typescript copy of 1923 in the Archives of 
the University of Warsaw Library, Arch.BUW VIII/860.

10. Utkin, op. cit., XIV, Portfolio 170, nos.  234–39; typescript copy 
of 1923 in the Archives of the University of Warsaw Library, 
Arch.BUW VIII/860.

11. Inw.zb.d 7638 through 7645.

fifteen other prints were contained in Royal Portfolios 
162 and 170, which went missing during World War 
II.8 The former, dedicated to landscapes, contained 
nine etchings by Rigaud, with views of the castle in 
St. Germain-en-Laye, Paris, as well as the Hotel de 
Ville, the Bastille, and the Hôpital des Invalides.9 
In the latter, there were six engravings by Rigaud 
depicting the siege and capture of Barcelona in 1732 
as well as images of battle scenes, military camps and 
uniforms by other artists.10 

A set of eight hitherto unpublished drawings 
by Rigaud formerly kept in Portfolio 174 are here 

presented as designs for the Recueil choisi des plus 
belles vues des palais et maisons royales.11 Two each depict 
differing views of the palaces of Louis XIV at 
Clagny, Monceaux, Anet and Amboise. Drawings 
by Rigaud of other residences belonging to the series 
of views issued in the Receuil enrich the collections 
of European and American museums, including the 
Bibliothèque Nationale de France in Paris, Musée 
du Domaine Royal in Marly, Chateau de Versailles, 
Niedersächsisches Landesmuseum in Hannover, 
Albertina in Vienna, Museum of Fine Arts in Boston, 
Morgan Library and Museum in New York, as well 

25. Johann C. Kilemann, Royal Portfolio 11 opened to show the title card, after 1775, wood, cardboard, marbled calf 
leather with gilding, marbled paper, pen, ink, portfolio 750 x 580 x 60 mm, title card 716 x 524 mm (Warsaw, 
University of Warsaw Library).
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26. Jacques Rigaud, View of Clagny Palace from the Entrance Side, c. 1730, pen, brush, ink, grey wash, 216 x 466 mm (Warsaw, 
University of Warsaw Library).

27. Jacques Rigaud, View of Clagny Palace from the Garden, c. 1730, pen, brush, ink, grey wash, 216 x 466 mm (Warsaw, 
University of Warsaw Library).
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12. Vue du Château de Choisy-le-Roi; Vue de l’intérieur de la Cour du 
château de Amboise; Château  d’Anet, Bibliothèque Nationale 
de France, Paris, inv.  RESERVE-26 (F)-FOL.[A 30182]; 
RESERVE VE-26 (K)-FOL. [A 31633]; and RESERVE VE-
26 (H)-FOL. [A 30715]. All three are from the collection of 
Hyppolythe Destailleur and online at gallica.bnf.fr. Vue de 
l’Aubreuvoir de Marly, Musée du Domaine Royal de Marly, 
inv. 2006.1.1, acquired Paris, Christie’s, 23 March 2006, 
lot 289. Vues des écuries de Versailles depuis la seconde grille, 
Versailles, Chateau de Versailles, inv. V.2017.12.1. View 
of the Palace in Choisy-le-Roi, Hannover, Niedersächsische 
Landesmuseum, inv. PHz 699. View of Chantilly Castle, from 
the Top of Vertugadin and View of the Palace in Saint-Germain-en-
Laye, Vienna, Albertina, inv. 12085 and 12086. View of the 
Orangerie of Versailles, Boston, Museum of Fine Art, 2007.602, 
acquired London, Christie’s, 3 July 2007, lot 126. Les Dômes, 
New York, Morgan Library & Museum, 2007.89, acquired 
London, Christie’s, 3 July 2007, lot 128. Some institutions, 

mainly British ones, also have drawings by Rigaud of 
English palaces and gardens, made during the artist’s stay in 
England in the years between 1733 and 1736.

