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Abstract: 

 

The thesis focuses on Franz Xaver Winterhalter (1805-73), who, for nearly 

four decades, from the early 1830s to the early 1870s, was regarded as one 

of the most popular and highly sought-after internationally renowned elite 

portrait specialists. The overarching line of enquiry of this thesis seeks to 

determine the reasons for the artist’s popularity and celebrity status. This 

will be achieved by interrogating, through two interlocking arguments, the 

technical and iconographical aspects of his works.  

The thesis aims to demonstrate that, firstly, the high esteem in which 

Winterhalter was held reflected his professional training, technical 

competence, and a specific set of skills that distinguished him among the 

portrait painters of his era. Secondly, by reassessing his works as visual 

documents, the thesis posits that Winterhalter’s popularity was further 

sustained by his ability to encapsulate within the iconographic narrative of 

his portraits the status and social aspirations of his sitters amidst the 

changing socio-political environment of the period.     

The first chapter aims to demonstrate that the artist’s allegedly innate 

artistic and mimetic abilities were honed by his academic training and 

lithographic apprenticeship that also stood as the source of Winterhalter’s 

knowledge of contemporary visual representations of the social elites.  

The second and third chapters focus on Winterhalter’s portraits of French 

and British sovereigns which demonstrate, first and foremost, the artist’s 

confident application of the skills acquired during his academic tuition and 

early employment at the courts of Baden and Bavaria. Detailed examination 
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of individual portraits demonstrates that Winterhalter not only imbued his 

sitters with traditional vestiges of sovereign authority but also succeeded in 

creating a Handlungsporträt (narrative action portrait) in order to represent 

sovereigns in the act of performing their monarchic duties, thereby justifying 

their ascent to—and positioning at—the apex of the social pyramid.  

The fourth chapter examines Winterhalter’s portraits of European 

aristocracy. It illustrates that the physiognomic and physical attributes, with 

which the artist endowed his royal sitters, also influenced and permeated 

the iconographic framework of Winterhalter’s representations of nobility. The 

prism of the Handlungsporträt is applied again in order to support the 

argument that the artist’s aristocratic representations reflect the social 

mobility of the sitters as they negotiate the changing socio-political 

environment of the era. 

The fifth chapter focuses on Winterhalter’s portraits of middle-class elites 

and argues that their patronage of Winterhalter reflected their social 

aspirations and fitted within the wider context of bourgeois emulation of the 

modes and manners of the ruling and aristocratic elites. The analysis of the 

portraits aims to demonstrate that the artist’s growing popularity among the 

upper echelons of the bourgeoisie was predicated upon his ability to imbue 

their portraits with the bearing, countenance, and appearance of royalty and 

aristocracy. 

The conclusion summarises the reasons for Winterhalter’s success, arguing 

that it was contingent upon a set of specific professional skills which 

distinguished the artist among the portrait painters of his era, as well as 

upon his ability to understand and capture the changing face of nineteenth-

century society, with the result that his portraits were imbued with universal 

and aspirational ideals that crossed barriers of class, nationality, and time. 
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This is to certify that the thesis comprises only my original work. Due 

acknowledgment has been made in the text to all other material used. The 

thesis is 84,234 words in length (inclusive of footnotes), but exclusive of 

appendices and bibliography. 
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Short Abstract: 

 

For nearly four decades, from the early 1830s to the early 1870s, Franz 

Xaver Winterhalter (1805-73) was one of the most popular and renowned 

elite portrait specialists, who enjoyed the patronage of royalty, aristocracy 

and the bourgeoisie. 

The thesis aims to demonstrate that, firstly, the artist’s success and 

popularity among the highest echelons of society were contingent upon his 

professional abilities and bold innovations in portraiture which 

distinguished the artist among the portrait painters of his era.  

Secondly, the thesis reassesses Winterhalter’s portraits as visual documents 

in order to argue that their iconographic narratives encapsulate social 

changes of the nineteenth century. 

  



6 
 

ACKNOWLEDGEMENTS 

First and foremost, I am deeply grateful to the infinite patience, sage advice, 

and firm guidance of my thesis supervisors, Associate Professor Alison Inglis 

and the Herald Chair of Fine Arts Professor Jaynie Anderson.  

I owe an enormous debt of gratitude to the independent writers and 

researchers Mr Emmanuel Burlion, of Brest, France, and Mr Christophe 

Vachaudez, of Brussels, Belgium; as well as to Ms Elisabeth Kaiser, the 

founding director of the Winterhalter Museum (Le Petit Salon), 

Menzenschwand, Germany, who share my interest in Winterhalter, and 

who—most kindly and selflessly—provided vital connections and access to 

private collections of the descendants of the artist and the sitters, and 

generously shared hitherto unseen images of Winterhalter’s works.  

This project was made possible by the generous APA and Faculty of Arts 

funding from the University of Melbourne. Its completion would have been 

inconceivable without the active support of (in alphabetical order) Mr 

Charles Blackman OBE and the Charles Blackman Foundation; Mr Steve 

Cox; Mr Travis Dunn; Ms Joyce Evans; Ms Dianne Gall and Mr Jim 

Thalassoudis; Dr Vivien Gaston; Ms Pam Jackson and Mr Tony Jackson of 

Quadrant Gallery; Mr David Johns and Mr and Mrs Michael Silver of New 

North Gallery; Mr Louis Le Valliant and the staff of the Johnston Collection; 

Messrs Tom Lowenstein OAM and Evan Lowenstein of the Lowensteins Arts 

Management; Ms Zoe Odell; Ms Tracey Roberts; Chevalier Graham H. Ryles 

OAM, KSJ, and Mrs Judith Ryles OAM.  

The many individuals who had assisted in an innumerable variety of ways 

with the finer points of research and sourcing of images are acknowledged 

individually in footnotes throughout the text. 

As the research for the thesis was nearing completion, a new retrospective 

exhibition of Winterhalter’s works was being mounted jointly by the Museum 

of Fine Arts, Houston (TX); Augustinermuseum, Freiburg-im-Breisgau; and 

Musée National du Château, Compiègne. I am grateful to Dr Helga Kessler 

Aurisch for involving me in the project and inviting me to contribute an 

essay on Winterhalter’s genre paintings, which has complemented the 

contents of the present thesis.  



7 
 

CONTENTS: 

 

Acknowledgements 6 

List of Figures 8 

 

Introduction  29 

Chapter I:  Becoming Winterhalter 54 

Chapter II:  Defining the Constitutional Monarch 81 

Chapter III: The Search for an Imperial Identity 133 

Chapter IV: Embodying an Aristocratic Ideal 173 

Chapter V: Reflecting Social Mobility 228 

Conclusion  257 

 

Bibliography  265 

Illustrations  286 

 

Appendix: Franz Xaver Winterhalter: Check-List of Artworks  377 

 Paintings: nos. 1 - 887 377 

 Works on Paper: nos. D1 - D256 434 

 Graphics: nos. G1 - G45 453 

  

  



8 
 

LIST OF FIGURES: 

 

1.1.  Franz Xaver WINTERHALTER (1805-73). Portrait of Leopold I 

Großherzog von Baden. 1831. Lithograph. Karlsruhe: Staatliche 

Kunsthalle (cat. G42).  

1.2.  (Artist Unknown, copy after) Franz Xaver WINTERHALTER (1805-

73). Portrait of Leopold I Großherzog von Baden. 1831. Oil on 

canvas. Private Collection (cat. 56). 

1.3. Franz Xaver WINTERHALTER (1805-73). Portrait of Sophie 

Wilhelmine Großherzogin von Baden. 1831. Oil on canvas. Private 

Collection (cat. 17). 

1.4. Franz Xaver WINTERHALTER (1805-73). Portrait of Sophie 

Wilhelmine Großherzogin von Baden. 1831-32. Lithograph. 

Karlsruhe: Staatliche Kunsthalle (cat. G43). 

1.5.  Franz Xaver WINTERHALTER (1805-73). Self-Portrait. Ca. 1815-

17. Pencil on paper. Private Collection (cat. D1). 

1.6. Franz Xaver WINTERHALTER (1805-73). Portrait of Fidel 

Winterhalter, Father of the Artist. Ca. 1823. Pencil on paper. 

Private Collection (cat. D21). 

1.7. Franz Xaver WINTERHALTER (1805-73). Portrait of Eva Mayer, 

Frau Fidel Winterhalter, Mother of the Artist. Ca. 1823. Watercolour 

and pencil on paper. Private Collection (cat. D24). 

1.8. Franz Xaver WINTERHALTER (1805-73). Sketchbook of 

Architectural Drawings. Ca. 1815-17. Pencil and ink on paper. 

Private Collection (cat. D2). 

1.9. Franz Xaver WINTERHALTER (1805-73). Portrait of Aloys 

Senefelder. Ca. 1828. Pencil and wash on paper. New York, NY: 

The Metropolitan Museum of Art (cat. D64). 



9 
 

1.10. Franz Xaver WINTERHALTER (1805-73). Study of an Écorché 

Model. Ca. 1818. Pencil on paper. Freiburg-im-Breisgau: 

Augustinermuseum (cat. D11). 

1.11. Franz Xaver WINTERHALTER (1805-73). Study of a Bust of 

Hercules. 1819. Pencil on paper. Private Collection (cat. D12). 

1.12. Franz Xaver WINTERHALTER (1805-73). Study of a Cast. 1818. 

Charcoal on paper. Private Collection (cat. D8). 

1.13. Franz Xaver WINTERHALTER (1805-73). Portrait of Friedrich-

Leopold Graf zu Stolberg-Stolberg. Ca. 1819. Lithograph. Private 

Collection (cat. G2). 

1.14. Franz Xaver WINTERHALTER (1805-73). Portrait of Friedrich-

Leopold Graf zu Stolberg-Stolberg. Ca. 1818-1819. Pencil on paper. 

Private Collection (cat. D7). 

1.15. Franz Xaver WINTERHALTER (1805-73). Self-Portrait. Ca. 1822-

23. Pencil on paper. Private Collection (cat. D19). 

1.16. Franz Xaver WINTERHALTER (1805-73), after Paris BORDONE 

(1500-71). Portrait of a Woman. Ca. 1825-26. Lithograph. Munich: 

Staatliche Graphische Sammlung (cat. G22). 

1.17. Franz Xaver WINTERHALTER (1805-73), after Anthony VAN DYCK 

(1599-1641). Portrait of a Young Man. Ca. 1825-26. Lithograph. 

Munich: Staatliche Graphische Sammlung (cat. G23). 

1.18. Franz Xaver WINTERHALTER (1805-73), after Joseph Karl 

STIELER (1781-1858). Portrait of Caroline, Queen of Bavaria. Ca. 

1825. Lithograph. Vienna: Österreichische Nationalbibliothek (cat. 

G14). 

1.19. Franz Xaver WINTERHALTER (1805-73), after Joseph Karl 

STIELER (1781-1858). Portrait of Karoline Auguste, Empress of 

Austria. Ca. 1825. Lithograph. Vienna: Österreichische 

Nationalbibliothek (cat. G16). 

1.20. Franz Xaver WINTERHALTER (1805-73), after Joseph Karl 

STIELER (1781-1858). Portrait of Maximilian I Joseph, King of 



10 
 

Bavaria. Ca. 1825-26. Lithograph. Vienna: Österreichische 

Nationalbibliothek (cat. G13). 

1.21. Hyacinthe RIGAUD (1659-1743). Portrait of King Louis XIV of 

France. 1701. Oil on canvas. Versailles: Musée National du 

Château. 

1.22. Joseph Karl STIELER (1781-1858). Portrait of Maximilian I Joseph, 

King of Bavaria. 1822. Oil on canvas. Munich: Alte Pinakothek. 

1.23.  Joseph Karl STIELER (1781-1858). Portrait of Maximilian I Joseph, 

King of Bavaria. 1814. Oil on canvas. Ellingen: 

Deutschordenschloss. 

1.24. Joseph Karl STIELER (1781-1858). Portrait of Franz I, Emperor of 

Austria. 1817. Oil on canvas. Munich: Neue Pinakothek. 

1.25. Franz Xaver WINTERHALTER (1805-73), after Joseph Karl 

STIELER (1781-1858). Portrait of Franz I, Emperor of Austria. Ca. 

1825-26. Lithograph. Vienna: Österreichische Nationalbibliothek 

(cat. G15). 

1.26. The Waterloo Chamber, Windsor Castle (Installation View). 

1.27. The 1812 Gallery, Winter Palace, St Petersburg (Installation View). 

1.28. Sir Thomas LAWRENCE (1769-1830). Portrait of Karl Erzherzog 

von Österreich. 1819. Oil on canvas. Collection of HM Queen 

Elizabeth II. 

1.29. George DAWE (1781-1829). Portrait of the Field-Marshal Prince 

Kutuzov. 1829. Oil on canvas. St Petersburg: The State Hermitage. 

1.30. Sir Thomas LAWRENCE (1769-1830). Portrait of Alexander I, 

Emperor of All the Russias. Ca. 1814-19. Oil on canvas. Collection 

of HM Queen Elizabeth II. 

1.31. Sir Thomas LAWRENCE (1769-1830). Portrait of Franz I, Emperor 

of Austria. 1818. Oil on canvas. Collection of HM Queen Elizabeth 

II. 



11 
 

1.32. Franz Xaver WINTERHALTER (1805-73). Self-Portrait. Ca. 1830-

1831. Pencil on paper. Private Collection (cat. D79). 

1.33. Franz Xaver WINTERHALTER (1805-73). Portrait of Leopold I 

Großherzog von Baden. 1831. Oil on canvas. Private Collection 

(cat. 13). 

1.34. Franz Xaver WINTERHALTER (1805-73). A Sheet of Studies. Ca. 

1833-34. Pencil on paper. Private Collection (cat. D103). 

1.35. Franz Xaver WINTERHALTER (1805-73). A Sheet of Studies. Ca. 

1833-34. Pencil on paper. Private Collection (cat. D105). 

1.36. Franz Xaver WINTERHALTER (1805-73). Study of a Roman Villa. 

Ca. 1833-34. Pencil and watercolour. Private Collection (cat. 

D107). 

1.37. Franz Xaver WINTERHALTER (1805-73). A Street Cappelina in 

Subiaco. Ca. 1833-34. Pencil and watercolour. Private Collection 

(cat. D108). 

1.38. Franz Xaver WINTERHALTER (1805-73). Double Portrait Study of a 

Gypsy Girl. Ca. 1833-34. Oil on canvas. Private Collection (cat. 

27). 

1.39. Franz Xaver WINTERHALTER (1805-73). Italian Girl Resting on a 

Tambourine. 1834. Oil on canvas. Hamburg: Altonaer Museum 

(cat. 37). 

1.40. Franz Xaver WINTERHALTER (1805-73). Roman Genre Scene. 

1833. Oil on canvas. Karlsruhe: Staatliche Kunsthalle (cat. 24). 

1.41. Franz Xaver WINTERHALTER (1805-73). Portrait of Princess 

Alexandrine of Baden with her brothers, Princes Ludwig and 

Friedrich of Baden. 1831. Pencil on paper. Private Collection (cat. 

D85). 

1.42. Franz Xaver WINTERHALTER (1805-73). Zwei Kinder am Wasser 

(By the Garden Pool). 1834. Oil on canvas. Private Collection (cat. 

34). 



12 
 

2.1. Franz Xaver WINTERHALTER (1805-73). Portrait of Louis-Philippe, 

King of the French. 1839. Oil on canvas. Versailles: Musée 

National du Château (cat. 92). 

2.2. Franz Xaver WINTERHALTER (1805-73). Louis-Philippe, King of the 

French, Receiving Queen Victoria and Prince Albert at the Château 

d’Eu, 8 September 1845. 1845. Oil on canvas. Collection of HM 

Queen Elizabeth II (cat. 274). 

2.3. Franz Xaver WINTERHALTER (1805-73). Portrait of Queen 

Victoria. 1843. Oil on canvas. Collection of HM Queen Elizabeth II 

(cat. 192). 

2.4. Franz Xaver WINTERHALTER (1805-73). The Royal Family (Queen 

Victoria, Prince Albert, and their Five Eldest Children). 1846-47. Oil 

on canvas. Collection of HM Queen Elizabeth II (cat. 325). 

2.5. Franz Xaver WINTERHALTER (1805-73). Il Dolce Farniente. 1836. 

Oil on canvas. Private Collection (cat. 56). 

2.6. Franz Xaver WINTERHALTER (1805-73). The Decameron. 1837. 

Oil on canvas. Collection of HSH Hans-Adam II Fürst von und zu 

Liechtenstein (cat. 70). 

2.7. Franz Xaver WINTERHALTER (1805-73). Portrait of Marie Herzogin 

von Württemberg with her son Alexander. Ca. 1838-1839. Oil on 

canvas. Present location unknown (cat. 103). 

2.8. Franz Xaver WINTERHALTER (1805-73). Portrait of Louise-Marie, 

Queen of the Belgians, with her son, the Duc de Brabant. 1838. Oil 

on canvas. Collection of HM Queen Elizabeth II (cat. 76). 

2.9. Franz Xaver WINTERHALTER (1805-73). Portrait of Louis 

d’Orléans, Duc de Nemours. 1839. Oil on canvas. Private 

Collection (cat. 95). 

2.10. Franz Xaver WINTERHALTER (1805-73). Portrait of François 

d’Orléans, Prince de Joinville. Ca. 1839. Oil on canvas. Private 

Collection (cat. 96). 



13 
 

2.11. Nicholas GOSSE (1787-1878). Portrait of Louis-Philippe, King of the 

French. 1831. Oil on canvas. Saint Denis de la Réunion: Musée 

Léon Dierz. 

2.12. Louis HERSAINT (1777-1860). Portrait of Louis-Philippe, King of the 

French. 1831. Oil on canvas. Present location unknown. 

2.13.  Horace VERNET (1789-1863). Portrait of Louis-Philippe, King of the 

French. 1833. Oil on canvas. Versailles: Musée National du 

Château. 

2.14.  Baron François GÉRARD (1770-1837). Portrait of Louis-Philippe, 

King of the French. 1833-34. Oil on canvas. Versailles: Musée 

National du Château. 

2.15.  Baron François GÉRARD (1770-1837). Portrait of King Louis XVIII 

of France. 1814. Oil on canvas. Versailles: Musée National du 

Château. 

2.16. Baron François GÉRARD (1770-1837). Portrait of King Charles X of 

France. 1825. Oil on canvas. Reims: Musée des Sacres. 

2.17. Antoine-François CALLET (1741-1823). Portrait of King Louis XVI 

of France. 1789. Oil on canvas. Versailles: Musée National du 

Château. 

2.18. Joseph Karl STIELER (1781-1858). Portrait of Ludwig I, King of 

Bavaria. 1825. Oil on canvas. Munich: Neue Pinakothek. 

2.19. Charles PHILIPON (1800-62). La Métamorphose du roi Louis-

Philippe en poire. 1831. Pen and ink. Paris: Bibliothèque 

Nationale. 

2.20. Sir David WILKIE (1785-1841). Portrait of Queen Victoria. 1840. 

Oil on canvas. Port Sunlight: Lady Lever Art Gallery. 

2.21. Sir Martin Archer SHEE (1769-1850). Portrait of Queen Victoria. 

1842. Oil on canvas. London: The Royal Academy of Arts. 

2.22. Sir George HAYTER (1792-1871). Portrait of Queen Victoria. 1838. 

Oil on canvas. London: The Guildhall Art Gallery. 



14 
 

2.23. Sir Edwin LANDSEER (1803-73). Portrait of Queen Victoria on 

Horseback. 1838. Oil on canvas. Collection of HM Queen Elizabeth 

II. 

2.24. Franz Xaver WINTERHALTER (1805-73). Portrait of Queen Victoria. 

1842. Oil on canvas. Collection of HM Queen Elizabeth II (cat. 

164). 

2.25. Franz Xaver WINTERHALTER (1805-73). Portrait of Prince Albert. 

1842. Oil on canvas. Collection of HM Queen Elizabeth II (cat. 

168). 

2.26. Franz Xaver WINTERHALTER (1805-73). Portrait of Prince Albert. 

1843. Oil on canvas. Collection of HM Queen Elizabeth II (cat. 

194). 

2.27. Franz Xaver WINTERHALTER (1805-73). Portrait of Duchesse 

d’Orléans with her son, the Comte de Paris. 1839. Oil on canvas. 

Versailles: Musée National du Château (cat. 94). 

2.28. Franz Xaver WINTERHALTER (1805-73). Portrait of Victoire, 

Duchesse de Nemours. 1840-41. Oil on canvas. Versailles: Musée 

National du Château (cat. 118). 

2.29. Sir Thomas LAWRENCE (1769-1830). Portrait of the Prince Regent. 

1818. Oil on canvas. Collection of HM Queen Elizabeth II. 

2.30. Sir Thomas LAWRENCE (1769-1830). Portrait of King George IV. 

1821. Oil on canvas. Collection of HM Queen Elizabeth II.  

2.31. Sir George HAYTER (1792-1871). Portrait of Queen Victoria. 1838. 

Oil on canvas. Collection of HM Queen Elizabeth II. 

2.32. Sir Thomas LAWRENCE (1769-1830). Portrait of King George III. 

Ca. 1792. Oil on canvas. Collection of HM Queen Elizabeth II. 

2.33. Sir David WILKIE (1785-1841). Portrait of King William IV. 1832. 

Oil on canvas. Collection of HM Queen Elizabeth II. 

2.34. Sir Martin Archer SHEE (1769-1850). Portrait of King William IV. 

1832. Oil on canvas. Collection of HM Queen Elizabeth II. 



15 
 

2.35. Franz Xaver WINTERHALTER (1805-73). Reception of Louis-

Philippe, King of the French, at Windsor Castle, 8 October 1844. 

1844-1845. Oil on canvas. Versailles: Musée National du Château 

(cat. 232). 

2.36. Franz Xaver WINTERHALTER (1805-73). Portrait of Louis-Philippe, 

King of the French. 1845. Oil on canvas. Collection of HM Queen 

Elizabeth II (cat. 253). 

2.37. Franz Xaver WINTERHALTER (1805-73) and Siméon FORT (1793-

1861). Royal Visit to Louis-Philippe. 1843. Watercolour and 

bodycolour. Collection of HM Queen Elizabeth II (cat. D172). 

2.38. Franz Xaver WINTERHALTER (1805-73) and Siméon FORT (1793-

1861). Royal Visit to Louis-Philippe. 1843. Watercolour and 

bodycolour. Collection of HM Queen Elizabeth II (cat. D173). 

2.39. Sir Anthony VAN DYCK (1599-1641). Portrait of King Charles I and 

Queen Henrietta Maria with their Eldest Children. 1632. Oil on 

canvas. Collection of HM Queen Elizabeth II. 

2.40. Franz Xaver WINTERHALTER (1805-73). Les Vendages de Naples. 

1837. Oil on canvas. Private Collection (cat. 72). 

2.41. Johann ZOFFANY (1733-1810). Portrait of George III, Queen 

Charlotte and their Eldest Children. 1770. Oil on canvas. 

Collection of HM Queen Elizabeth II. 

2.42. Benjamin WEST (1738-1820). Eldest Children of George III and 

Queen Charlotte. 1776. Oil on canvas. Collection of HM Queen 

Elizabeth II. 

3.1. (Artist unknown; copy after) Franz Xaver WINTERHALTER (1805-

73). Portrait of Napoléon III, Emperor of the French. Ca. 1860. Paris. 

Oil on canvas. Salenstein: Schloss Arenenberg (cat. 484). 

3.2. (Artist unknown; copy after) Franz Xaver WINTERHALTER (1805-

73). Portrait of Eugénie, Empress of the French. Ca. 1860. Oil on 

canvas. Salenstein: Schloss Arenenberg (cat. 485). 



16 
 

3.3. Franz Xaver WINTERHALTER (1805-73). Eugénie, Empress of the 

French, with her Ladies-in-Waiting. 1855. Oil on canvas. 

Compiègne: Musée National du Château (cat. 520). 

3.4. Franz Xaver WINTERHALTER (1805-73). Portrait of Eugénie, 

Empress of the French. 1854. Oil on canvas. Houston, TX: 

Museum of Fine Arts (cat. 503). 

3.5. Franz Xaver WINTERHALTER (1805-73). Portrait of Eugénie, 

Empress of the French, with her son, Louis-Napoléon, Prince 

Impérial. 1857. Oil on canvas. Private Collection (cat. 587). 

3.6. Alfred DE DREUX (1810-60). Portrait of Napoléon III, Emperor of 

the French. 1853. Oil on canvas. Compiègne: Musée National du 

Château. 

3.7. Edouard DUBUFE (1820-83). Portrait of Napoléon III, Emperor of 

the French. 1853. Oil on canvas. Paris: Musée d’Orsay. 

3.8. Edouard DUBUFE (1820-83). Portrait of Eugénie, Empress of the 

French. 1853. Oil on canvas. Compiègne: Musée National du 

Château. 

3.9. Edouard DUBUFE (1820-83). Portrait of Eugénie, Empress of the 

French. 1853. Oil on canvas. Compiègne: Musée National du 

Château. 

3.10.  Charles Louise MÜLLER (1815-92). Portrait of Napoléon III, 

Emperor of the French. 1852. Oil on canvas. Versailles: Musée 

National du Château. 

3.11. Vincent VIDAL (1811-87). Portrait of Eugénie, Empress of the 

French. 1853. Lithograph. Paris: Bibliothéque Nationale. 

3.12. Franz Xaver WINTERHALTER (1805-73). Florinda. 1853. Oil on 

canvas. New York, NY: The Metropolitan Museum of Art (cat. 499). 

3.13. Franz Xaver WINTERHALTER (1805-73). Portrait of Isabella II, 

Queen of Spain, with her daughter. 1852. Oil on canvas. Madrid: 

Palacio Real (cat. 474). 



17 
 

3.14. Franz Xaver WINTERHALTER (1805-73). Portrait of Adelaide 

Prinzessin von Hohenlohe-Langenburg. 1853. Oil on canvas. 

Collection of HM Queen Elizabeth II (cat. 490). 

3.15. Artist Unknown (French, 19th Century). Eugénie, Empress of the 

French, in her Wedding Dress. 1852. Woodcut. Paris: Bibliothéque 

Nationale. 

3.16. Franz Xaver WINTERHALTER (1805-73). Portrait of the Duchess of 

Alba. 1854. Oil on canvas. Private Collection (cat. 504). 

3.17. Franz Xaver WINTERHALTER (1805-73). Study for “Eugénie, 

Empress of the French, with her Ladies-in-Waiting”. 1854-55. Oil 

on canvas. Private Collection (cat. 521). 

3.18. Franz Xaver WINTERHALTER (1805-73). Study for “Eugénie, 

Empress of the French, with her Ladies-in-Waiting”. 1854-55. Oil 

on canvas. Private Collection (cat. 522). 

3.19. Franz Xaver WINTERHALTER (1805-73). Study for “Eugénie, 

Empress of the French, with her Ladies-in-Waiting”. 1854-55. Oil 

on canvas. Private Collection (cat. D225). 

3.20.  Franz Xaver WINTERHALTER (1805-73). Study for “Eugénie, 

Empress of the French, with her Ladies-in-Waiting”. 1854-55. Oil 

on canvas. Private Collection (cat. D226). 

3.21. Sir Peter Paul RUBENS (1577-1640). The Disembarkation at 

Marseilles. 1622-25. Oil on canvas. Paris: Musée National du 

Louvre. 

3.22. Gabriel LEMONNIER (ca.1804-ca.1884). Insignia of the Dame 

d’Honneur. Ca. 1853-61. Gold, enamel, diamonds, ivory. Paris: 

Musée National du Louvre. 

3.23. Baron Gustav de WAPPERS (1803-74). Portrait of Pauline, 

Duchesse de Bassano. 1853. Oil on canvas. Private Collection. 

3.24. Alexandre CABANEL (1823-89). Portrait of Mme Amelie Carette. 

1866. Oil on canvas. Paris: Musée d’Orsay. 



18 
 

3.25. Edouard DUBUFE (1820-83). Allegory of England (Portrait of the 

Duchesse de Mouchy). 1859. Oil on canvas. Destroyed. 

3.26. Edouard DUBUFE (1820-83). Allegory of Russia (Portrait of the 

Duchesse de Morny). 1859. Oil on canvas. Destroyed. 

3.27. Edouard DUBUFE (1820-83). Allegory of Italy (Portrait of Comtesse 

Colonna-Walewska). 1859. Oil on canvas. Destroyed. 

3.28. Edouard DUBUFE (1820-83). Allegory of the Orient (Portrait of the 

Duchesse de Cadore). 1859. Oil on canvas. Destroyed. 

3.29. Franz Xaver WINTERHALTER (1805-73). Portrait of the Marquise 

de Las Marismas. 1857. Oil on canvas. Compiègne: Musée 

National du Château (cat. 576). 

3.30. Franz Xaver WINTERHALTER (1805-73). Portrait of the Marquise 

de la Tour-Maubourg. 1856. Oil on canvas. Private Collection (cat. 

560). 

3.31. Franz Xaver WINTERHALTER (1805-73). Portrait of Eugénie, 

Empress of the French. 1854. Oil on canvas. New York, NY: The 

Metropolitan Museum of Art (cat. 502). 

3.32. Louise Elisabeth VIGÉE LE BRUN (1755-1842). Portrait of Queen 

Marie-Antoinette with Her Children. 1787. Oil on canvas. 

Versailles: Musée National du Château. 

3.33. Baron François GÉRARD (1770-1837). Portrait of the King of 

Rome. 1813. Oil on canvas. Versailles: Musée National du 

Château. 

3.34. Sir Thomas LAWRENCE (1769-1830). Portrait of Napoléon, Duke of 

Reichstadt. 1818-19. Oil on canvas. Cambridge, MA: Fogg Art 

Museum. 

3.35. Giuseppe CASTIGLIONE (1829-1908). Le Boudoir de l’Impératrice 

aux Tuileries. 1860. Watercolour on paper. Private Collection. 

3.36. Hippolite FLANDRIN (1809-64). Portrait of Napoléon III. 1861. Oil 

on canvas. Versailles: Musée National du Château. 



19 
 

3.37. Franz Xaver WINTERHALTER (1805-73). Portrait of Eugénie, 

Empress of the French. 1861. Oil on canvas. Present location 

unknown (cat. 708). 

3.38. Franz Xaver WINTERHALTER (1805-73). Portrait of Eugénie, 

Empress of the French. 1862. Oil on canvas. Private Collection 

(cat. 735). 

3.39.  Franz Xaver WINTERHALTER (1805-73). Portrait of Robert, Duc de 

Chartres. Ca. 1847-48. Oil on canvas. Private Collection (cat. 345). 

3.40.  Franz Xaver WINTERHALTER (1805-73). Clothilde Prinzessin von 

Sachsen-Coburg und Gotha. 1851. Oil on canvas. Private 

Collection (cat. 455). 

3.41.  Franz Xaver WINTERHALTER (1805-73). Portrait of Alfred-Émilien, 

Comte de Nieuwerkerke. 1841. Oil on canvas. Mainz: 

Landesmuseum (cat. 128). 

3.42.  Alexandre CABANEL (1823-89). Portrait of Napoléon III, Emperor of 

the French. 1865. Oil on canvas. Compiègne: Musée National du 

Château. 

4.1. Franz Xaver WINTERHALTER (1805-73). Portrait of Leopold I, King 

of the Belgians. 1840. Oil on canvas. Versailles: Musée National 

du Château (cat. 106). 

4.2. Franz Xaver WINTERHALTER (1805-73). Portrait of Pedro V, King 

of Portugal. 1854. Oil on canvas. Collection of HM Queen 

Elizabeth II (cat. 509). 

4.3. Franz Xaver WINTERHALTER (1805-73). Portrait of Wilhelm I, King 

of Prussia. 1861. Oil on canvas. Present location unknown (cat. 

718). 

4.4. Franz Xaver WINTERHALTER (1805-73). Portrait of Augusta, 

Queen of Prussia. 1861. Oil on canvas. Present location unknown 

(cat. 720). 



20 
 

4.5. Franz Xaver WINTERHALTER (1805-73). Portrait of Franz Joseph I, 

Emperor of Austria. 1865. Oil on canvas. Vienna: Hofburg (cat. 

799). 

4.6. Franz Xaver WINTERHALTER (1805-73). Portrait of Elisabeth, 

Empress of Austria. 1865. Oil on canvas. Vienna: Hofburg (cat. 

800). 

4.7. Franz Xaver WINTERHALTER (1805-73). Portrait of Katharina 

Gräfin von Langenstein und Gondelsheim. 1832. Oil on canvas. 

Private Collection (cat. 22). 

4.8. Marie ELLENRIEDER (1791-1863). Portrait of Ludwig I Großherzog 

von Baden. Ca. 1827-30. Oil on canvas. Private Collection. 

4.9. Franz Xaver WINTERHALTER (1805-73). Portrait of Babette 

Horschelt. Ca. 1825-1830. Pencil and wash. Present location 

unknown (cat. D76). 

4.10. Franz Xaver WINTERHALTER (1805-73). Portrait of Elisabeth 

Markgräfin von Baden. 1831. Oil on canvas. Private Collection 

(cat. 19). 

4.11. Franz Xaver WINTERHALTER (1805-73). Portrait of Sophie 

Wilhelmine Großherzogin von Baden with her son Wilhelm. 1832. 

Oil on canvas. Private Collection (cat. 21). 

4.12. Franz Xaver WINTERHALTER (1805-73). Portrait of Luise Gräfin 

von Langenstein und Gondelsheim. 1832-1834. Oil on canvas. 

Private Collection (cat. 41). 

4.13. Franz Xaver WINTERHALTER (1805-73). Portrait of Ludwig Graf 

von Langenstein und Gondelsheim. 1834. Oil on canvas. Private 

Collection (cat. 40). 

4.14. Franz Xaver WINTERHALTER (1805-73). Portrait of David 

Seligmann Freiherr von Eichthal. 1834. Oil on canvas. Freiburg-im-

Breisgau: Augustinermuseum (cat. 39). 



21 
 

4.15. Franz Xaver WINTERHALTER (1805-73). Portrait of Maria Anna 

Seligmann Freifrau von Eichthal. Ca. 1828. Pencil and wash. 

Karlsruhe: Institut für Technologie (cat. D59). 

4.16. Franz Xaver WINTERHALTER (1805-73). Portrait of a Young Lady 

(believed to be Caroline Seligmann Freiin von Eichthal) Ca. 1828. 

Pencil and wash. Karlsruhe: Institut für Technologie (cat. D61). 

4.17. Franz Xaver WINTERHALTER (1805-73). Portrait of Karl Eduard 

Freiherr von Üexküll. 1828. Pencil on paper. Karlsruhe: Staatliche 

Kunsthalle (cat. D65). 

4.18. Franz Xaver WINTERHALTER (1805-73). Portrait of Ludwig Georg 

von Winter. 1834. Pencil and wash. Karlsruhe: Institut für 

Technologie (cat. D126). 

4.19. Franz Xaver WINTERHALTER (1805-73). Portrait of Napoléon-

Alexandre Berthier, 2e Prince et Duc de Wagram, with his daughter, 

Malcy Berthier de Wagram. 1837. Oil on canvas. Private Collection 

(cat. 67). 

4.20. Franz Xaver WINTERHALTER (1805-73). Portrait of Zénaïde Clary, 

Princesse et Duchesse de Wagram, with her son, Alexandre 

Berthier de Wagram. 1838. Oil on canvas. Private Collection (cat. 

86). 

4.21. Franz Xaver WINTERHALTER (1805-73). Portrait of Freiherr von 

Seckendorff-Aberdar. 1838. Oil on canvas. Private Collection (cat. 

85). 

4.22. Franz Xaver WINTERHALTER (1805-73). Portrait of Comtesse de 

Nieuwerkerke. 1840. Oil on canvas. Mainz: Landesmuseum (cat. 

127). 

4.23. Franz Xaver WINTERHALTER (1805-73). Study of a Spaniel. Ca. 

1840s. Pencil on paper. Private Collection (cat. D178). 

4.24. Franz Xaver WINTERHALTER (1805-73). Portrait of the Comtesse 

de Plaisance. 1838. Oil on canvas. Private Collection (cat. 83). 



22 
 

4.25. Franz Xaver WINTERHALTER (1805-73). Portrait of the Marquise 

de La Grange. 1843. Oil on canvas. Present location unknown 

(cat. 199). 

4.26. Claude Marie DUBUFE (1790-1864). Portrait of Comtesse de 

Sainte-Aldegonde. 1838. Oil on canvas. Private Collection. 

4.27. Claude Marie DUBUFE (1790-1864). Portrait of Duchesse de 

Caraman. 1838. Oil on canvas. Private Collection. 

4.28. Jean Auguste Dominique INGRES (1760-1867). Portrait of 

Comtesse d'Haussonville. 1845. Oil on canvas. New York, NY: The 

Frick Collection. 

4.29. Franz Xaver WINTERHALTER (1805-73). Portrait of Henry 

Somerset, 7th Duke of Beaufort. 1843. Oil on canvas. Private 

Collection (cat. 174). 

4.30. Franz Xaver WINTERHALTER (1805-73). Portrait of Harriet 

Duchess of Sutherland. 1849. Oil on canvas. Private Collection 

(cat. 404). 

4.31. Henry AIKEN (1785-1851). Portrait of Henry Somerset, 7th Duke of 

Beaufort. 1845. Oil on canvas. London: National Portrait Gallery. 

4.32. Franz Xaver WINTERHALTER (1805-73). Portrait of Sir Robert 

Clifford, 3rd Bt. 1867. Oil on canvas. Private Collection (cat. 836). 

4.33. Franz Xaver WINTERHALTER (1805-73). Portrait of Anne Countess 

Howe. 1849. Oil on canvas. Private Collection (cat. 390). 

4.34. Franz Xaver WINTERHALTER (1805-73). Portrait of Lady 

Clementina Child-Villiers. 1856. Oil on canvas. Private Collection 

(cat. 572). 

4.35. Franz Xaver WINTERHALTER (1805-73). Portrait of Jules de 

Noailles, 7e Duc de Noailles et d’Ayen. 1856. Oil on canvas.  

Private Collection (cat. 561). 



23 
 

4.36. Franz Xaver WINTERHALTER (1805-73). Portrait of Mélanie de 

Bussière, Comtesse de Pourtalès. 1857. Oil on canvas. Private 

Collection (cat. 597). 

4.37. Franz Xaver WINTERHALTER (1805-73). Portrait of the Baronne de 

Bourgoing. 1855. Oil on canvas. Private Collection (cat. 519). 

4.38. Franz Xaver WINTERHALTER (1805-73). Portrait of the Baronne de 

Gourgaud. Ca. 1857-58. Oil on canvas. Private Collection (cat. 

589). 

4.39. Édouard DUBUFE (1820-83). Portrait of the Comtesse de 

Beaussier. 1856. Oil on canvas. Mâcon: Musée Municipal des 

Ursulines. 

4.40. Édouard DUBUFE (1820-83). Portrait of the Comtesse C***. 1857. 

Oil on canvas. Strasbourg: Musée des Beaux-Arts. 

4.41. Franz Xaver WINTERHALTER (1805-73). Portrait of Olga 

Kronprinzessin von Württemberg. Ca. 1855. Oil on canvas. Private 

Collection (cat. 531). 