13. Three drawings by Rigaud presenting views of the garden in 
Marly were sold at auction, Paris, Christie’s, 23 March 2006, 
lots 287–89 (lot 289 now Marly). Another twelve, showing 
various parts of the garden and palace of Versailles, were 
offered at auction, of which five lots were sold, London, 
Christie’s, 3 July 2007, lots 122–32, known sold lots were 
125, 126 (Boston), 128 (Morgan Library), 130 and 132. Vue des 
Invalides sold at auction in Paris, Sotheby’s, 18–19 March 2015, 
lot 362. Two drawings depicting Château de Saint-Cloud sold at 
auction in Paris, Etude Coutau-Begarie, 23 July 2016, lot 750. 
Vue du Château-Neuf de Saint-Germain-en-Laye sold at auction in 
Paris, Artcurial, 21 March 2018, lot 47. All also online.

14. Vienna, Albertina, inv. 12085 and 12086. Versailles, Chateau 
de Versailles, inv. V.2017.12.1. Boston, Museum of Fine Art, 
2007.602. New York, Morgan Library & Museum, 2007.89.

as private collections.12 Of the twenty or so drawings 
of residences intended for Rigaud’s volume that have 
appeared on the art market over the past two decades, 
some have ended up in museum collections.13

The traditional attribution to Rigaud of the 
drawings in Warsaw – the mounts of two depicting 
the palace in Clagny carry the graphite inscription 
Ricaud F. at lower left (figs. 26 and 27) – is supported 
by their similarity in style, handling and dimensions to 
the other known studies by the artist for the Recueil des 
maisons royales. The Clagny prospects are numbered in 
pen and ink in the upper right corner (20, 21). Similar 

numbering, probably undertaken by the same person, 
is found on drawings in Vienna (7, 18), Versailles (29), 
auctioned at Christie’s in 2007 (31, 33, 35, 37), Boston 
(32) and New York (44).14 The origin of this numbering, 
whether connected to Rigaud (despite its absence 
on other drawings) or to an unidentified collector, 
remains uncertain. Another indication linking the 
Warsaw drawings to those in other collections is the 
presence of handwritten inscriptions in pen and ink 
at top centre, identifying the depicted site as Clagni, 
Monceaux, anet and amboise. Comparable inscriptions are 
found on three drawings at the Bibliothèque Nationale 

28. Jacques Rigaud, View of Clagny Palace, after 1753, engraving, 235 x 477 mm (Warsaw, University of Warsaw Library).
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and one at the Niedersächsisches Landesmuseum.15

When discussing the drawings and prints 
according to the numerical sequence of their 
inventory numbers, the views of Clagny Palace, a 

property belonging to Louis-Auguste de Bourbon 
(?), Duke de Dombes at the time, come first.16 One 
shows the building frontally from the entrance side, 
with a carriage and riders proceeding to the main 

29. Jacques Rigaud, View of Monceaux Palace from the Country, c. 1730, pen, brush, ink, grey wash, 215 x 468 mm (Warsaw, 
University of Warsaw Library).

30. Jacques Rigaud, View of Monceaux Palace from the Country, after 1753, engraving, 242 x 485 mm (Warsaw, University of 
Warsaw Library)
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15. Vue du Château de Choisy-le-Roi; Vue de l’intérieur de la cour du Château 
d’Amboise; Château  d’Anet, Bibliothèque Nationale de France, 
Paris, RESERVE VE-26 (F)-FOL.[A 30182], RESERVE 
VE-26 (K)-FOL. [A 31633], RESERVE VE-26 (H)-FOL. 

[A 30715]. M. Trudzinski, Die italienischen und französischen 
Handzeichnungen im Kupferstichkabinett der Landesgalerie, Hannover, 
1987, pp. 223–24, no. 157; inv. PHz 699.