4.42. Franz Xaver WINTERHALTER (1805-73). Portrait of Alexandra 

Feodorovna, Empress of All the Russias. 1856. Oil on canvas. St 

Petersburg: The State Hermitage (cat. 568). 

4.43. Franz Xaver WINTERHALTER (1805-73). Portrait of Maria 

Alexandrovna, Empress of All the Russias. 1857. Oil on canvas. St 

Petersburg: The State Hermitage (cat. 606). 

4.44. Franz Xaver WINTERHALTER (1805-73). Portrait of Maria 

Nikolaevna, Grand Duchess of Russia. 1857. Oil on canvas. St 

Petersburg: The State Hermitage (cat. 608). 

4.45. Franz Xaver WINTERHALTER (1805-73). Portrait of Count Aleksei 

Alekseievitch Bobrinsky. 1844. Oil on canvas. St Petersburg: The 

State Hermitage (cat. 219). 

4.46. Franz Xaver WINTERHALTER (1805-73). Portrait of Count Pavel 

Andreievitch Shouvalov. 1860. Oil on canvas. Private Collection 

(cat. 692). 



24 
 

4.47. Franz Xaver WINTERHALTER (1805-73). Portrait of Princess 

Tatiana Aleksandrovna Yusupova. 1858. Oil on canvas. St 

Petersburg: the State Hermitage (cat. 633). 

4.48. Franz Xaver WINTERHALTER (1805-73). Portrait of the Comte de 

Sparre. Ca. 1845. Oil on canvas. Private Collection (cat. 291). 

4.49. Franz Xaver WINTERHALTER (1805-73). Portrait of Count Andrei 

Pavlovich Shouvalov. 1857. Oil on canvas. Present location 

unknown (cat. 611). 

4.50. Franz Xaver WINTERHALTER (1805-73). Portrait of Varvara 

Rimskaia-Korsakova. 1858. Oil on canvas. Penza: The Savitzkoy 

Gallery (cat. 627). 

4.51. Franz Xaver WINTERHALTER (1805-73). Portrait of Countess 

Sophia Shouvalova. 1854. Oil on canvas. Sankt Blasien: 

Kreizmuseum (cat. 515). 

4.52. Franz Xaver WINTERHALTER (1805-73). Portrait of Countess 

Varvara Musina-Pushkina. Ca. 1857-58. Oil on canvas. St 

Petersburg: The State Hermitage (cat. 595). 

4.53. Franz Xaver WINTERHALTER (1805-73). Portrait of Sofia Petrovna 

Naryshkina. 1858. Oil on canvas. St Petersburg: The State 

Hermitage (cat. 625). 

4.54. Édouard DUBUFE (1820-83). Portrait of Princess Zenaida 

Yusupova. 1858. Oil on canvas. Private Collection. 

4.55. Franz Xaver WINTERHALTER (1805-73). Portrait of Princess 

Tatiana Aleksandrovna Yusupova. 1858. Oil on canvas. 

Arkhangel’skoe: The Palace Estate Museum (cat. 634). 

4.56. Franz Xaver WINTERHALTER (1805-73). Portrait of Princess Maria 

Vasilievna Woronzova (detail). 1859. Oil on canvas. Destroyed (cat. 

665). 

4.57. Franz Xaver WINTERHALTER (1805-73). Portrait of William 

Douglas-Hamilton, 12th Duke of Hamilton, 9th Duke of Brandon. 



25 
 

1863. Oil on canvas. The National Trust for Scotland, Brodick 

Castle (cat. 755). 

4.58. Auguste Charles LEMOINE (1822-69), after Franz Xaver 

WINTERHALTER (1805-73). Portrait of Lord Charles Douglas-

Hamilton. Ca. 1866-68. Lithograph. Private Collection (cat. 823).  

4.59. Franz Xaver WINTERHALTER (1805-73). Portrait of Princesse Anne 

Murat. 1862. Oil on canvas. Private Collection (cat. 739). 

4.60. Franz Xaver WINTERHALTER (1805-73). Portrait of Julia Baroness 

Middleton. 1863. Oil on canvas. Private Collection (cat. 758). 

4.61. Franz Xaver WINTERHALTER (1805-73). Portrait of Princess Sofia 

Aleksandrovna Radziwill. 1864. Oil on canvas.  St Petersburg: The 

State Hermitage (cat. 792). 

4.62. Thomas GAINSBOROUGH (1727-88). Portrait of Queen Charlotte. 

1781. Oil on canvas. Collection of HM Queen Elizabeth II. 

4.63. Franz Xaver WINTERHALTER (1805-73). Portrait of Queen Victoria. 

1859. Oil on canvas. Collection of HM Queen Elizabeth II (cat. 

641). 

4.64. Franz Xaver WINTERHALTER (1805-73). Portrait of the Princesse 

de Chimay. 1849. Oil on canvas. Private Collection (cat. 377). 

4.65. Franz Xaver WINTERHALTER (1805-73). Portrait of the Prince de 

Chimay. 1851. Oil on canvas. Private Collection (cat. 462). 

4.66. Franz Xaver WINTERHALTER (1805-73). Portrait of Countess Olga 

Esperovna Shouvalova. 1860. Oil on canvas. Present location 

unknown (cat. 693). 

4.67. Adolphe BRAUN (1812-77). Alsace et Lorraine. Ca. 1871. Albumen 

silver print. Private Collection. 

4.68. Franz Xaver WINTERHALTER (1805-73). Portrait of Comtesse van 

der Straten-Ponthoz. 1849. Oil on canvas. Private Collection (cat. 

403). 



26 
 

4.69. Franz Xaver WINTERHALTER (1805-73). Portrait of Comte van der 

Straten-Ponthoz. Ca. 1851. Oil on canvas. Private Collection (cat. 

456). 

5.1. Franz Xaver WINTERHALTER (1805-73). Portrait of a Man, 

believed to be Franz Xaver Edlen von Steiger zu Baldenburg und 

Thal. 1829. Oil on canvas. Private Collection (cat. 4). 

5.2. Franz Xaver WINTERHALTER (1805-73). Portrait of a Lady, 

believed to be Barbara von Steiger zu Baldenburg und Thal. 1829. 

Oil on canvas. Private Collection (cat. 3). 

5.3. Franz Xaver WINTERHALTER (1805-73). Portrait of Eulalie Bocquet 

de Saint-Simon, Mme Akermann. 1838. Oil on canvas. Private 

Collection (cat. 74). 

5.4. Franz Xaver WINTERHALTER (1805-73). Portrait of Rosalie Paulée, 

Comtesse Duchâtel, with her son, Vicomte Charles Tanneguy 

Duchâtel. 1841. Oil on canvas. Private Collection (cat. 137). 

5.5. (Artist Unknown, copy after) Franz Xaver WINTERHALTER (1805-

73). Portrait of Édouard André. 1849. Oil on canvas. Paris: Musée 

Jacquemart-André (cat. 243). 

5.6. Franz Xaver WINTERHALTER (1805-73). Portrait of Édouard 

André. 1857. Oil on canvas. Paris: Musée Jacquemart-André (cat. 

579). 

5.7. Ferdinand WALDMÜLLER (1793-1865). The Eltz Family. 1835. Oil 

on canvas. Vienna: Belvedere. 

5.8. Franz Xaver WINTERHALTER (1805-73). Portrait of Friedrich I 

Großherzog von Baden. 1855. Oil on canvas. Private Collection 

(cat. 518). 

5.9. Alphonse-Léon NOËL (1807-84), after Franz Xaver 

WINTERHALTER (1805-73). Portrait of Alexander II, Emperor of All 

the Russias. Ca.1857-58. Lithograph. Private Collection (cat. 605). 

5.10. Alphonse-Léon NOËL (1807-84), after Franz Xaver 

WINTERHALTER (1805-73). Portrait of Karl Kronprinz von 



27 
 

Württemberg. Ca. 1857-58. Lithograph. Landesmuseum 

Württemberg (cat. 616). 

5.11. Franz Xaver WINTERHALTER (1805-73). Portrait of Mrs Philip 

Vanderbyl. 1866. Oil on canvas. Private Collection (cat. 831). 

5.12. Franz Xaver WINTERHALTER (1805-73). Portrait of Miss Ada 

Calhoun. 1867. Oil on canvas. Private Collection (cat. 834). 

5.13. Franz Xaver WINTERHALTER (1805-73). Portrait of Alexandra, 

Princess of Wales. 1864. Oil on canvas. Collection of HM Queen 

Elizabeth II (cat. 786). 

5.14. Franz Xaver WINTERHALTER (1805-73). Portrait of Princess 

Elizaveta Esperovna Trubetzkaia. 1859. Oil on canvas. Private 

Collection (cat. 663). 

5.15. Franz Xaver WINTERHALTER (1805-73). Portrait of Countess 

Maria Ivanovna Lamsdorff. 1859. Oil on canvas. New York, NY: 

The Metropolitan Museum of Art (cat. 650). 

5.16. Franz Xaver WINTERHALTER (1805-73). Portrait of Eugénie, 

Empress of the French. 1857. Oil on canvas. Washington D.C.: 

Hillwood Museum (cat. 586). 

5.17. Franz Xaver WINTERHALTER (1805-73). Portrait of Alexandra 

Metzler. 1872. Oil on canvas. Private Collection (cat. 883). 

6.1. Franz Xaver WINTERHALTER (1805-73). Self-Portrait. 1868. Oil on 

canvas. Florence: Galeria degli Uffizi (cat. 849). 

6.2. Franz Xaver WINTERHALTER (1805-73). Portrait of Mlle Eugénie 

Fiocre. 1866. Oil on canvas. Private Collection (cat. 821). 

6.3. Franz Xaver WINTERHALTER (1805-73). Portrait of Evelyn 

Auffm’Ordt. 1871. Oil on canvas. Private Collection (cat. 874). 

6.4. Franz Xaver WINTERHALTER (1805-73). Portrait of Olga von 

Grunelius. 1872. Oil on canvas. Frankfurt-am-Main: The Staedel 

Museum (cat. 881). 



28 
 

6.5. Oskar SOMMER (1840-94). The Franz Xaver Winterhalter 

Monument. 1873. Marble. Frankfurt-am-Main: Hauptfriedhof. 

  



29 
 

INTRODUCTION 

 

Literature Review 

For nearly four decades, from the early 1830s to the early 1870s, Franz 

Xaver Winterhalter (1805-73) was regarded as one of the most popular and 

renowned elite portrait specialists.1 His legacy comprises nearly a thousand 

portraits of more than six hundred individuals from the highest echelons of 

society.2 Among his patrons were members of the royal families of Austria, 

Bavaria, Belgium, France, Great Britain, Mexico, the Netherlands, Portugal, 

Prussia, Russia, Spain, and Württemberg, as well as the ruling dynasties of 

various German duchies and principalities. He received portrait 

commissions from the nobility and bourgeoisie of Europe, and his services 

were also sought by the affluent New World elites of the United States, 

Brazil, and even Australia. His contemporaries dubbed him as the 

Fürstenmaler Europas and referred to him as “the first painter of the 

fashionable elegance of the upper ten thousand.”3 The overarching line of 

enquiry of this thesis seeks to determine the reasons for the artist’s celebrity 

status. This will be achieved by interrogating the technical and 

iconographical aspects of his work.  

As will be demonstrated below, this is no mean feat. Until fairly recently, few 

publications of scholarly merit have contributed significantly to a deeper 

understanding of Winterhalter’s oeuvre and its contextualisation within the 

corpus of nineteenth-century portraiture. Primary materials on the artist, 

which could have provided an invaluable insight into his modus operandi, 

are also meagre. As the artist had no children, his estate was eventually 

divided among the descendants of his sisters, Justina Winterhalter, Frau 

Hieronimus Maier (1793-1867) and Theresia Winterhalter, Frau Katejan Wild 

                                                           
Unless indicated otherwise, all translations are the author’s.  
 
1
 Winterhalter’s biography is not a focus of this study. For general overview of the artist’s life and 

work, see Mayer 1998, Panter 1996, Winterhalter 1987-88, and Winterhalter 2015-16. 
2
 See Appendix, 360-439. 

3
 Fischel and von Boehn 1927, 2: 25. 
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(1790-1850).4 If any diaries were kept by the artist, no trace of them remains 

today. An important cache of letters from the early 1820s to the early 1830s 

sheds light on Winterhalter’s early career.5 The artist’s correspondence and a 

selection of early prints and drawings will be examined at the beginning of 

the thesis. They will be considered in the context of the academic art 

syllabus of the era, in particular the theoretical treatises on painting and 

portraiture by Roger de Piles (1635-1709), and on human physiognomy by 

Johann Caspar Lavater (1741-1801).6 Their examination will support an 

argument that Winterhalter’s apprenticeship as lithographer was integral to 

the formation of his finely tuned technical skills not only in terms of 

anatomy, drapery, and compositional coherency, but also in terms of specific 

physiognomic and physical attributes, which were believed to convey the 

social standing of the sitter. 

Hardly any of Winterhalter’s letters from the most prolific period of his 

career, from the mid-1830s to the mid-1860s, survive. There is a significant 

tranche of letters exchanged between the artist and his nephew-in-law 

Johann Baptist Schlageter (d.1879) from the late 1860s and early 1870s. 

However, they mainly contain the artist’s travel itineraries and financial 

advice to family members. They provide neither glimpses into his personal or 

professional life; nor references to his portraits, his sitters, or to the people 

he encountered. 

The paucity of Winterhalter’s letters and diaries is partially recompensed by 

references to the artist and his works in the diaries, correspondence, and 

memoirs of his sitters and contemporaries.7 As will be demonstrated 

throughout the thesis, unlike Winterhalter’s own meagre epistles, those of 

his patrons and their milieu will contribute significantly to a more complete 

                                                           
4
 The artist’s estate was initially inherited by his brother Hermann Winterhalter (1808-1891), after 

whose death the combined estates of both brothers were bequeathed to descendants of their sisters. 
I am grateful to Elisabeth Kaiser, Director of the Winterhalter Museum in Menzenschwand, for 
showing me a facsimile copy of the will, which is preserved in a private collection.  
5
 A selection of the artist’s letters was published in Mayer 1998. I am grateful to Elisabeth Kaiser, 

Director of the Winterhalter Museum in Menzenschwand, who had dutifully and painstakingly 
transcribed a large number of the artist’s letters and facilitated access to his letters in the private 
collections of his descendants.  
6
 See De Piles (1706) 1743, and Lavater (1775), 1853. 

7
 A valuable collection of letters to the artist from his sitters is reproduced in Mayer 2005, 26-28; 

Panter 1996, 200-206; and Schneider 1936, 14-16. Winterhalter is mentioned frequently by Queen 
Victoria in her Journals and correspondence: see, for example, www.queenvictoriasjournals.org 
[accessed regularly since August 2013; hereinafter referred to as ‘Queen Victoria’s Journals’]. 

http://www.queenvictoriasjournals.org/
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understanding of the artist’s popularity with his clients. First and foremost, 

they furnish an excellent character reference and paint a picture of an artist 

who was hard-working, productive, determined, stable, good-tempered and 

well-organised. In the words of one of his patrons, Louise-Marie, Queen of 

the Belgians, he was “an excellent man full of zeal for his art, of good will, 

obligingness and real modesty.”8 Always patient and polite, respectful to his 

sitters and considerate of their retinues, and with his reputation unsullied 

by gossip or salacious rumours, Winterhalter appears to have been perfectly 

suited for the position of court artist.  

References to Winterhalter’s ability to capture faithful likenesses speedily, 

accurately, and with an enviable effortlessness pervade the memoirs of his 

contemporaries.9 As will be shown below, this particular gift gave the artist 

an advantage over his main competitors in the genre of high society 

portraiture, most notably Sir Edwin Landseer (1802-73) and Edouard 

Dubufe (1819-83).10 The memoirs will also demonstrate that Winterhalter’s 

ability to mediate in his portraits between universal idealisation and 

individual physiognomy was highly valued by his clients. While flattery 

placed the sitters’ visages within the contemporary ideal of beauty, the 

artist’s inclusion of highly recognisable facial features likened the sitters to 

their ancestors as a visual proof of their legitimacy and dynastic identify.  

Primary sources reveal that once a satisfactory likeness had been attained, 

Winterhalter released his clients from further sitting obligations: garments, 

accessories, and backgrounds were completed in their absence.11 The 

relative brevity and modest number of sittings requested by Winterhalter 

contrasted favourably against the numerous painting sessions demanded by 

other court artists.12 However, letters and diaries also reveal the close 

attention paid by the sitters and their attendants to the details of garments 

and accessories (which were not infrequently delivered to the artist’s studio) 

that were to appear in the finished paintings. They will attest to the artist’s 

ability to satisfy his clients’ concerns about conveying correctly, through a 

                                                           
8 

Queen of the Belgians to Queen Victoria, 15-16 May 1842; quoted in Millar 1992, 1: 284.
 

9
 References are especially numerous in Queen Victoria’s Journals; see also Carette 1889, Janin 1844, 

Millar 1992, and Stanley 1916. 
10

 This will be discussed in greater detail in Chapters II and III. 
11

 See Queen Victoria’s Journals, Janin 1844, and Panter 1996. 
12

 See Barilo von Reisberg 2009; Stanley 1916.  
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range of iconographic signifiers, their status, national or family identity, 

social aspirations and, at times, political allegiances.  

Queen Victoria’s diary entries were invaluable in reporting the relative speed 

with which Winterhalter completed his commissions.13 The thesis will 

demonstrate that the issue of timely completion of portraits often reflected 

the sitters’ need to provide the public with an official effigy for strategic and 

propagandist purposes. The speed with which Winterhalter delivered 

finished paintings contrasted favourably with the agonising delays to which 

painters like J.A.D. Ingres (1780-1867) and Edwin Landseer respectively 

subjected their patient clients.14 It will be suggested that the artist’s 

professional reliability was another reason why his services would have been 

preferred in certain circles.  

Letters and memoirs will confirm that (unlike today) painting portraits was 

never an intimate tête-a-tête between the artist and the sitter.15 Rather, it 

was a highly orchestrated public performance. The higher the social stature 

of the sitter the larger were the number of family members, courtiers, and 

attendants dashing in and out of the studio. Even young maidens from 

haute bourgeoisie never turned up at Winterhalter’s studio without being 

chaperoned by a parent or a guardian.16 The implications of this information 

will be evaluated further.   

Primary source materials relating to the artist’s sitters reveal that 

Winterhalter operated within closely interconnected family and social 

networks, with the royal family at its epicentre, and spreading outwards, 

through courtiers and diplomatic corps, to cosmopolitan aristocratic and 

bourgeois elites.17 This theme of connectedness will reverberate throughout 

the thesis to emphasise the importance of royal patronage in the 

advancement of Winterhalter’s career. Last but not least, nineteenth-century 

sources (confirmed by present-day scholars) testify to the fact that a number 

of Winterhalter’s patrons were considered by their contemporaries to be 
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among the most prolific and influential art collectors of their time.18 The 

thesis will demonstrate that their patronage put an aesthetic stamp of 

approval on the artist conferring upon him not only social prestige but also 

the approbation of connoisseurship.  

Overall, the numerous references to Winterhalter in the diaries, 

correspondence, and memoirs of his sitters and contemporaries will support 

the argument that the confluence of the artist’s above-enumerated technical 

and professional skills—including the quality of likeness, professional 

approach, attention to detail, and speedy completion—were not infrequently 

the determining factors that placed Winterhalter ahead of his main 

competitors in the genre of high society portraiture and contributed towards 

his overall popularity. Complementing these claims, the thesis will also 

stress the importance of royal patronage and social and family networks for 

the advancement of the artist’s career and his associated celebrity status. 

Winterhalter exhibited his portraits widely throughout his lifetime.19 Apart 

from regular exhibitions at the Salon in Paris and the Royal Academy in 

London, Winterhalter also sent his works to (or had them placed by his 

dealers and clients at) contemporary art exhibitions in Berlin, Boston, 

Dublin, Edinburgh, Karlsruhe, Manchester, Milan, Munich, New York, St 

Petersburg, Stuttgart, and Vienna. Furthermore, prints and copies after his 

most popular portraits were also included in contemporary art exhibitions by 

engravers, lithographers, copyists, and miniaturists, and placed in shop 

windows by art dealers throughout the Old and New Worlds. The public 

appearance of Winterhalter’s portraits (or copies and prints after them) were 

rarely overlooked by art reviewers and widely discussed in the press. As will 

be demonstrated in the thesis, the sheer number of references to 

Winterhalter and his works in nineteenth-century periodicals will act as a 
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further testament to the popularity of the artist and institutional 

acknowledgement of his professional stature.  

Admittedly, a significant number of art reviews do not progress beyond a 

single line, a stock of clichés, or formulaic observations about the artist’s 

technical skills or the genre of portraiture in general. Those that do, 

however, assist in gaining a deeper understanding of Winterhalter’s position 

among portrait painters of his era and in contextualising his works within 

the nineteenth-century critical and scholarly discourse on portraiture.20 

Reviewers naturally demanded a high degree of verisimilitude (albeit with a 

permissible degree of flattery), and prized highly not only such tangible 

attributes as compositional coherence and harmonious colour balance, but 

also more abstracted notions of status and class identity. As will be 

demonstrated throughout the thesis, Winterhalter’s ability to not 

infrequently meet the exacting demands of nineteenth-century art reviewers 

contributed to the artist’s public acclaim. 

Following Winterhalter’s unexpected death in 1873, his work and legacy 

were gradually consigned to an art-historical oblivion. The reasons for this 

are as numerous as they are complex. Firstly, as kingdoms and empires 

crumbled across Europe from 1870 onwards, Winterhalter’s portraits came 

to embody the very antithesis of succeeding regimes and political ideologies. 

In other words, as the artist serviced the former regimes, he was deemed to 

be their agent. Provenance and bibliography research confirms gradual 

exclusion of Winterhalter’s works from museum displays, public exhibitions, 

and art publications. 

The foundation of art academies across European capitals from the 

seventeenth to nineteenth centuries emphasised the nurturing and 

patronage of the native talent, and established the notion of a ‘national’ 

school of art. Though of German origins, Winterhalter’s major contribution 

was to the portrait painting of France, Britain, and Russia. His 

cosmopolitanism did not fit within the limiting notion of ‘national schools.’ 

While a number of German portrait painters attempted to emulate 

Winterhalter’s style, his overall contribution to the evolution German 
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painting was arguably limited. His works tended to be omitted from national 

surveys of art, and his oeuvre continued to be overlooked by art historians, 

whose studies likewise concentrated on representative artists of their 

respective countries.   

As Winterhalter’s oeuvre mainly consists of portraits, the majority of his 

works remained predominantly in private collections of the sitters and their 

descendants (as some of them still do, including a number of portraits to be 

examined in this study). Even his most celebrated portrait group, Empress 

Eugénie with her Ladies in Waiting (fig. 3.3), remained in the possession of 

the Empress and her descendants in exile until it was acquired for the 

French state in 1927.21 Until Winterhalter’s monumental retrospective 

exhibition of 1987-1988 in London and Paris (to be discussed in detail later) 

and the wide dissemination of the artist’s images through the internet and 

social networks in the present century, the knowledge of the artist’s corpus 

of works remained scant. It can be argued that the very absence and relative 

invisibility of Winterhalter’s paintings has had an adverse effect on both 

popular awareness and scholarly appreciation in his oeuvre.  

Furthermore, the limited interest in Winterhalter’s works was very much 

part and parcel of a general academic and curatorial neglect of the mid-

nineteenth-century mainstream (i.e. academic or Salon) art. The reasons for 

this neglect, as well as for the reversal of these attitudes and the resurgence 

of scholarly and popular attention in this area within the last thirty years are 

still a subject of ongoing debate.22 For example, Jean-Marie Moulin, in an 

introduction to the historic exhibition, Art under Napoleon III, posited that 

the art from the middle of the nineteenth century became neglected in favour 

of Impressionism.23 Its continuous domination of the art market came to 

influence—and is reflected proportionately in—the plethora of academic and 

curatorial research on the movement:  

The bourgeoisie of the Third Republic and, among them, the art 

historians, who either emerged from it or belonged to it, were unwilling to 
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forgive their predecessors for having “missed” the Impressionist 

movement, for having recognised neither its birth during the Second 

Empire nor its development in the years following, and for having 

abandoned themselves from 1840 to the end of the century to the 

pleasures of a style of art which was apparently easier and more readily 

accessible.24  

Social historians—and in particular those specialising in research on the 

nineteenth-century aristocratic and bourgeois elites—also propose that at 

least for a hundred years, from the late nineteenth to the late twentieth 

century, the re-reading, re-writing, and re-interpretation of history (as well 

as art history) was influenced by Marxists theories according to which, 

following the 1789 Revolution, nobles “were no longer crucial to the nation's 

destiny, … social fossils, moribund remnants of the feudalism, … a quaint 

anachronism [that] did not merit close study save, perhaps, by antique 

dealers and other antiquarians.”25 It was only in the post-Marxist era that 

the studies and re-appraisal of nineteenth-century social elites (as well as 

their representation in art) have resumed.26  

Given the reasons enumerated above, it is perhaps less surprising that (with 

a few notable exceptions) it took more than a hundred years after 

Winterhalter’s death for the artist’s legacy to receive its due curatorial and 

scholarly reassessment.27 In 1987, a major survey of Winterhalter’s works, 

Franz Xaver Winterhalter & the Courts of Europe 1830-1870, was organised 

by the National Portrait Gallery in London and the Musée du Petit Palais in 

Paris.28 In 1988, Armin Panter completed the first doctoral dissertation on 

the artist, Studien zu Franz Xaver Winterhalter, at the University of 

Karlsruhe (revised in 1996).29 The exhibition catalogue (edited by Richard 

Ormond and Carol Blackett-Ord) and Panter’s dissertation have provided an 

important overview of Winterhalter’s life and an authoritative visual and 
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iconographical analysis of more than one hundred key works from his 

oeuvre, laying a concrete foundation for future Winterhalter scholars.30  

In contrast to the broad survey of Winterhalter’s works in these two 

pioneering and ground-breaking studies, the present thesis proposes to 

examine a smaller and more focused selection of the artist’s portraits in 

order to allow for a deeper analysis of their iconographic narrative and 

historic significance. 

Given the relative dearth of scholarly publications on Winterhalter, it was 

imperative to consult a broader range of studies on portraiture in order to 

attain a deeper understanding of—and situate the artist and his legacy 

within—the current portraiture discourse. While general sources on 

portraiture are seemingly inexhaustible, it will be demonstrated below and 

throughout the thesis that studies by Gabriel Badea-Päun, Harry Berger Jr, 

Richard Brilliant, Amy Freund, Katherine Hoffman, Marcia Pointon, Rainer 

Schoch, Sheerer West, and Joanna Woodall proved to be especially 

invaluable in channelling the direction of this thesis towards the 

authoritative interrogation of the meaning, significance, and changing 

appearance of nineteenth-century high society portraiture.31 

First and foremost, these texts assisted with tracing the evolution of this 

specific branch of portraiture and the formative influence that images of 

social elites by the Renaissance and Baroque masters (whom Woodall calls 

“founding fathers of a visual genealogy”) had had on portraiture of the 

nineteenth century in general and on Winterhalter’s oeuvre in particular.32 

Rainer Schoch’s pioneering studies on royal portraiture (as well as those by 

Marianne Jenkins on state portraiture33) will be utilised to elucidate upon 

the origins and layered symbolism of royal iconography contained within the 

images of thrones, columns, curtains, baldachins, regalia, and landscape 

backgrounds which are frequently encountered within Winterhalter’s formal 

representations of European sovereigns. There is a common consensus 
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among scholars about the pivotal influence of seventeenth-century French 

Baroque portraiture—and in particular of the iconic Portrait of Louis XIV, 

King of France by Hyacinthe Rigaud (1659-1743) (fig. 1.21)—on the 

subsequent evolution of royal iconography.34 It will be shown to have 

established an “articulation of socio-spiritual authority,” which was to 

reverberate repeatedly through Winterhalter’s depictions of social elites in 

the middle of the nineteenth century.35 

Schoch’s study, together with a recent publication by Amy Freund, was also 

invaluable in flagging the changes which began occurring within the genre of 

royal portraiture following the Age of Enlightenment and the 1789 French 

Revolution.36 This thesis will deploy one of Schoch’s most apt terms, the 

Handlungsporträt (action or performance portrait), which he uses to 

distinguish portraits that capture sitters in the act of performing their 

sovereign duties. Schoch’s writings have also contributed to a greater 

understanding and deeper visual analysis of Winterhalter’s depictions of 

aristocratic and bourgeois elites, for, as the thesis will demonstrate, their 

portraits borrowed richly from the visual repertoire of their royal 

counterparts.   

Gabriel Badea-Päun’s broad overview of high society portraiture from the 

middle of the eighteenth century to the present day was most helpful to 

contextualise Winterhalter among other elite portrait specialists of his era.37 

Badea-Päun’s survey (as well as more focused studies on Victorian 

portraiture by Sir Oliver Millar, Christopher Newell, and Richard Ormond), 

encouraged further investigation into the proposition that Winterhalter’s 

success in his metier, especially between the mid-1830s and mid-1860s, was 

partially contingent on the near-absence of comparable talent at the elite 

level of portraiture during the middle of the nineteenth century.38  

As mentioned above, the examination of nineteenth-century exhibition 

reviews will be utilised to comprehend public and critical reception of 

Winterhalter’s portraits. Present-day studies by Mark Hallet, Gabriel Badea-
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Paün, Amy Freund, and Anne Martin-Fugier also assisted in confirming the 

significance of public art exhibitions and the decisive role they played in 

raising the artist’s profile and expanding patronage networks.39 Patricia 

Mainardi’s examination of Salon reviews highlighted the systemic 

condescension towards portraiture by French art critics and interprets the 

phenomenon through reference to the political leanings of individual 

writers.40 By comparing reviews of Winterhalter’s works in German, French, 

and British periodicals, this study will aim to present a more objective 

analysis of the critical reception of Winterhalter’s portraits and demonstrate 

the extent to which the above factors affected national responses to the 

artist’s works. 

“Historians are dependent upon the comments of contemporary observers for 

evidence that a given portrait was a good likeness of the sitter," notes Marcia 

Pointon.41 The aforementioned approval which Winterhalter’s clients 

expressed about the verisimilitude of his portraits finds an apt reflection in 

the discourse upon the complex notion of likeness by Harry Berger, Richard 

Brilliant, Shearer West, and Joanna Woodall: “Our pleasure in seeing a 

portrait consists primarily in recognition.”42 Harry Berger confirms that a 

permissible amount of flattery and idealisation was indispensable within a 

portrait because “a good likeness was good in both senses: it was both 

accurate and exemplary.”43 

Woodall further engages in a discussion about the “duality of likeness” by 

referencing an all too familiar experience of looking through photographs 

purporting to be faithful images of ourselves, only to be disappointed with 

how we look in those pictures. While the photograph testifies to the faithful 

reproduction of our features, we do not necessarily like what we look like in 

the pictures. We also heed with a certain caution the subjective opinion of 

others about the way we look in these same photographs. Although we may 

not like a particular image of ourselves, others would testify to the fact that 

the image is not only like ourselves, but it is also a good likeness.44 This 
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observation (though it is arguably unique to the English language given the 

homonymity of the word “like”) will assist in developing a proposition that a 

part of Winterhalter’s success with his sitters lay in his ability to satisfy 

these frequent polar opposites of personal and public opinion. Primary 

evidence will confirm that Winterhalter’s clients were not only satisfied with 

their likenesses in his portraits in the sense of the physical accuracy of the 

depiction, but they were also pleased with the way they looked in them. It 

will be also shown that (especially within the realm of official portraiture) 

public opinion concurred with the opinion of the sitters: those of their milieu 

not only approved of what they perceived to be a faithful depiction of the 

sitter, but were also satisfied with the quality of likeness attained in 

Winterhalter’s portraits.45 

It will be observed that the sitters’ outward appearance in Winterhalter’s 

portraits is far from uniform: for example, in one of the portraits of Queen 

Victoria painted by Winterhalter in 1843, the Queen appears in full panoply 

of majesty (fig. 2.3), while in another portrait from the same year she is 

represented with her hair undone, and without most of the visible signifiers 

of her elevated social status (cat. no. 193). Such representational contrasts 

(which can be also observed between the appearances of Empress Elisabeth 

of Austria in her 1864 and 1865 portraits (see cat. nos. 772-773 and fig.4.6), 

and of Princess Maria Woronzova in her two portraits from 1858 (see cat. no. 

631 and fig. 4.56) to name but a few) frequently begs a question: which is 

the true portrayal of the sitter and the most faithful characterisation of their 

identity?  

Shearer West states authoritatively that the qualities of “identity”, which can 

encompass “the character, personality, social standing, relationships, 

profession, age, and gender of the portrait subject”, are not fixed. Rather, 

they are “expressive of the expectations and circumstances of the time when 

the portrait was made.”46 She further evokes Bernard Berenson’s famous 

distinction between portrait and effigy, “the former representing the likeness 

or an individual and the latter an individual’s social role.”47 
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A number of contemporary scholars, especially Harry Berger, Richard 

Brilliant, and Katherine Hoffman, shed further light on the question of 

identity in portraiture by suggesting that any and all variations in the 

appearance of the sitters can be correct as long as the question of the 

intended audience for the portrait is considered. It has to be admitted that 

the question of audience has been all too frequently overlooked by scholars 

of Winterhalter. These insights, however, have assisted greatly in 

reconsidering Winterhalter’s oeuvre not as a homogenous body of images for 

general public consumption, but works where the intended audiences were 

considered carefully, on a case by case basis, at the time the portraits were 

being commissioned: primary materials, provenance research, and exhibition 

history will demonstrate that some of the works were clearly designed to be 

seen by a socially-diverse cross-section of viewers through prominent display 

in publicly accessible areas of the sitters’ residences, inclusion of portraits in 

exhibitions, or their popularisation through copies and prints. It will be 

observed that public portraits distinguish themselves by a greater emphasis 

on the social positioning of the sitters through the means of pose, 

deportment, dress, accessories, background details, and perceptible aspects 

of the Handlungsporträt within the painting’s visual narrative. On the other 

hand, when posing for private portraits, which were intended for an intimate 

audience of the sitters’ socially equal milieu of family and friends, the 

emphasis was on the likeness while outward aspects that defined the sitters’ 

public persona were largely dispensed with. 

As mentioned above, the act of portrayal was a highly orchestrated public 

performance: “sitting to a fashionable portraitist entered into literary 

discourse as a self-conscious, socially prestigious interaction,” writes 

Woodall.48 Few portraits convey the actual experience of being painted. 

Unlike such paintings as, for example, Las Meninas by Diego Velazquez 

(1599-1660)49 or The Painter’s Studio by Gustave Courbet (1819-77),50 they 

rarely contain depictions of the sitters’ families, friends, and attendants 

dashing in and out of the studio; of the mannequins wearing the sitters’ 

garments; of the props and tables laden with accessories and 

accoutrements; or of the actual studio environment where posing may have 
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taken place (as opposed to landscapes or palatial interiors that frequently 

feature in high society portraiture).51 These observations find a reflection in 

what Harry Berger terms the fiction of the pose: “[A portrait] represents the 

act of portrayal … and should not be assumed … to be a faithful copy of the 

actual event.”52 It is rather, Berger argues, a fictional representation of a 

“scopic encounter” between the artist and the sitter: “The portrait gives us a 

selectively abstracted and idealized image of posing. It creates a referential 

illusion.”53  

Every portrait is painted with the ultimate object of being seen.54 By 

extension, every sitter is posing with the expectation of being ‘beheld.’ 

Therefore, the sitters chose carefully the way in which they desired to be 

represented, and assumed poses and demeanour, which, under the social 

conventions of their respective era, would have constituted “exemplary 

images” that “commemorate the individual as the model, the embodiment, of 

the status, values, norms, and authority of a particular class, lineage, 

institution, or profession.”55 Berger extends the “theatrical or rhetorical 

intention to pose” to the theatricality of facial expressions, arguing that the 

face is not so much an “index of the mind”, but rather “the index of the 

mind’s ability to make face the index of the mind.”56 In other words, the 

facial expression in any given portrait reflects a persona that the sitter had 

assumed and wished to project through the medium of the artist: “The face 

[becomes] the index of exemplary value, the transparent embodiment of 

ideals of public virtue presenting itself for the observer’s admiration, 

veneration, and edification.”57   

This thesis agrees with Berger’s challenge to the tradition of art historians 

seeking within a painted portrait a psychological insight into the sitter’s 

character:  

Art historians dispense judgments of this sort pretty openhandedly, but 

they also exercise commendable prudence in their refusal to elaborate, or 
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share with us, the inside knowledge that enables them to read the face as 

an index of the mind. … The conventions that govern their psychological 

descriptions produce facile accounts of the face as an index of the 

mind.58 

Berger and Hoffman argue that the brevity of interaction between the artist 

and his model would have made any deep examination of the sitters’ 

character traits and inner state of mind impossible.59 The social conventions 

of the era would have prevented the sitters from putting anything less than 

their ‘best foot forward’ in terms of appearance and behaviour, and, 

conversely, the artist’s ultimate task was to convey the sitters’ self-

representation upon the canvas. Furthermore, as mentioned above, the 

interaction between the artist and his models was rarely an intimate tête-à-

tête, but a very public social exchange. It would have prevented the sitters 

from shedding their outward persona and the painter from posing probing 

questions in an attempt to ‘get to know’ the sitters on a deeper psychological 

level, especially when they were separated by the chasm of different social 

backgrounds:  

It is unlikely that any in-depth relationship developed between the 

painter and the sitter. Any in-depth interest in personality would have 

been restrained by a code of manners and decorum. There could be 

issues of power between the artist and sitter, depending on their genders 

and ages, as well as on their financial and social statuses and need.60 

Katherine Hoffman’s application of Robert Hay Lifton’s concept of “protean 

self” to the study of portraiture can be equally applicable to Winterhalter’s 

portraits inasmuch as it rejects the notion of a ‘core’ self, but rather accepts 

that humans are mutable beings capable of adapting themselves to changing 

social requirements and personal circumstances.61 Therefore it can be 

argued that Winterhalter’s depiction of Queen Victoria, the Empress of 

Austria, the Princess Woronzova, and other sitters in a variety of guises and 

poses are faithful representations of their naturally mutable characters, the 

different facets of which were assumed by the sitters in order to address 

specific audiences and occasions for which the portraits were being 
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commissioned. In order to attain the most accurate and comprehensive 

visual analysis of the portrait, it is imperative to consider the question of 

audience, the visual narrative, and social, political and personal 

circumstances under which (and for which) individual portraits were 

conceived.  