16. Inw.zb.d. 7638 and 7639.

gate (fig. 28), whereas View of Clagny Palace from the 
Garden (du côté du jardin) presents the rear facade of the 

palace in a perspective view, with small groups of 
people strolling along the paths or pursuing pastimes 

31. Jacques Rigaud, View of Anet Castle, Seen From the Garden, c. 1730, pen, brush, ink, grey wash, 223 x 472 mm (Warsaw, 
University of Warsaw Library).

32. Jacques Rigaud, View of Anet Castle, after 1753, engraving, 234 x 474 mm (Warsaw, University of Warsaw Library).
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17. Inw.zb.d. 7640 and 7641.

on the vast lawns. Rigaud was responsible for all the 
drawings and also the plates, publishing the first 
edition himself in the years 1752 to 1754. 

The next two drawings in the collection are for 

the two prints of the residence in Monceaux, View of 
Monceaux Palace from the Village and View of Monceaux 
Palace from the Country (figs. 29 and 30).17 The first 
depicts the palace as seen from the town side, noted 

33. Jacques Rigaud, View of Amboise Palace from the River, c. 1730, pen, brush, ink, grey wash, 217 x 470 mm (Warsaw, Print 
Room, University of Warsaw Library).

34. Jacques Rigaud, View of Amboise Castle, after 1753, engraving, 233 x 475 mm (Warsaw, University of Warsaw Library).
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as ‘du côté de village’ on the print. The palace is set at a 
slight angle, with pavilions on the bastions, a bridge 
and an entrance gate. In the right foreground two 
female figures accompanied by a dog can be seen, 
and on the left a group of men standing beside their 
mounts, with a moat and a bridge over it leading to 
a large gatehouse. In the second view, ‘du côté de la 
campagne’ the foreground is populated with passers-by, 
a resting couple and grazing horses, and the palace 
façade is shown in steep diagonal recession.

One of the two drawings of Anet Castle shows it 
from the eastern gate, with the palace chapel situated 
prominently in the centre of the courtyard, and again, 
apart from a few minor differences in details in the 
figures or foliage, it corresponds closely to View of the 
Palace in Anet from the Kitchen Yard (Autre vue d’Anet du côté 
de la cour des cuisines).18 The other drawing represents 
the main building of the palace seen from the terrace 
in the garden and appears as the engraving Vue de 
la maison royale d’Anet, prise de l’angle de la grande terasse 
du côté du jardin (figs. 31 and 32). A third drawing of 
Anet Castle, viewed from the main gate, is today in 
the collection of the Bibliothèque Nationale.19 The 
same library also owns a drawing for the engraving 
titled Troisieme vue du château d’Amboise, depicting 
the inner courtyard of Amboise Castle, which is 
complemented by two representations in Warsaw: 
a distant view of Amboise Castle seen across tilled 
fields and orchards (du côté des champs) and a general 
view of the castle seen from the bridge (Vue du 
Chateau Royal d’Amboise; figs. 33 and 34).20  As with 
the other drawings in Warsaw and elsewhere for 
the print series, we observe only minor differences, 
such as in staffage or foliage, between preparatory 
drawing and final print. The drawings are in the 
same direction as the prints, suggesting there was 
yet another preparatory study, which might have 
been destroyed in the production process.

Unfortunately, among the archives related to 
Stanisław August no documents have survived, or 
have been found, that might indicate when and 
from whom the prints and drawings by Rigaud were 
acquired for the Royal Collection. It is however 
possible to identify two distinct groups of drawings, 

likely obtained from separate sources. The first is the 
six drawings featuring residences in Monceaux, Anet 
and Amboise. These may well have been acquired 
as loose sheets without mounts, but once in Warsaw 
were affixed to large pieces of card and included in 
an album or one of the Royal Portfolios. 