In the absence of the relevant primary source material, the study will 

attempt to analyse the sitters’ garments and accessories in order to ascertain 

the intended audience and the semiotic narrative of the portraits. The 

history and evolution of nineteenth-century fashion is beyond the scope of 

this thesis. However, a number of authoritative texts on the subject were 

consulted in order to gain a deeper understanding of the sitters’ choice of 

clothing in Winterhalter’s portraits. They include specialist articles by noted 

fashion historians Dr Susan Foister and Elizabeth Ann Coleman, written for 

the respective catalogues of the 1987-1988 and 2015-2016 Winterhalter 

exhibitions.62 A four-volume treatise by Oscar Fischel and Max von Boehm, 

published in the early twentieth century, was invaluable for its near-eye-

witness insight into the way in which high society altered its public 

appearance in response to the nineteenth century’s changing socio-political 

environment.63 Marie Simon provided a contemporary perspective on the 

same issue by analysing garments in the art of the Second Empire and the 

Impressionists.64 Philippe Mansel and Tim Newark were especially helpful in 

illuminating the traditions and semiotics of court and military uniforms with 

the underlying notions of patriotism and national identity.65 Diana de Marly 

wrote authoritatively on the evolution of male fashion as well as on the 

history of the celebrated house of Frederic Worth, which was patronised by a 

number of Winterhalter’s clients.66 The thesis will demonstrate that the 

observations made by these fashion historians regarding the metamorphosis 

in self-representation by nineteenth-century social elites find ample 

reflection in the portraits of the era.  

It will be observed that while sitters in Winterhalter’s portraits appear in 

different garments and a variety of poses, they assume not too dissimilar 
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facial expressions, and their silhouettes adhere to a specific physical 

archetype. A similar ‘archetype’ can be found in representations of social 

elites by Winterhalter’s predecessors in the genre of high society portraiture, 

most notably Sir Anthony van Dyck (1599-1641), Sir Joshua Reynolds 

(1723-92), Thomas Gainsborough (1727-88), Sir Thomas Lawrence (1769-

1830), Baron Antoine-Jean Gros (1771-1835), and Baron François Gérard 

(1770-1837), as well as those who followed in Winterhalter’s footsteps from 

the second half of the nineteenth century onwards, including John Singer 

Sargent (1856-1925), Alexandre Cabanel (1823-89), Giovanni Boldini (1842-

1931), and Philip de László (1869-1937). However, art historians have not 

hitherto explained the origins and significance of this particular ‘archetype’ 

satisfactorily. 

By contrast, late nineteenth- and early twentieth-century social historians 

and theoreticians Pitirim Sorokin and Thorstein Veblen shed light on this 

figurative element by identifying (what was widely held to be) the physical 

and behavioural attributes of the upper classes.67 Their writings have proved 

invaluable for this thesis, because their reflections upon the social elites are 

based on statistical findings and anecdotal evidence compiled in the course 

of the nineteenth century and thus relating directly to the contemporary 

convictions of Winterhalter and his sitters.  

For example, Sorokin observed that the physical characteristics of the social 

elites more often than not include litheness, symmetry, athleticism, and 

height:  

As a general rule the upper social classes – the wealthy, the privileged, 

the professionals – have a stature higher than that of the lower social 

classes – the poor, the manual wage earners, the peasants, and social 

outcasts. This statement has been proved by so many and such different 

studies that we must accept it as quite certain… Take the word “high” 

used for the designation of a high stature and at the same time “high 

classes” (especially the Russian vysoky, German hohe, and French 

élevé).68 
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Sorokin emphasised that the physical appearance of the upper classes 

reflects their better nutrition, medical attention, and overall superior living 

conditions: 

The nutrition of the upper classes has been better generally and has 

contained more products rich in ‘the vitamins of growth’ than that of the 

lower social orders. … [Therefore] the higher social classes are stronger 

physically and also healthier, and have a greater vitality, than the lower 

classes.69 

He further contended that the upper classes can also be distinguished by 

their specific physiognomies: 

The occupation of the higher classes is principally intellectual while that 

of the lower classes is manual work. Permanent intellectual activity gives 

to a face “an intelligent expression” and the more so the more 

“intellectual” is the work. The play of the facial muscles, their 

combination, the expression of the eyes, the attitude of the body and so 

on, become quite different from those which are shaped by purely 

physical work. As a result, a man of intellectual occupation, being quite 

average in his innate handsomeness appears more handsome than a 

man of the same innate handsomeness, but who does purely manual 

work.70  

The perception—or appearance—of handsomeness reflects “better hygienic 

conditions; better food; greater cleanliness; better care of [the] bodies; and, 

used especially among women, more artificial means for their 

beautification.”71 As the result, “it is natural to expect a greater degree of 

handsomeness among the upper classes”: 

The first corroboration of this hypothesis is language itself. The words 

beautiful, aristocratic, well-shaped, noble, fine, handsome, intelligent, are 

often used as meaning something identical or congenial. This is 

especially so in regard to aristocratic face, aristocratic feet, hands, and 

fine proportions of the body.72 
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Thorstein Veblen, in his highly influential The Theory of the Leisure Class 

(1899), surveyed the formation, organisation, and behavioural attributes of 

social elites from the primitive tribes to the late nineteenth century. His term 

leisure class encompasses the social strata who do not participate in 

“industrial occupation” or “useful employment” as “the economic expression 

of their superior rank.”73 The only range of employment open to the leisure 

classes are the ones to which “a degree of honour is attached”, and can 

include “government, warfare, religion, and sports [i.e. hunting].”74 Veblen 

coined the term conspicuous consumption to describe the leisure classes’ 

propensity to amass the visible signifiers of wealth as confirmation of their 

social prestige.75 He enumerated in a great detail the many ways in which 

the social elites ensure the conspicuousness of their leisure class status. He 

sees the dress, for example, as “prima facie evidence of pecuniary success 

and social worth” and an “insignia of leisure” which suggests pointedly “that 

the wearer cannot when so attired bear a hand in any employment.”76 

The complex upper-class etiquette is another intimation of “pecuniary ability 

to afford a life of idleness”: 

Refined tastes, manners, habits of life are a useful evidence of gentility, 

because good breeding requires time, application and expense, and can 

therefore not be compassed by those whose time and energy are taken 

with work. The value of manners lies in the fact that they are the voucher 

of a life of leisure. High-bred manners and ways of living are items of 

conformity to the norm of conspicuous leisure and conspicuous 

consumption.77 

Veblen acknowledged that within the patriarchal society the woman is 

wholly dependent on her husband. However, he saw it as the latter’s 

ultimate responsibility to provide for his wife as she is “the sole exponent of 

the household’s pecuniary decency”: 

Her sphere is within the household, which she should beautify, and of 

which she should be the chief ornament… By virtue of its descent from a 

patriarchal past, our social system makes it the woman’s function in an 
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especial degree to put in evidence her household’s ability to pay … The 

women not being their own masters, obvious expenditure and leisure on 

their part would redound to the credit of their master.78  

The thesis will demonstrate that the observations of these social historians 

are reflected in the semiotic narrative of Winterhalter’s portraits. 

Comparisons between eye-witness descriptions of Winterhalter’s sitters and 

their appearance in his portraits will assist in determining the extent to 

which the artist altered their body shape in order to fit their silhouettes 

within the prevailing ideals of a noble physique. Veblen’s theory on the role 

of upper class women will be utilised to posit an explanation to the oft-

expressed observation about the dominance of female portraits within 

Winterhalter’s oeuvre. 

It is notable that recent studies by scholars of late eighteenth- and 

nineteenth-century portraiture such as Gabriel Badea-Päun, Amy Freund, 

Tamar Garb, Heather McPherson, Marcia Pointon, and Catherine Soussloff 

are also distinguished by a deeper engagement with social history and 

theory.79 Their writings reveal an increasing emphasis on framing portraits 

within the socio-political environment of their respective eras, as well as a 

greater interrogation of the interrelationship between portraiture and 

biography.80 As will be demonstrated throughout this thesis, the evidence 

provided by the sitters’ biographies offers a greater insight into the context, 

agency, and the intended audience of the portraits, which were the decisive 

factors that ultimately shaped the final images. 

An examination of the sitters’ biographies will reveal that Winterhalter’s 

patrons frequently commissioned their portraits to commemorate significant 

events in their lives. This included accession to the throne or succession to a 

noble title; engagements, marriages, and widowhoods; advancement within 

professional or military ranks; appointment to an important post; award of a 

prestigious order, and so forth. In other words, the timing of portrait 

commissions frequently coincided with an alteration in the sitter’s social 

status. This observation has informed the overarching line of enquiry that 
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underpins this thesis—namely the reassessment of Winterhalter’s portraits 

as visual documents whose iconographic narratives encapsulate the sitters’ 

status and social mobility. 

Sociologists have defined social mobility as the transition of an individual 

within a social space in relation to the chosen point of reference within a 

social stratum.81 Social mobility can be horizontal, denoting a transition of a 

person from one social group to another within the same stratum and may 

include a change in marital status, religion, nationality, profession, or 

geographical location that does not affect the person’s overall placement 

within the social pyramid.82 On the other hand, vertical mobility denotes an 

ascent or descent across one or several layers of the social strata.83 

Traditionally, cataclysmic events such as epidemics, wars, revolutions and 

civil unrest created periods of intensive social mobility, as any depletion in 

the ranks of the upper echelons of society was naturally replenished from 

below.84 As the thesis will demonstrate, Winterhalter’s creative period, which 

spanned nearly fifty years from the middle of the 1820s to the early 1870s, 

falls within such an era. Winterhalter lived through wars, revolutions, and 

civil uprisings; the creation of constitutional monarchies and republican 

governments; and the changing composition of social elites through the rise 

and ennoblement of upwardly-mobile bourgeoisie. While the social position 

of the sitter is traditionally established in a portrait by garments, 

accessories, and specific iconographical devices, the case studies selected for 

this thesis will demonstrate that a deeper examination of the sitters’ 

biographies, genealogies, and socio-historical circumstances shed further 

light on the underlying concern with social mobility present in so many of 

Winterhalter’s portraits. 

The intimation of social mobility in nineteenth-century portraiture has been 

increasingly a focus of academic enquiry. Amy Freund’s Portraiture and 

Politics in Revolutionary France, and essays by Amy Freund and Heather 

Jensen in Interior Portraiture and Masculine Identity in France, 1780-1914, 

examine the reflection of both upward and downward mobility during the 
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turbulent era of the 1789 French Revolution and the subsequent Napoleonic 

Wars, and address the major metamorphosis in self-representation by the 

social elites.85 The reflection of social mobility in nineteenth-century German 

and Austrian portraiture is aptly traced in the essays by Tag Gronberg and 

Doris H. Lehmann in Facing the Modern: The Portrait in Vienna 1900, which 

also illustrate the middle-class desire to demonstrate their increasing 

affluence and upward mobility by commissioning portraits from artists 

patronised by royal and aristocratic elites.86 As the thesis will show, these 

case studies find ample parallels in Winterhalter’s works.  

Recently, a number of scholars have analysed a small selection of 

Winterhalter’s portraits not only from an art-historical but also from a socio-

historical perspective. For example, Winterhalter’s Portrait of Duleep Singh, 

Maharajah of Lahore (cat. 507) was central to Brian Keith Axel’s study of the 

Sikh diaspora, The Nation’s Tortured Body.87 His two-pronged approach 

situates the portrait in the wider socio-political context of the era, examining 

it as a quintessential encapsulation of the sitter’s cultural background and 

social standing as well as an acute act of colonial appropriation, political 

surrender, and the downward mobility of the Indian ruler.88 A. Cassandra 

Albinson focused a chapter of her thesis, “Peeresses in Paint”, on 

Winterhalter’s Portrait of Harriet Duchess of Sutherland (fig. 4.30), 

demonstrating that it is a significant social document reflecting of the 

increasing political activity and public visibility of female aristocrats in 

Victorian Britain.89 Alison McQueen’s ground-breaking study of the art 

patronage of Eugénie, Empress of the French, argues that the Empress’s 

portraits by Winterhalter were important vehicles of Eugénie’s social mobility 

that assisted in her transition from a Spanish aristocrat to the French 

imperial consort.90 

The present study aims to build upon existing Winterhalter scholarship that 

intersects with the surging interest in the correlation between portraiture 

and social mobility. Situating Winterhalter’s portraits within the nineteenth-
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century socio-historical context allows for an evaluation of the artist’s works 

as social documents and informs the overarching argument of the thesis, 

which aims to demonstrate that Winterhalter’s portraits epitomise the social 

mobility of the era. The thesis will establish that Winterhalter’s popularity 

among the upper echelons of society was further sustained by his ability to 

convey his sitters’ social position through a range of iconographical signifiers 

that were considered to be indelible attributes of the upper classes, and that 

his portraits reflect their strategic navigation of the changing socio-political 

environment of the era. 

 

Methodology and Chapter Outline  

Winterhalter’s artistic legacy is believed to comprise of nearly twelve hundred 

paintings, drawings, and prints.91 As this thesis focuses only on the artist’s 

portraits, an in-depth consideration of Winterhalter’s genre paintings and 

any related drawings and studies is beyond the scope of this enquiry 

(although they will be alluded to in the course of the thesis).92 Detailed study 

of his sitters’ genealogies and biographies has assisted in separating 

Winterhalter’s patrons into three dominant social strata: royalty, aristocracy, 

and bourgeoisie. Each of these three individual groupings of portraits was 

considered in chronological order. The selection then was narrowed down to 

those portraits that were among the first within Winterhalter’s oeuvre to 

establish an iconographical precedent, the principal elements of which 

influenced the compositional framework of the artist’s later portraits. 

Whenever possible, those portraits that would have had a greater 

prominence through public exhibitions during the artist’s lifetime were 

chosen as case studies in favour of lesser-known examples, for they allow a 

deeper understanding of the perception and reception of Winterhalter’s 

works during this era. 

Although the thesis evolves in a broadly chronological order, the focus of 

each chapter is thematic. The first chapter examines Winterhalter’s royal 

portraits from the earliest part of his professional career (from the middle of 
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the 1820s to the early 1830s) and in particular on his portraits of the 

sovereigns of Bavaria, Austria, and Baden (figs. 1.2, 1.20, 1.25, and 1.33). It 

will be argued that Winterhalter’s initial training as a lithographer was 

integral to his acquisition of skills and knowledge that were essential for the 

formation of his subsequent reputation as an elite portrait specialist. The 

early period will be shown to have provided him with a thorough 

understanding of the fundamental changes in official representations of the 

social elites in the aftermath of the French Revolution and the Napoleonic 

Wars. 

The second chapter of the thesis focuses on Winterhalter’s Portrait of Louis-

Philippe, King of the French (fig. 2.1), and Portrait of Victoria, Queen of Great 

Britain (fig. 2.3). It aims to demonstrate that his portraits were integral to 

encapsulating the contemporary monarchic ideal of these respective rulers 

through the means of the Handlungsporträt. The comparison between single-

figure and group portraits of monarchs and their families will establish that 

an important part of Winterhalter’s success with—and appeal to—the 

crowned heads of Europe arose from his ability to attune his brush 

strategically to the individual dynastic and political concerns of his patrons. 

The examination of Winterhalter’s Portrait of Napoléon III, Emperor of the 

French (fig. 3.1) in the third chapter, and its comparison to the Portrait of 

Louis-Philippe, King of the French (fig. 2.1), continues the established line of 

enquiry into the artist’s ability to capture the monarchs in the act of 

performing their duties as well as respond to the political needs of his 

respective clients. The interrogation of the artist’s four early portraits of 

Eugénie, Empress of the French (figs. 3.2-3.5) will support the argument 

that Winterhalter’s representations were instrumental to Eugénie’s 

construction of her public identity and reflect her social ascent from a 

Spanish aristocrat to the French Imperial consort. 

The fourth chapter focuses on Winterhalter’s portraits of European 

aristocracy, who were the artist’s next core support group. The chapter aims 

to establish that the physiognomic and physical attributes with which the 

artist endowed his royal sitters can also be detected in the portraits of his 

aristocratic patrons. In a similar vein, traditions and innovations that were 

observed within the genre of royal portraiture will be seen to influence the 



53 
 

iconographic framework of Winterhalter’s representations of nobility. The 

prism of the Handlungsporträt and the historico-biographical 

contextualisation will be also applied in order to support the argument that 

the artist’s aristocratic representations reflect the social mobility of the 

sitters as they negotiate the changing socio-political environment of the era. 

The fifth and final chapter examines Winterhalter’s portraits of the 

bourgeoisie. It argues that their patronage of Winterhalter reflected their 

social aspirations and fitted within the wider context of the middle-class 

emulation of the modes and manners of the ruling and aristocratic elites. 

The examination of the portraits aims to demonstrate that the artist’s 

growing popularity with the elite stratum of the bourgeoisie was predicated 

upon his ability to imbue their portraits with the appearance and allure of 

their royal and aristocratic counterparts. 
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CHAPTER I:  

BECOMING WINTERHALTER 

 

Among the chief merits of the admirable portraits by 

Herr Winterhalter is the high degree of likeness he is 

capable of achieving. We have not previously 

encountered in this artist’s portraits such masterful 

combination of noble faces, intelligent countenance, and 

the overall tasteful compositional arrangements as he 

had attained here. We have no doubt that the painter 

drew inspiration from the happy occasion of having our 

beloved Grand Ducal couple as the subjects for his 

portraits.93  

 

Introduction 

Thus begins a rather effusive review of Winterhalter’s lithograph, Portrait of 

Leopold I Großherzog von Baden (fig. 1.1). The print was based on the artist’s 

oil portrait of the same sitter, which was completed in 1831 (fig. 1.2) and 

exhibited, together with its pendant, Portrait of Sophie Wilhelmine 

Großherzogin von Baden, at Karlsruhe’s Öffentliche Kunstaustellung, in 1832 

(figs. 1.3 and 1.4). The article went on to praise the artist for the remarkable 

quality of the large-scale lithograph, and that the ostensible lack of polish of 

the lithographic slate (which allowed for the grain of the stone to show 

through) did not detract from the overall quality of the work, but instead 

enhanced the depth of shadows and clarity of contrasts. The review was 

completed by the following statement: 

For quite a while we have been clamouring to obtain high quality 

portraits of our beloved Grand Ducal couple. We should be infinitely 
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grateful to the artist who was able to satisfy this truly universal desire 

with such beauty and grace.94  

The article, which appeared in Kunstblatt on 9 October 1832, reveals that by 

the age of twenty eight, Winterhalter was equally proficient in oil painting 

and lithography, and that his stature as a professional portraitist was being 

acknowledged. The exhibition review will be used as a platform for a careful 

re-examination of Winterhalter’s formative years in order to demonstrate 

that the artist’s lithographic apprenticeship and academic tuition played an 

important role in evolution of his career as an elite portrait specialist.  

Winterhalter’s depiction of the Grand Duke of Baden on an outdoor terrace 

in a riding habit with hardly any signifiers of sovereign status appears far 

removed from traditional royal representations. However, this did not 

perturb the reviewer, who enthusiastically recommended the portrait to his 

readers as an authoritative image of the sovereign. The Grand Duke’s 

appearance illustrates the fact that royal portraiture had undergone a 

substantial transformation prior to the 1830s, and that Winterhalter was 

already thoroughly familiar with the changes that had occurred in official 

representations of the ruling elite. The second part of the chapter will argue 

that Winterhalter’s earlier lithographic portraits of Bavarian and Austrian 

sovereigns, on which he worked in Munich in the middle of the 1820s, were 

of pivotal significance to his understanding of the iconographic innovations 

that had occurred within the genre of royal portraiture in response to the 

changing socio-political climate of the late eighteenth and early nineteenth 

centuries. The chapter will also show that the portrait of the Grand Duke of 

Baden is inextricably linked to his succession to the throne, and it will 

consider the extent to which the sitter’s biographical details as well as 

broader contemporary socio-political events shaped the sovereign’s official 

representation.  
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Portraits from the Menzenschwand and Freiburg 

Periods, 1815-1823. 

A remarkable early self-portrait, drawn by Winterhalter at the age of ten or 

eleven, shows the young artist gazing intently at the viewer, stooping down 

in readiness to make his first mark upon the blank sheet of paper (fig. 1.5). 

The adolescent is dressed properly but modestly, indicating (perhaps 

involuntarily) his humble station in life through his ill-fitting clothes. He is 

seated within a sparse interior enlivened only by a religious picture on the 

background wall showing the silhouette of St Francis Xavier (the artist’s 

name saint). While a certain awkwardness can be detected in the drawing, 

and especially in the proportions of the head and hands in relation to the 

rest of the body, the self-portrait is a salient statement of Winterhalter’s 

innate artistic talents. It demonstrates that in spite of his tender age, the 

young artist was sufficiently versed in the established visual vocabulary to 

inform the viewer about his social background, education, religion, and even 

his artistic aspirations as if already, at this early age, he had made a 

conscious decision to dedicate himself to the genre of portraiture.  

The disarmingly honest image succinctly encapsulates Winterhalter’s 

childhood. He was born on 20 April 1805 in the rural Black Forest village of 

Menzenschwand in South-Western Germany.95 He was the seventh (but 

third surviving) child of the local farmer Fidel Winterhalter (1773-1863) and 

his wife, Eva Mayer (1765-1838) (figs. 1.6-1.7).96 Nestled in a picturesque 

valley and surrounded by snow-covered mountain peaks, Menzenschwand 

was not endowed with grand historic edifices or celebrated art collections. 

The nearest architectural landmark, the Baroque cathedral of the Sankt 

Blasien monastery, was nearly two hours away by foot.97 A few years after 
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Winterhalter’s birth, it was secularised, and one of its former monks, Fr. 

Joseph Berthold Liber (1781-1854), became pastor and teacher at the local 

church.98 Pastor Liber emerged as a pivotal figure during Winterhalter’s 

childhood and adolescence. He recognised the boy’s innate artistic talents 

and nurtured his creative spirit through rudimentary drawing instruction: 

Winterhalter’s exercise books from this early period are covered with 

landscape sketches and architectural studies (fig. 1.8). 

Pastor Liber was also instrumental in channelling Winterhalter’s creative 

energies towards a tangible career path. Artistic blood ran in his veins, as 

two of Winterhalter’s maternal cousins, Joseph Mayer and Franz Sales 

Mayer, displayed a similar aptitude for drawing early in their lives.99 Pastor 

Liber had arranged for them to be apprenticed in engraving and lithography 

in Freiburg-im-Breisgau, the nearest important commercial, ecclesiastical 

and educational centre, which also boasted a thriving publishing industry.100 

He proposed a similar path for Winterhalter. Liber assisted the boy’s father 

to raise the necessary four hundred gulden for board and tuition, and in the 

autumn of 1818 the aspiring thirteen-year-old artist was enrolled in the 

Freiburg studio of Karl Ludwig Schuler (1785-1852).101 Within a year, 

Schuler’s studio had merged with the respected lithographic and publishing 

house of Bartholomäus Herder (1774-1839), where Winterhalter spent the 

next four years, from 1819 to 1823.102 

Education is one of the primary ‘social elevators’ of vertical mobility.103 The 

apprenticeship in lithography was the most pragmatic solution to continue 

nurturing Winterhalter’s innate artistic talents while allowing him to acquire 

a professional trade that guaranteed a solid source of income. This pathway 

also marked his transition from the rural working class to an artisan middle-
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class milieu. Lithography was a relatively new invention, barely older than 

Winterhalter himself. It was patented by Aloys Senefelder (1771-1834) in 

Munich in 1799, and became the first printing method to challenge the 

supremacy of woodblock and copper-plate printing (fig. 1.9). Its application 

to the arts was invaluable. For the first time artists were able to copy or 

reproduce original works of art with wax crayon on specially prepared 

transfer paper as they would with charcoal or pencil on any ordinary 

sheet.104 Furthermore, the lithographic printing method was less time-

consuming than woodblock or copperplate, and it was embraced by printers 

and publishers as the most effective means of offering the consumer 

affordable reproductions of famous and popular works of art.105  

The true extent of Winterhalter’s artistic output during this period remains 

unknown, as the apprentices’ template drawings and prints were rarely 

signed.106 However, the surviving sketches and Winterhalter’s letters suggest 

that his studies followed the traditional academic progression of drawing 

antique casts, écorché figures, life models, and draperies (figs. 1.10-1.12).107 

He learnt the history of European art by osmosis while preparing lithographs 

after the Old Masters.108 He also worked on portrait prints. For example, 

Portrait of Friedrich Leopold Graf zu Stolberg-Stolberg (fig. 1.13) can be 

attributed to Winterhalter on the basis of a preparatory drawing that was 

executed by him at the young age of fourteen or fifteen (fig. 1.14).109 It bears 

witness to Winterhalter’s progress as an artist and lithographer. 

Friedrich Leopold Graf zu Stolberg-Stolberg (1750-1819) was the head of an 

ancient noble dynasty, a career diplomat, renowned poet, writer, classical 

scholar, and religious reformer.110 At first glance, any conspicuous signifiers 
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of Stolberg’s social standing or literary, scholarly, and theological pursuits 

appear to be absent from the portrait. The focus is on the Count’s serene 

and benevolent visage. The sources of this distinct facial expression, which 

has traditionally permeated the portraits of social elites, can be traced to the 

teachings of the Royal Academy of Painting and Sculpture in France, the 

curriculum of which exercised a lasting influence on European art 

institutions throughout the eighteenth and nineteenth centuries.111 An 

important contribution to the academic syllabus was made by Roger de Piles 

(1635-1709), whose authoritative Cours de Peinture (1706) was translated 

into numerous European languages. A chapter of his discourses is dedicated 

to portraiture. He naturally identifies likeness as being of the utmost 

importance in a portrait.112 As will be demonstrated throughout the thesis, 

Winterhalter arguably possessed an innate ability to capture faithful 

resemblances of his sitters. However, there is no doubt that his skills were 

honed and perfected during his lithographic apprenticeship through the 

repeated exercise of sketching and copying.  

De Piles was not averse to a certain degree of flattery, for he believed that an 

authentic likeness could still be obtained even when natural blemishes and 

deformities were disguised.113 A comparison between Winterhalter’s portrait 

drawing of the Count and the lithograph after it shows that already at this 

early stage of his career, he was developing a flair for flattering his subjects 

through his ability to mediate between individual likeness and universal 

idealisation. There is a close correlation between Stolberg’s portrait and the 

drawings of antique heads and busts on which Winterhalter worked during 

this period (fig. 1.11). It can be discerned in the polished features of the 

Count’s face, the detailed attention paid to the locks of his cascading hair, 

and the carefully contoured folds of his garments. Winterhalter’s reliance on 

antique prototypes during the formative years of his career would manifest 

itself in his later oeuvre by the regularised proportions of his sitters’ facial 

features and the smooth, alabaster-like texture of their skin. 
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Despite a permissible degree of flattery, De Piles appealed to artists to 

transcribe accurately the sitters’ “air” (l’air)—as elaborated in the following 

paragraph:  

Stop, take notice of me: I am that invincible king, surrounded with 

majesty; – I am that valiant commander who struck terror everywhere or 

who by good conduct has had such glorious success; – I am that minister 

who knew all the springs of politics; – I am that magistrate of 

consummate wisdom and probity; – I am that man of letters who is 

absorbed in sciences; – I am that wise and sedate person whom the love 

of philosophy has raised above desires and ambition; – I am that pious, 

learned, and vigilant prelate; – I am that protector of fine arts and lover of 

virtue; – I am that famous artisan who was so singular in his 

profession.114  

The quote illustrates that—apart from capturing a faithful yet pleasing 

resemblance—the  artist was expected to reveal not only the sitter’s public 

role but also to convey a distinctive bearing and countenance which were 

(believed to be) indelibly associated with the subject’s profession and social 

position. Discourses on portraiture by the eighteenth-century 

encyclopédistes, including such influential philosophers and art critics as 

Étienne La Font de Saint-Yenne (1688-1771) and Denis Diderot (1743-84), 

echoed de Piles’ treatise inasmuch as they evaluated the artist’s skills by his 

or her ability to discern within the portrait the sitter’s occupation and 

station in life.115 This discourse was supported by the popular belief in 

physiognomic studies, which, in the second half of the eighteenth century 

were championed by the Swiss philosopher Johann Caspar Lavater (1741-

1801). His celebrated Physiognomische Fragmente zur Beförderung der 

Menschenkenntnis und Menschenliebe (1775) was illustrated by hundreds 

upon hundreds of thumbnail portrait sketches, each of which was 

accompanied by a detailed description elucidating the social, professional, 

and national differences of the depicted subjects.116 Lavater’s treatise, which 

was published in numerous editions throughout the late eighteenth and 
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nineteenth centuries, became an important blueprint for figurative artists in 

general and portrait painters in particular.117 

The conviction that the social position and occupation are imprinted on the 

face and overall demeanour reflects a traditional belief that the 

physiognomic (as well as physical) features of the upper classes were 

markedly different from those of the working classes:  

The occupation of the higher classes is principally intellectual while that 

of the lower classes is manual work. Permanent intellectual activity gives 

to a face ‘an intelligent expression’ … The play of facial muscles, their 

combination, the expression of the eyes, the attitude of the body, and so 

on, becomes quite different from those which are shaped by purely 

physical work.118 

On the one hand, the serene and dignified expression of Friedrich Leopold 

Graf zu Stolberg-Stolberg in Winterhalter’s portrait can be ascribed to the 

practicality of posing. The painting manuals of the era argued that, as sitting 

for a portrait took place over a prolonged period of time, it was impossible to 

maintain either a smile for hours on end without it dissipating into an 

unnatural grimace, or a serious mien without it devolving into an expression 

of boredom.119 Therefore, a calm and dignified demeanour was the easiest for 

the sitter to adopt and for the artist to capture. On the other hand, 

considered in the context of the discourses on physiognomy and portraiture 

during this era, the Count’s facial expression would have been interpreted by 

nineteenth-century viewers as being inseparable from—and reflective of—his 

noble status, piety, and intellectual pursuits.120 As the thesis will 

demonstrate, this specific physiognomic archetype will continue to inform 

Winterhalter’s subsequent portraits as one of the defining aspects of his 

sitters’ social position.  
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Portraits from the Munich Period, 1823-1830. 

After four years of apprenticeship in Freiburg-im-Breisgau, Winterhalter 

grew restless. Though only seventeen years old at the time, he resolved to 

break his contract with Herder, whose tersely-worded letter to the artist’s 

father reveals the depth of his frustration over losing one of his most gifted 

pupils.121 Winterhalter relocated to Munich in the early spring of 1824 and 

commenced working for a number of leading printmakers including Ludwig 

Albert von Montmorillon (1794-1854), Ferdinand Piloty (1786-1844), and 

Joseph Anton Selb (1784-1832).122 The choice of Munich undoubtedly 

reflected Winterhalter’s ambition to study at the Bavarian Academy of Fine 

Arts, which was then considered one of the most prestigious tertiary art 

institutions in German-speaking Europe. In March 1824, Winterhalter 

enrolled in the Academy’s department of lithography.123 Assistance with 

tuition fees came through the mediation of the Karlsruhe-based financier, 

industrialist and philanthropist, David Seligmann Freiherr von Eichthal 

(1755-1850).124 Von Eichthal was personal banker to Ludwig I, Grand Duke 

of Baden (1763-1830), and he used his influence at court to secure for 

Winterhalter an annual stipend of two hundred gulden from the Grand 

Duchy’s Fonde für Kunste und Wissenschaften.125 While it was well within 

von Eichthal’s means to support Winterhalter from his own pocket, his 

decision to involve the Grand Duke indicates an awareness of the traditional 

importance that court patronage still held in European art circles, as well as 

the unparalleled opportunities such patronage would offer in the future. As 

will be demonstrated later in this chapter, the Baron’s foresight was 

prescient. 
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Winterhalter’s belief in the role that tertiary education played in social 

advancement is evident from his letters home: “I must attend the Academy 

and work diligently … for academic study is what really matters, and if in 

time I should wish for favour from court, or an appointment, they would look 

for an academic education.”126 In another passage he writes: “We often have 

to tear ourselves away violently from our lithography, for although we are 

earning money, the actual learning is not making progress.”127 The income 

from lithography afforded the young artist a lifestyle that gained him entry 

into Bavarian artistic and social circles.128 His own sense of ‘upward 

mobility’ is expressed in a self-portrait from the time of his relocation to 

Munich (fig. 1.15). While the young painter’s eyes are still burning with 

artistic intensity, in contrast to the early self-portrait from the 

Menzenschwand period, the provincial cap is gone. The fashionably unkempt 

hair cascades around the smooth oval of the carefully delineated face, which 

is permeated with calm and confident demeanour. The former ill-fitting 

jacket and shirt are replaced with a tailored frock coat, starched chemise, 

and a silk cravat. The self-portrait is a fitting illustration to a passage from 

one of Winterhalter’s letters to his parents, where he described Munich as an 

urban metropolis where “one has to be very well dressed simply to be 

ordinary”, requiring a wardrobe of fine linen shirts, decent waistcoats, and 

leather boots that are not “Menzenschwand clodhoppers”.129 

The young artist arrived in Munich during an auspicious period. His main 

employers, Piloty and Selb, were engaged upon a gargantuan task of 

lithographing more than four hundred Old Master works in the Bavarian 

royal collection.130 Apart from executing a substantial portion of the work 
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themselves, Piloty and Selb also employed such notable masters of 

lithography as Wolfgang Flachenecker (1792-1847), Joseph Anton Sedlmayer 

(1797-1863), and Joseph Steingrübel (fl.1804-38). Winterhalter’s 

unmistakeable stylistic touch in the rendering of faces, hair, draperies, and 

foliage is evident within a number of these lithographs.131 It suggests that 

the artist was entrusted with producing scaled grisaille copies of the Old 

Masters as templates for lithographers and actively assisted his masters in 

the production process. Five of the lithographs were fully entrusted to 

Winterhalter (see, for example, figs. 1.16 and 1.17), and their publication 

attracted critical attention:  

Herr Winterhalter’s recent portraits after Bordone and Van Dyck are 

truly worthy of admiration. His portrait after Van Dyck succeeds in 

every respect and can be counted undoubtedly among the best recent 

lithographic productions. The combination of accuracy and character of 

the original, strong solidity and delicate handling, excellent modelling, 

purity of the grain and clarity of shadows are combined to form a 

beautiful whole.132  

The article, which appeared in Kunstblatt on 10 April 1826, constitutes the 

first known published reference to Winterhalter. It provides testimony to the 

young artist’s significant progress in technical skill and professional abilities 

when he was barely twenty years old and still a student at the Fine Arts 

Academy.   

Winterhalter’s direct involvement with royal portraiture also came about 

through his engagement with lithography, beginning with the Portrait of 

Maximilian I Joseph, King of Bavaria (fig. 1.20), after Joseph Karl Stieler 

(1781-1858). At first glance, the portrait represents an iconographical 

conundrum as it is not based on a known portrait by Stieler, nor does the 

King’s appearance in a simple jacket fit with conventional representations of 

royalty.133 The sources of royal iconography in the Western-European 
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tradition can be traced back to the Hellenistic era when rulers began 

instructing their artists to base their portraits on the statues of deities.134 

After Rome’s conversion to Christianity, pagan iconography was absorbed 

into the hagiography of Christian saints, whose imagery was in turn adapted 

for the representational needs of the ruling elites. Portraits of royalty 

frequently included the gilded throne of the Virgin and the imposing 

columns of the Temple; the floating baldachins which stand for the clouds 

concealing the Heaven; and the billowing curtains alluding to the Jacob’s 

ladder as a metaphor of the monarch’s direct contact with the divine 

authority.135 The conflation of religious and secular symbolism imparted a 

semi-divine status upon the ruler and reinforced the doctrine of rule by 

divine right. The placement of monarchs on raised platforms or daises 

elevated them physically, symbolically, and psychologically, thereby 

separating and differentiating them hierarchically from the rest of humanity. 

Art historians agree that royal portraiture attained its apogee during the 

Baroque era, particularly in the powerful Portrait of King Louis XIV of France 

by Hyacinthe Rigaud (1659-1743), where the individual representation is 

conflated with the allegorical embodiment of the nation and the institution of 

monarchy (fig. 1.21).136 Through the traditional exchange of portraits 

between sovereigns and employment of French (or French-trained) portrait 

painters at foreign courts, Rigaud’s archetypal portrait d’apparat became the 

authoritative template for subsequent representations of ruling elites 

throughout Europe, modified as necessary to accommodate changing 

fashions, national insignia, and the gender of individual sovereigns.137 

Joseph Stieler’s Portrait of Maximilian I Joseph, King of Bavaria, completed by 

the artist in 1822, demonstrates the perpetuation of Rigaud’s powerful 

iconographic archetype well into the nineteenth century (fig. 1.22). 

Official portraits of monarchs were most frequently commissioned to mark 

their succession to the throne. Commissioning further portraits at regular 

intervals throughout their reign and multiplying the authoritative 
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representations through copies and prints became an important vehicle for 

promoting the institution of monarchy, ensuring its continuous public 

visibility, and demonstrating the rulers’ ongoing commitment to the 

performance of their duties. High-quality copies in oils were gifted to high-

ranking courtiers, public officials, and prominent supporters of the 

monarchy. They also served as tools of external diplomacy through the 

traditional exchange of portraits between sovereigns and heads of 

government. Relatively affordable print reproductions placed royal portraits 

within the reach of the most humble households of the realm. The 

omnipresent royal images stood for government authority, inspired loyalty 

and respect, and gave citizens of the realm a sense of collective identity and 

belonging. 

The semiotic significance and public visibility of the royal portrait demanded 

that only elite practitioners of the genre were entrusted with its production. 

In Munich, the prestigious post of the official painter to the King was 

occupied by Joseph Stieler, who, from 1812, was responsible for producing 

the authoritative representations of the sovereign and his family.138 The fact 

that Winterhalter was entrusted with lithographing Stieler’s portraits asserts 

the high reputation and professional standing that the young artist enjoyed 

at the time. However, as mentioned above, Winterhalter’s lithographic 

portrait differs considerably from Stieler’s official prototype. While it echoes 

faithfully the monarch’s three-quarter-view profile and the gaze that 

transcends beyond the limits of the picture plane, the regal garments are 

discarded in favour of a simple shirt and dark jacket, the top buttons of 

which are undone, struggling to contain the King’s expanding frame. No 

crown burdens his brow, and the background of the picture is abstracted. 

The humble row of military and honorary badges on his lapel is the only 

signifier of the monarch’s status. The absence of an original portrait by 

Stieler and the stylistic analysis of the lithograph suggest that Winterhalter 

may have been fully responsible for the preparatory pastiche, which 

amalgamated Stieler’s 1822 portrait d’apparat with Stieler’s lesser-known 

portrait of the King seated at the desk (fig. 1.23).139 
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The appearance of deviations from traditional royal imagery can be traced 

back to the middle of the eighteenth century when the Enlightenment 

movement challenged the absolutism of autocracy; and when the public 

response to royal portraits indicated that purely allegorical representations 

of monarchs were no longer either acceptable or satisfactory.140 The vox 

populi clamoured for what Rainer Schoch terms the Handlungsporträt—a 

portrait that captured the monarch in the act of performing royal duties. 

One of the most popular archetypes to emerge from that era was the cabinet 

de travail portrait, showing the monarch as the premier public servant of the 

realm, signing documents, conversing with ministers, and attending 

responsibly to his governing duties.141 Stieler’s cabinet de travail portrait of 

the King demonstrates that the new iconographic prototype had gained 

popularity throughout the courts of Europe. Furthermore, in the wake of the 

1789 French Revolution, the assassination of King Louis XVI of France 

(1754-93), the usurpation of the crown by Napoléon I (1769-1821), and the 

latter’s ease of making and unmaking the monarchs of Europe, shattered the 

unshakeable belief in the sacrosanctity of the crown and the divine right of 

kings. Handlungsporträts provided visual justification for the restoration and 

ultimate survival of the institution of monarchy. 