The second group consists of the two drawings 
featuring Clagny Castle. These are mounted with 
elegant frames in ink and with a gold strip, and 
bearing a blind-stamped letter ‘G’ in the lower 
right corners, both associated with Jean-Baptiste 
Glomy (1711–86), an expert and dealer of drawings 
and prints and a recognized mount and frame 
maker (Lugt 1119; fig. 35).21 The same blind stamp 
appears on other drawings by Rigaud and other 
artists preserved in museums in Boston, New York, 
Versailles and elsewhere.22 Although Glomy used 
this stamp to mark his mounts, it cannot be ruled 
out that he also used it to mark drawings from his 
own rather modest collection. As we know from 
the manuscript inventory of the posthumous sale of 
Glomy’s property in Paris on 5 July 1786, a painting 
by Willem Kalf, drawings by François Boucher and 
Charles (?) Van Loo and several lots of prints and 

18. Inw.zb.d. 7642 and 7643.
19. Maison d’Anet, c. 1730, pen, brush, ink, grey wash, 217 x 473 

mm, Paris, Bibliothèque Nationale de France, EST RESERVE 
VE-26 (H).

20. Amboise. Vue de l’intérieur de la cour du château, c. 1730, pen, brush, 
ink, grey wash, 215 x 468 mm, Paris, Bibliothèque Nationale de 
France, EST RESERVE VE-26 (K) FOL. Warsaw, Inw.zb.d. 
7644 and 7645.

21. F. Lugt, Les marques de collections de dessins & d’estampes, Amsterdam, 
1921, p. 199, no. 1119; for more information see online version. 
P. Fuhring, ‘Jean-Baptiste Glomy’s Etched Borders for Drawings 
and Prints’, Print Quarterly, XXVIII, 2011, p. 371.

22. Boston, Museum of Fine Art, 2007.602. New York, Morgan 
Library & Museum, 2007.89. Versailles, Chateau de Versailles, 
V.2017.12.1. 

35. Detail of fig. 26 showing Glomy’s blind stamp and 
mounting (Warsaw, University of Warsaw Library).
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drawings were auctioned then.23 Since that inventory 
is very general, however, it cannot be established 
whether the Glomy-Rigaud drawings in Warsaw 
come from this particular sale, or whether they were 
purchased from Glomy earlier or from a different 
collector or dealer altogether.24  On 8 July 1776, for 
instance, sixteen drawings by Rigaud were offered at 
the auction of Jan Danser Nijman’s collection held in 
the Hôtel d’Aligre, Paris, in which fourteen drawings, 
variously showing Marly, Chantilly and Paris, were 
related to his Recueil des maisons royales.25 Regrettably, 
answers are not to be found in Glomy’s Journal des 
ouvrages, belonging to the Frits Lugt collection. The 
names of Glomy’s clients recorded in the journal do 
not include Stanisław August, nor do they mention 
any Poles residing in Paris who might have served 
as potential intermediaries between the king and the 
frame maker.26 The two drawings on Glomy mounts 
that entered the collection of Stanisław August were 
then additionally equipped with royal mounts and 
placed in one of the Royal Portfolios, possibly the 
above mentioned Portfolio 162, Vues et paysages Reels. 
Tome I: Allemagne, Angleterre, France, Espagne et Portugal, 
Hollande et Flandres, Italie, Pologne, Russie, Savoie, Suede, 
Suisse, which is documented as having included nine 
engraved views by Rigaud.27 

As observed by Dr Małgorzata Biłozór-Salwa, the 
cards on which Rigaud’s drawings are mounted have 
along the left side the remains of narrow pieces of 
paper glued to them. In her opinion, these strips of 
paper and the numbering on the folios suggest that 

Rigaud’s eight drawings were originally kept in an 
album, from which the pages were cut out and placed 
in Royal Portfolios.28 Unfortunately, after the purchase 
of the Royal Collection by the University of Warsaw in 
1818, the content of Royal Portfolios and other boxes 
was reorganized by the curator of the Print Room, Jan 
Feliks Piwarski (1794–1859). One of his goals, it seems, 
was to separate all the drawings of artistic merit in the 
Royal Portfolios or albums and to incorporate them 
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