Winterhalter’s lithographic portrait of the King of Bavaria, showing the 

monarch wearing a simple black jacket, denotes a further departure from 

traditional royal representations. Roger de Piles firmly instructed artists to 

portray their sitters in garments most reflective of their social position and 

occupation. However, he could not have foreseen the irreversible sartorial 

transformations caused by the galvanising events of the French Revolution 

when the manner of dress became tantamount to the expression of political 

allegiances.142 The threatened elites were forced to discard their flamboyant, 

pastel-tinted court costumes, embellished with intricate embroideries and 

sparkling gems, in favour of the sombrely-coloured garments of the Third 

Estate.143 The sartorial beacon of male fashion shifted from France to 

England, where, from the second half of the eighteenth century, the socio-
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political virtues were equated with simplicity in dress.144 The rest of Europe 

followed suit, and men’s garments gradually dissolved into the egalitarian 

anonymity of blacks, greys, browns, and blues. The ubiquitous frock coat 

favoured by the professional and merchant classes became an indispensable 

item of clothing.145 The King of Bavaria’s simplified appearance illustrates 

the monarch’s keen appreciation of the changed socio-political climate and 

his desire to construct a more modest and sympathetic image.  

Winterhalter’s lithograph encapsulates the new contemporary monarchic 

ideal that the sovereign wished to project. Maximilian I Joseph’s reign was 

distinguished by the initiation and implementation of numerous important 

political, social, educational, religious and welfare reforms.146 He steered 

Bavaria through the turbulent era of the Napoleonic wars, the dissolution of 

the Holy Roman Empire, redistribution of the German lands, and 

preservation of the state’s territorial gains.147 By placing the emphasis on 

Maximilian’s civic virtues and service to the nation rather than his 

hereditary prerogatives, the portrait visually justifies his privileged position 

at the helm of the constitutional monarchy. The prominent hoop earring in 

his right ear echoes the distinctive jewellery worn by the southern-German 

supporters of the French Revolution, and stands for the King’s allegiance to 

the revolutionary ideals of constitutional monarchy through parliamentary 

representation.148 The averted gaze, the ill-fitting jacket, and the absence of a 

definable background symbolically reject the notion that the portrait was the 

result of a predetermined act of posing. It conveys a sense of spontaneity 

and informality creating an illusion that the king has been caught unawares 

by the artist in his private office and is impatient to resume his official 

duties. The textural qualities of the lithographic stone echo the tactility of 

the pastel medium imparting a further sense of immediacy as well as 

intimacy to the portrait. The bust-length cropping and the oval format 

recreate the feel and style of a miniature to be treasured and cherished by 

the beholder in public and in private.149 The unflinchingly realistic portrayal 

of the monarch’s bulbous nose, full cheeks, and double chin, reflective of the 
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Biedermeier influence on the portraiture of the period, further endears 

Maximilian to the viewer and adds to the overall sympathetic image of the 

monarch as a familiar father-figure and surrogate parent to his subjects. 

Winterhalter’s lithograph Portrait of Franz I, Emperor of Austria (fig. 1.25) is 

also based on the original painting by Joseph Stieler (fig. 1.24). It introduced 

the artist to another dominant archetype of the Handlungsporträt, which 

represented the monarch as military leader. It served as an alternative visual 

justification of the ruler’s privileged position by focusing attention upon his 

traditional headship of the country’s armed forces and his role as the 

ultimate protector of his subjects. Traditionally, portraits of monarchs in a 

military uniform were ancillary to their archetypal representation in 

ceremonial court garments reflecting the official separation of the military 

uniform and formal court dress. However, from the middle of the eighteenth 

century, the sovereigns of Sweden, Germany, Austria, and Russia, who wore 

regimentals on a regular basis, began posing in military uniforms for their 

official representations, spreading the popularity of the military uniform 

portrait across the courts of Europe.150 

The military uniform became widely accepted as formal, court, and day dress 

during—and in the aftermath of—the French Republican and Napoleonic 

wars.151 By discarding flamboyant court garments in favour of the sobering 

colours of the national uniform, the ruling elites demonstrated their 

patriotism and loyalty to their nations; subordination to service in the 

country’s military forces; and, given their vanguard role on the battlefield, 

their readiness to sacrifice themselves in defence of their subjects. This point 

is illustrated most poignantly in two extensive portrait cycles depicting the 

sovereigns and generals of the Allied forces, which were commissioned 

respectively by the Prince of Wales (future George IV, 1762-1830) from Sir 

Thomas Lawrence (1769-1830) for the Waterloo Chamber at Windsor Castle 

(fig. 1.26), and by Alexander I, Emperor of Russia (1777-1825), from George 

Dawe (1781-1829) for the 1812 Gallery at the Winter Palace in St Petersburg 

(fig. 1.27).152 The most striking of the paintings feature imposing full-length 

portraits of the sovereigns and victorious generals of the Allied nations, 
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whose svelte, attenuated silhouettes in the patriotic colours of their 

respective national uniforms loom large above the low horizons with 

dramatic skyscapes conveying their assertive leadership and fearless 

heroism on the battlefield (figs. 1.28-1.30)    

Similarly to Maximilian I Joseph, Franz I initiated and implemented during 

his reign a wide range of important administrative, political, educational, 

and welfare reforms while steering his country through the turbulent era of 

the Napoleonic wars, the break-up of the Holy Roman Empire, and the 

subsequent formation of the Austrian Empire with territorial gains in 

Hungarian, Bohemian, Polish, and the Balkan regions.153 However, unlike 

the King of Bavaria, the Emperor of Austria took an active part in the 

Napoleonic campaigns, and his portrait features prominently in both the 

Windsor Castle’s Waterloo Chamber and the Winter Palace’s 1812 Gallery 

(fig. 1.31). The lithographic portrait of Franz I in military uniform is broadly 

reflective of the preferred iconography of the Austrian monarch, who 

portrayed himself as an unwilling military hero, forced “against his wishes 

and judgement to become involved in wars.”154 Winterhalter follows closely 

Stieler’s original portrait of Franz I in the parade uniform of the Austrian 

hussars (fig. 1.24). The order of the Golden Fleece, the personal order of the 

Habsburg Dynasty and the highest distinction among the catholic sovereigns 

of Europe, establishes his elevated social status. The distinctive ribbon of 

the Order of Maria-Theresa, the highest military decoration of the Austrian 

Empire, attests to his military prowess, as do further awards and 

decorations that weigh heavily on his jacket.155  

The contemporary monarchic ideal shifts in the portrait of Franz I from 

purely civic virtues and administrative responsibilities to an emphasis on 

governmental authority through military valour. A careful analysis of Franz 

I’s iconography provides persuasive evidence that (with a few notable 

exceptions) the Emperor of Austria preferred to be shown in military attire. 

Stieler’s portrait both continued and contributed to the Emperor’s dominant 

representational modality. Franz I invariably appeared in military uniform 

(as opposed to court or civilian attire) at his semi-weekly public audiences 
                                                           
153

 Wheatcroft 1996, 242-6. 
154

 Wheatcroft 1996, 244. 
155

 The Emperor’s medals and decorations are enumerated in detail in Neue Pinakothek 2003, 498-
502. 



71 
 

which were open to his subjects from every social stratum of his realm.156 

Therefore, Winterhalter’s faithful reproduction of Stieler’s portrait in the 

relatively affordable medium of lithography facilitated the wider circulation of 

the Emperor’s image that would have been most familiar to the broadest 

cross-section of his subjects.  

Altogether, Winterhalter executed lithographs after at least six of Joseph 

Stieler’s portraits of the King of Bavaria, Emperor of Austria, and their 

families (see, for example, figs. 1.18-1.19).157 These lithographs emerge as 

the artist’s initial introduction to—and direct interaction with—royal 

portraiture. They familiarised him with the dominant mode of contemporary 

royal representations as well as the iconographic changes within the genre 

that had encapsulated the new socio-political ideals of the ruling elite in the 

aftermath of the French Revolution and the Napoleonic Wars. The 

publication of the lithographs attracted favourable reviews in the press, 

revealing the wide public awareness, as well as acceptance, of these 

innovative forms of royal portraiture.158 Winterhalter was complimented on 

his progress and achievement in the field of lithography, and especially on 

his ability to capture satisfactory likenesses of the sitters. His skills in 

conveying “delicate nuances of skin tones” and contrasting textures of 

fabrics and materials were also acknowledged.159 As this study will 

demonstrate, such compliments would form a recurrent refrain in the 

critical appraisal of Winterhalter’s subsequent works. 

 

Portraits of Leopold I, Grand Duke of Baden, 1831-

1832. 

Winterhalter completed his studies at the Munich Academy in the summer 

of 1827, and undertook a brief trip around notable Bavarian landmarks in 

Landshut, Regensburg, Nürenberg, Pommersfelden, and other towns.160 The 

Grand Ducal patronage continued, and apart from the ongoing stipend of 
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two hundred guldens, in 1828 the artist was also appointed as drawing 

master to the family of Ludwig I’s morganatic half-brother, Leopold Graf von 

Hochberg (1790-1852).161 While the appointment required Winterhalter to 

travel regularly to Karlsruhe, the artist committed himself to remain in 

Munich, where he continued deriving income from lithography.162 His 

independent portrait practice was also burgeoning.163 In the middle of 1825, 

Winterhalter began painting in oils for the first time, and his relatively quick 

grasp of the medium greatly augmented the development of his career.164 

A momentous occasion took place in Winterhalter’s life in March 1830, when 

his erstwhile patron, Ludwig I, Grand Duke of Baden, died without 

legitimate male issue, and was succeeded by his half-brother, who ascended 

the throne as Leopold I.165 The latter continued the patronage of the artist. 

Winterhalter had already had an opportunity to showcase his talents to the 

new ruler by producing watercolour portraits of the Grand Duke’s family.166 

In recognition of his talents, Winterhalter’s position was elevated from a 

humble drawing instructor to that of official portrait painter to the Grand 

Ducal court in everything but name.167 This change in status and the 

volume of ensuing portrait commissions necessitated Winterhalter’s move in 

1831 from Munich to Karlsruhe, where he initially lodged with the court 

physician, Dr Johann Wich (1789-1839), at Innerer Zirkel 8, directly 

opposite the Grand Ducal palace.168 The move was commemorated by a 

spirited self-portrait sketch, in which his dramatically unkempt wavy hair, 

piercing enquiring gaze, and jovial demeanour exude the debonair spirit of a 

young successful artist (fig. 1.32). The sartorial sophistication of the tailored 

jacket and shimmering black silk scarf position him as a confident and 

comfortable habitué of his patrons’ courtly circles.  
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The full-length and life-size Portrait of Leopold I Großherzog von Baden (fig. 

1.33) was among the most important commissions undertaken by 

Winterhalter during this time. It is a direct illustration of the royal tradition 

of commissioning official portraits to mark the ruler’s succession to the 

throne and their ascent to the apex of the social pyramid. The monarch had 

opted for the archetypal representation of the sovereign as the nation’s 

military leader. The portrait depicts the Grand Duke in Baden’s elite Third 

Dragoon Regiment’s dark-blue uniform with red and silver epaulettes, collar 

and cuffs. A selection of military and civil decorations, including the yellow 

sash of the Order of the House of Baden, the Cross of Zähringer Löwen, the 

Stars of Badische Hausorden and Carl-Friedrich-Verdienstorden, and the 

ceremonial dress sword complete the official image.169 The uniform and 

accessories establish the monarchic persona of the ruler and present him as 

a figure of deference and authority while demonstrating his loyalty, 

patriotism and dedication to service in the country’s armed forces and 

preparedness to act as the ultimate defender and protector of his subjects. 

The low vantage point, the heroic upward gaze and the contrapposto stance 

visually and symbolically elevate the ruler above the viewer. However, no 

physical barrier separates him from the spectator, demonstrating the 

approachability and accessibility of the sovereign. 

The choice to represent Leopold I as a military leader references his 

background, for in his youth the Grand Duke participated in the Napoleonic 

campaigns and his squadron was among the first Allied regiments to enter 

Paris.170 It has to be remembered that Leopold was not born in the purple. 

He was the eldest of four children born to Karl Friedrich, Grand Duke of 

Baden (1728-1811), and his second wife, Luise Karoline Freiin Geyer von 

Geyersberg (1768-1820). While of noble descent, she was not of royal blood, 

and therefore the marriage was considered morganatic. Although their 

children were officially recognised and ennobled as counts (and countesses) 

von Hochberg, they were not eligible to succeed to the throne of Baden. 

However, as the Grand Duke’s descendants left no legitimate male issue or 

remained unmarried, Baden faced a succession crisis.171 Lest its territories 

were partitioned among neighbouring states, succession rights were granted 
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to the Hochberg family, with Leopold duly inheriting the throne in 1830. The 

preceding margraves and grand dukes of Baden traditionally posed for their 

official portraits in suits of armour or military uniforms bedecked with 

military orders and official decorations.172 It can be argued that Leopold I’s 

decision to pose in a military uniform for his first official portrait was 

informed strategically by his desire to reassert his legitimacy on the throne 

of Baden by producing an authoritative image that fitted seamlessly within 

the ancestral galleries of preceding sovereigns. 

The portrait is indebted to contemporary representations of European 

monarchs by François Gérard (1770-1837) and Thomas Lawrence, and 

especially to the latter’s Portrait of Alexander I, Emperor of Russia (fig. 1.30). 

The sources of this influence can be traced back to Stieler, who studied with 

Gérard in Paris and worked with Lawrence in Vienna. Winterhalter’s 

admiration for Lawrence is well documented, and later in life he would 

assemble a representative selection of prints after the artist’s works.173 

Portrait of Leopold I Großherzog von Baden is one of the earliest 

manifestations of Winterhalter’s appreciation of the British painter. 

Alexander I (1777-1825) was related to Leopold, and was instrumental in 

securing his succession rights.174 It can be argued that the iconographic 

indebtedness of the Grand Duke’s portrait to that of the Emperor of Russia 

not only placed it within the tradition of royal representations of the period 

but also reasserted the Grand Duke’s legitimacy on the throne of Baden and 

his equality among his fellow sovereigns.  

Winterhalter’s full-length portrait of the Grand Duke was, physically, the 

largest painting produced by the artist to date, and certain awkward 

passages can be detected in the physical proportions and overall stiffness of 

the figure. Winterhalter appears to have been more confident at this stage of 

his career with painting on a more modest scale, as witnessed by the three-

quarter-length portrait of the Grand Duke from the same year (fig. 1.2). The 

angle of the head and the hairstyle suggest that both portraits may have 

been derived from the same posing sessions. However, in the second 

portrait, Leopold is shown seated on a terrace near a table and wearing a 
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dark-green riding habit. The unfastened buttons and the carelessly 

discarded cap and gloves in the lower left foreground suggest either a recent 

arrival or an imminent departure. The rolled-up papers and folded letters are 

representative of the documents to be signed and petitions to be considered. 

The portrait evokes the cabinet de travail prototype: the emphasis on 

Leopold’s performance of his royal duties is shifted from military leadership 

to civic responsibilities. Like Winterhalter’s Portrait of Maximilian I Joseph, 

King of Bavaria, the unfastened jacket and the averted gaze deny the 

intention of posing. They imbue the portrait with the palpable sensation of 

restless energy, depicting a monarch who is impatient to interrupt the 

portrait sitting in order to resume his duties as the country’s premier civil 

servant and the exemplary hardworking ruler. 

Winterhalter’s portraits of the Grand Duke are also noteworthy for the first 

appearance of landscape backgrounds within the artist’s oeuvre. Landscape 

backdrops were a recurrent compositional staple of portrait painters for they 

accounted for the source, direction, and quality of light and assisted in 

creating a sense of spatial unity within the composition. In royal and 

aristocratic portraiture, landscapes stood for palace grounds and were 

symbolic of the sitter’s land-owning status.175 From the middle of the 

eighteenth century, under the influence of Jean-Jacques Rousseau (1712-

78) and the philosophers of the Enlightenment, situating the sitter within a 

landscape imbued the portrait with the notion of moral self-improvement 

and spiritual enlightenment through direct communion with nature.176 The 

presence of naturalistic landscapes in German portraiture in particular 

reflects the worship of nature advocated by Wolfgang von Goethe (1749-

1832) and Friedrich Schiller (1759-1805), who were instrumental in 

championing the burgeoning development of the Romantic Movement and 

the parallel evolution of Germany’s national school of landscape painting.177 

In the aftermath of the Napoleonic wars and redistribution of German lands, 

the study, contemplation, and depiction of landscape in German art equated 

with the search for national identity and stood as a “signifier of patriotic 
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spirit” as encapsulated in the paintings of Caspar David Friedrich (1774-

1840).178 As historians Oscar Fischer and Max von Boehm pointed out:  

The Germans have Napoleon to thank for the awakening of their national 

consciousness; he brought the nations that he found disunited into 

union … and he was the first to evoke the idea of a common fatherland 

among the hundreds of small states into which Germany was then 

divided.179   

The landscape backgrounds in Winterhalter’s portraits of the Grand Duke 

refer to the sprawling gardens surrounding his palace in Karlsruhe. While 

they are another signifier of his monarchic persona, they also emphasise the 

sovereign’s physical accessibility and connection with his subjects. With the 

Grand Duke’s feet firmly planted on Badenese soil in the traditional 

evocation of landed ownership, the landscape background would have been 

read by nineteenth-century viewers not only as a manifestation of his landed 

status but also as a symbol of Leopold’s patriotism and national pride. 

Leopold’s satisfaction with Winterhalter’s portraits—and his belief that they 

constituted his most authoritative representations—was reflected in his 

decision to have them lithographed. Winterhalter arguably had little 

competition in Karlsruhe as a portrait painter.180 The Grand Duke’s decision 

to entrust the artist with lithographing the second portrait (together with the 

corresponding pendant of his wife (see figs. 1.3 and 1.4) demonstrates that 

the monarch also considered him as the premier specialist in this medium. 

As shown in the aforementioned exhibition review, the public embraced the 

new image of their sovereign. They were satisfied that the likeness was 

faithful, and that the artist was able to capture the “noble face” and 

“intelligent countenance” that were becoming of a monarch. Capturing the 

Grand Duke in the act of attending to his governing duties justified his 

social elevation and accession to the throne of Baden.  

The positive reception of the portrait validated the Grand Duke’s trust in the 

young artist’s talents. Apart from ongoing portrait commissions, the ultimate 

expression of his gratitude was a stipend that allowed Winterhalter to 
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undertake a two-year study trip of Italy.181 The Grand Duke had benefitted 

in his youth from a classical education that included the obligatory Grand 

Tour, and the educational importance of Italy remained forever ingrained on 

his mind.182 Winterhalter’s awareness that a trip to Italy was considered the 

pinnacle of artistic education was demonstrated in a letter, which he had 

written to his father upon the completion of his studies at the Munich 

Academy in 1827.183 However, the artist had resisted the lure of the south at 

the time most likely due to his meagre pecuniary circumstances. The Grand 

Duke’s generosity made the coveted trip feasible. The artist left Karlsruhe in 

1832, and his sketchbooks of drawings and watercolours trace his progress 

through Italy.184 Inscriptions on these drawings record that Winterhalter 

travelled to Milan, Venice, Florence, Genoa, Naples, Padua, and Rome, where 

he assiduously copied from the Renaissance masters, including Bellini, 

Leonardo, Perugino, Raphael, Titian, and Veronese (figs. 1.34 and 1.35). His 

watercolours, previously limited to the monochromatic grisaille of 

lithographs and ink-wash portraits, exploded in a myriad of colours as he 

rapidly sketched picturesque vistas of luscious green gardens, snow-covered 

mountain peaks, azure shorelines, shaded grottos, and romantic ruins (figs. 

1.36 and 1.37).185 

A foundation was also laid for the highly engaging genre scenes of 

Mediterranean peasants. The initial anecdotal sketches of dark-haired, 

almond-eyed maidens with angelic, dimple-cheeked children soon melded 

into complex multi-figure compositions which depicted them celebrating the 

end of the harvest, playing music, dancing with a tambourine, or sheltering 

                                                           
181

 I am grateful to Dr Alexander Eiling, Dr Dorit Schäfer, and Astrid Reuter M.A., for facilitating my 
access to Winterhalter’s watercolours and print portraits of the Grand Ducal Family in the collection 
of the Staatliche Kunsthalle, Karlsruhe. 
182

 See Oster 2007, 117–121; and Häfner 1990. 
183

 Franz Xaver Winterhalter in Munich to his parents in Menzenschwand, 3 August 1827; quoted in 
Mayer 1998, 92. On the importance of Italy for Winterhalter’s contemporaries, see Karlsruhe 2010. 
184

 See Kaiser 2012. I am grateful to Ms Kaiser for facilitating access to the artist’s sketch albums in 
Private Collections; to Dr Felix Reuße for showing me drawings from Winterhalter’s Italian period in 
the collection of the Augustinermuseum, Freiburg-im-Breisgau; and to Herr Michael Venator, of 
Cologne, for sharing with me images of Winterhalter’s drawings from the Italian period in his 
collection. See also Appendix, cat. nos. D103-D113. 
185

 See Kaiser 2012 for more examples. I am grateful to Ms Elisabeth Kaiser for facilitating access to 
these images in a private collection. 



78 
 

from the midday sun (figs. 1.38-1.40).186 Zwei Kinder am Wasser (By the 

Garden Pool) is an exception in Winterhalter’s oeuvre of the Italian period 

inasmuch as it is believed to represent children from the aristocratic 

Villafranca family (fig. 1.42).187 This supposition is confirmed by the absence 

of exaggerated emotions and expressive gestures, or any references to 

physical labour or street busking. Instead, a tranquil mood of dreamy reverie 

reigns over the painting. The two children are seated on the ground and 

contemplate wild flowers at the edge of the pool without abandoning their 

upper-class dignity, sentimental countenance, and gentle melancholy. The 

setting of the painting is, likewise, neither a field nor a forest, but a 

landscaped garden—a symbolic affirmation of their family’s landed status—

decorated with a giant fountain of sculpted cherubs that echo the playful 

innocence of the children in the foreground.  

Zwei Kinder am Wasser demonstrates the profound influence of Italy on 

Winterhalter’s oeuvre. Building upon his assiduous studies from the Old 

Masters and antique sculpture, as well as engagement with contemporary 

genre painting, the poses in Winterhalter’s painting became more natural, 

and the foreshortening of bodies and limbs more masterly and assured. The 

seeming simplicity of the portrait belies its rigorous strength and 

compositional structure. The two prominent intersecting diagonals are 

anchored by the central pyramidal grouping of the seated children. Parallel 

lines in the arrangement of folds, limbs, and background details reverberate 

from the main axis and infuse the composition with a sense of rhythmic 

movement across the picture plane. Winterhalter’s earlier charming portrait 

group representing the three eldest children of the Grand Duke of Baden (fig. 

1.41), drawn only a few years prior, already appears awkward, stiff, and 

claustrophobic by comparison. 

A significant metamorphosis also occurred in Winterhalter’s technical and 

stylistic approaches to painting. Under the Italian skies, the sombre 
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tonalities of his Munich and Karlsruhe periods were gradually modified. A 

brighter palette of reds, blues, greens, and yellows came to dominate, and 

the judicious infusion of white heightened the overall colour scheme of his 

canvasses. The dappled shimmer and tonal gradations of landscape 

backgrounds leave no doubt that the artist left the confines of his studio to 

closely observe the fleeting atmospheric effects of dazzling sunlight and 

elusive shadows. The energetic brushwork, hitherto reserved for 

watercolours and lithographic stone, also made its transition into oil 

painting. Details of faces and limbs were still executed with a meticulous 

degree of finish, moulded through multiple glazes of barely perceptible 

brushstrokes. The treatment of garments and landscape backgrounds 

gradually loosened up and was rendered with greater technical freedom. 

The Mediterranean idyll came to a close in the summer of 1834, and upon 

arriving in Karlsruhe the artist threw himself back into the genre of 

portraiture, impatiently applying his newly-developed painting techniques 

and feeling for colour to his chosen metier. As will be demonstrated in 

subsequent chapters, following the Italian sojourn, Winterhalter’s portraits 

acquired a greater sense of naturalness and corporeality. They became less 

mannered and posed; his colour palette brighter and more luscious; the 

atmospheric effects clearer and more realistic; and the painterly style more 

fluid and vigorous. Feeling his protégé’s education complete, the Grand 

Duke of Baden formally appointed the artist as his official portrait painter.188 

However, in December 1834, within a few months of his official appointment, 

Winterhalter packed up his easel and brushes and relocated to Paris, 

whence his reputation as the internationally renowned elite portrait 

specialist was to be launched.  

 

Conclusion 

The three self-portraits illustrated in this chapter have traced the artist’s 

journey from rural Menzenschwand to the Grand Ducal court in Karlsruhe. 

They illustrated the progressive improvement of his professional skills as 
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artist and lithographer. They also reflected his social ascent, which was 

captured in his self-portraits not only by the increasing sophistication of his 

garments but also by the serene facial expression, which, in the context of 

the nineteenth-century physiognomic studies, reflected his upwardly-mobile 

aspirations toward a higher social milieu. 

The chapter had demonstrated that the lithographic apprenticeship in 

Freiburg-im-Breisgau and Munich were pivotal to Winterhalter attaining an 

intimate knowledge and understanding of the genre of royal portraiture as 

well as of the iconographical transitions which took place within the genre in 

response to the socio-political environment of the era. The lithographic 

portraits of the Bavarian and Austrian sovereigns demonstrated that in the 

aftermath of the French Revolution and Napoleonic wars, the ruling elites 

were altering the focus of their official representations to emphasise their 

continuing importance to their subjects as dedicated civil servants and 

fearless military leaders.  

The lessons learned by the artist in Munich were successfully applied to his 

first independent foray into the genre of royal portraiture in official 

representations of Leopold I, Grand Duke of Baden, whom he captured in 

two of the main iconographical archetypes of contemporary ruling elite: as a 

military leader and a public official. Considering the portraits in the context 

of the Grand Duke’s biography and the socio-political climate also positioned 

them as reflections of the sitter’s own social mobility and illustrated the 

underlying representational concerns of the Grand Duke as the legitimate 

monarch of a sovereign nation. The following chapters will demonstrate the 

ongoing application of the knowledge gained by Winterhalter during the 

formative period of his career to his subsequent oeuvre.  
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CHAPTER II: 

DEFINING THE CONSTITUTIONAL MONARCH 

 

Introduction 

The previous chapter has established the pivotal importance of the 

lithographic apprenticeship and academic tuition in the formation of 

Winterhalter’s professional career. Examination of his portraits has 

demonstrated the progressive improvement of the artist’s technical skills as 

well as his awareness of the new monarchic ideals that sovereigns wished to 

project through their official representations. Public exhibition of his 

portraits of Leopold I, Grand Duke of Baden, acknowledged his growing 

stature as a portrait specialist and bestowed upon him his first official 

accolades. As argued by Jutta Dresch, however, Winterhalter’s success at 

the court of Karlsruhe was predicated partially on the absence of comparable 

painters who could have been capable of challenging Winterhalter’s 

supremacy in the genre of portraiture.189 The situation proved to be 

substantially different in Paris and London, where Winterhalter found 

himself within a crowded art market where royal patronage was eagerly 

pursued, and where a number of artists had already sought to create 

definitive images of their respective sovereigns. This chapter will consider the 

artist in the context of contemporary French and British portraiture to 

determine the specific skills that distinguished Winterhalter among his 

competitors for royal commissions. 

The chapter will focus on the Portrait of Louis-Philippe, King of the French, of 

1839 (fig. 2.1), and Portrait of Victoria, Queen of Great Britain, of 1843 (fig. 

2.3); as well as two group portraits, Louis-Philippe, King of the French, 

Receiving Queen Victoria and Prince Albert at the Château d’Eu, 8 September 

1845 (fig. 2.2) and The Royal Family (Queen Victoria, Prince Albert, and their 

Five Eldest Children) (fig. 2.4). It will continue interrogating the paintings as 

Handlungsporträts and analyse the extent to which surrounding social and 
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political events had shaped the images of these respective rulers. A 

comparison between the portraits of the two royal families will determine the 

artist’s ability to attune his brush to reflect the underlying representational 

concerns of individual patrons. 

 

Portrait of Louis-Philippe, King of the French (1839). 

No single document has emerged to date to explain Winterhalter’s 

momentous decision to exchange the relative comfort and steady 

employment of the Karlsruhe court for that of an unknown future in Paris, 

where he arrived in December 1834. There is little doubt that the reputation 

of the French capital as the cultural beacon of Europe had been impressed 

upon the artist throughout the formative years of his career. Both Bavarian 

and Badenese sovereigns had close cultural and family ties with France.190 

Winterhalter’s mentor, Joseph Stieler, maintained that his time at the Paris 

studio of the portrait painter François Gérard was a career-defining 

experience.191 Last but not least, Winterhalter’s well-documented friendship 

with artists from the French Academy in Rome, centred around its director 

Horace Vernet (1789-1863), is cited as the ultimate catalyst behind 

Winterhalter’s conviction that the vibrant Parisian art scene offered greater 

professional opportunities for an ambitious young painter than the 

comfortable though provincial Karlsruhe court.192 

Winterhalter’s first professional steps in Paris demonstrate that his move 

was considered carefully and strategically. He settled at 17 rue des Petits 

Augustins in the artists’ quarter, directly opposite the Académie des Beaux-

Arts and across the river from the Louvre, the site of regular contemporary 
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art exhibitions popularly known as the Salon.193 Exhibitions at the Salon 

had long been recognised as an important marketing vehicle for artists 

inasmuch as they provided an unparalleled opportunity to showcase their 

talents to a wide cross-section of potential clients.194 The tradition of listing 

addresses in exhibition catalogues facilitated direct contact between artists 

and patrons.195 It accounted for the large concentration of studios in the 

immediate vicinity of the Louvre, which included Winterhalter’s first three 

recorded Parisian addresses in the rue des Petits Augustins (today’s rue 

Bonaparte) and the nearby rue de Lille.196  

Winterhalter decided to launch his career in Paris with portraiture and made 

his Salon debut with a Portrait de femme.197 Neither the image nor the 

precise identity of the portrait’s sitter is known, but the quality of the 

painting must have been of sufficient standard to be accepted by the jury.198 

The portrait, however, was completely overlooked by the exhibition reviewers 

and failed to generate the critical approbation that had followed the artist in 

Munich and Karlsruhe. Winterhalter realised, quickly and perceptively, that 

the French Academy adhered to the strict hierarchy of genres, codified by 

André Félibien (1619-95) in the mid-seventeenth century, whereby artistic 

reputations were established and maintained by large-scale, multi-figure 

subject pictures which demonstrated the painter’s technical abilities and 

artistic imagination.199 Portraiture, on the other hand, was considered a 

minor genre, a mere trade, barely superior to landscape and still-life 

painting, for it limited the artist to the slavish copying of the sitter’s features 

and garments, and was perceived to be an exercise motivated primarily by 

the patron’s vanity and the painter’s financial concerns.200 

Winterhalter’s determination to enhance his artistic reputation on the 

Parisian art scene was demonstrated by his decision to return to genre 

paintings which had dominated his artistic output during his Italian sojourn 
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of 1832-1834. The resulting works—most notably Il dolce farniente (fig. 2.5) 

and The Decameron (fig. 2.6), which were exhibited in 1836 and 1837 

respectively—caused a sensation at the Salon.201 The public flocked to see 

them; the prominent contemporary art collectors of the day sought to 

acquire them; and the Salon reviewers (almost unanimously) praised 

them.202 Official recognition followed suit, with the artist being awarded a 

Second Class Medal in 1836 and the highly coveted First Class Medal in 

1837.203 Within two years of his arrival in Paris, Winterhalter had succeeded 

in proving to the French academic establishment his professional acumen 

and ability to compete within the respected categories of history and genre 

painting. At the same time, the artist utilised his public and critical success 

to solidify his reputation as a portrait painter. He continued demonstrating 

his dedication to the genre by regularly sending portraits to the Salon.204 

After 1838, following the enthusiastic critical reception of Winterhalter’s 

Portrait of Napoléon-Alexandre Berthier, 2nd Prince and Duke de Wagram, with 

his daughter, Malcy Berthier de Wagram (which will be discussed in a greater 

detail in the fourth chapter), the artist devoted himself (almost) exclusively to 

portraiture.205  

The exact circumstances under which the French Royal Family commenced 

their patronage of Winterhalter remain unclear. No primary materials, such 

as diary entries or correspondence, have come to light to explain the decision 

of Louis-Philippe, King of the French (1773-1850), to entrust his portrait to 

the German newcomer “whose name was a challenge for every Frenchman to 

pronounce.”206 Winterhalter’s earliest royal commissions date from 1838. 

However, they are intimately-scaled half-length likenesses of the younger 

sons of the King, and of his married daughters living abroad (figs. 2.7-2.10). 

They were neither shown at the Salon nor recorded on the King’s Civil List, 

suggesting that they were commissioned privately and possibly by a family 

member other than the King. An obscure reference in a letter of the King’s 

                                                           
201

 See Paris 1836, 196, no. 1851; and Paris 1837, 196, no.1853. 
202

 Winterhalter’s Italian genre scenes from the early Parisian period are discussed in depth in Barilo 
von Reisberg, 2015, 32-39. On the reception of Winterhalter’s paintings by French art critics, see also 
Chabanne 2015, 40-44. 
203

 AMN, Salon X (1836, 1837), np. 
204

 See, for example, Paris 1837, 196, nos. 1855 and 1856. 
205

 See Paris 1838, 202, nos. 1798 and 1799. 
206

 Kunstblatt 1837, 178. 



85 
 

eldest daughter, Louise-Marie, Queen of the Belgians (1812-50), who was 

among the sitters in these early works (fig. 2.8), states that her portrait 

“being for my Aunt, was much according to her wish and taste.”207 The 

passage implies that the first commissions were initiated by the King’s 

wealthy, powerful, and influential sister, Princesse Adélaïde d’Orléans (1777-

1847), known as Mme Adélaïde.208 According to the same letter, both Louis-

Philippe and his wife, Marie-Amélie, Queen of the French (1782-1866), were 

present at the sittings, and expressed a favourable opinion of the quality of 

the likeness attained by Winterhalter in his portraits.209 

The previous chapter has established that official representations of 

monarchs were most frequently commissioned to celebrate their succession 

to the throne. Commissioning further portraits at regular intervals 

throughout their reign was an important vehicle for promoting the 

institution of monarchy, ensuring its public visibility, and demonstrating 

ongoing commitment to the performance of its duties, not the least of which 

was patronage of the arts.210 By the time Winterhalter was awarded his first 

royal commission, Louis-Philippe had been on the throne for nine years. The 

economic downturn and the ensuing social and political unrest during 1837 

and 1838 were the most likely causes that required a fresh image of the King 

to motivate the masses and reassure the public in the stability of the 

monarchy.211 

At this time, however, Louis-Philippe would have found it difficult to choose 

an artist to whom such commission could be entrusted. The relative scarcity 

of copies and prints after the King’s earlier portraits by Nicholas Gosse 

(1787-1878), Louis Hersaint (1777-1860), and Horace Vernet, which were 

completed between 1831 and 1833, suggests that none of the painters were 

deemed as having succeeded in their task of furnishing a definitive image of 

the monarch (figs. 2.11-2.13). As such, they did not merit a repeat 

commission. François Gérard, who was responsible for the celebrated 

portrait of the monarch of 1833 (fig. 2.14), was dead, as were the elite 
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portrait specialists of the previous generation, Jacques-Louis David (1748-

1825) and Antoine-Jean Gros (1771-1835). Jean-Auguste-Dominique Ingres 

(1780-1867), the most respected French painter of the era, was away in Italy 

as Director of the Académie des Beaux-Arts in Rome. He accepted portrait 

commissions reluctantly, and laboured for years on their completion.212 As 

far as the remaining artists on the Parisian art scene were concerned, the 

critics could not find a single redeeming feature in the works of Claude-

Marie Dubufe (1790-1864), the most fashionable society portraitist of the 

day.213 The reasons behind the King’s reluctance to entrust his new portrait 

either to Charles-Émile Callande de Champmartin (1797-1883), the most 

critically acclaimed portrait painter of the day, or to Ary Scheffer (1795-

1858), a highly respected academic painter and his children’s art tutor, 

remain unknown.  

The art historian Richard Ormond calls Louis-Philippe’s decision to award 

the official portrait commission to Winterhalter “a tribute to the court’s nose 

for talent.”214 It also should be borne in mind that the Salon exhibitions took 

place at the Louvre, then a wing of the royal palace. The King was a 

passionate art collector in his own right, and regularly attended Salon 

exhibitions with his family. The exhibitions came under the direct 

supervision of Auguste, Comte de Forbin (1779-1841), and Alphonse, 

Vicomte de Cailleux (1788-1876), respectively Director and Deputy Director 

of the Royal Collections. They prepared a detailed memorandum for the King 

each year, where outstanding works of art were enumerated, promising 

newcomers were carefully noted, and the most prominent artists were 

nominated for an award.215 Winterhalter was no exception as Forbin and 

Cailleux minuted his success at the Salon and nominated him for medals in 

1836 and 1837.216 Thus by 1838, Winterhalter enjoyed a burgeoning artistic 

reputation, while the above-mentioned favourable opinion of his skills by the 

King and his family, backed by professional commendations of his museum 

staff, arguably encouraged Louis-Philippe to entrust his new portrait 

commission to a relative newcomer and a foreigner. On 25 March 1839, 
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Vicomte de Cailleux wrote succinctly to the Intendant Général of the Maison 

de Roi:  

Following His Majesty’s orders, M. François Winterhalter, painter, has 

been commissioned to execute a full-length portrait of His Majesty… I 

have the honour to propose M. l’Intendant Général to set the price for the 

portrait at five thousand francs.217 

Winterhalter depicted the King standing, full-length, in a semi-turn to the 

left (fig. 2.1). The military uniform, decorations and the dress sword evoke 

the archetypal military leader. In a similar fashion to Winterhalter’s Portrait 

of Leopold I Großherzog von Baden (fig. 1.33), Louis-Philippe is shown as a 

figure of deference and authority as well as the ultimate protector of his 

subjects. The traditional accoutrements of royal iconography, including the 

regalia, columns, curtains, and landscape background establish the status 

of the sitter, while the Charter of 1830, on which the King rests his right 

hand, illustrates the constitutional nature of his rule. Winterhalter followed 

broadly the pictorial prototypes established by Louis-Philippe’s earlier 

portraits, which had signalled a decisive break with the official imagery of 

the King’s predecessors on the French throne. For example, Gérard’s 

coronation portraits of Louis XVIII (1755-1824) and Charles X (1757-1836), 

monarchs of the Restoration period who had reigned from the fall of 

Napoléon in 1814 until the July Revolution of 1830 (figs. 2.15-2.16), closely 

follow the traditional representations of the ancien régime autocracy as 

encapsulated by Antoine-François Callet (1741-1823) in his portrait of the 

ill-fated King Louis XVI (1754-93) (fig. 2.17). The three portraits are variants 

of Rigaud’s archetypal portrait d’apparat of their ancestor, King Louis XIV of 

France (1638-1715) (fig. 1.21), and feature the opulent robes richly 

embroidered in gold and silver, edged with ermine, and embellished with the 

Fleur-de-Lys, the heraldic symbol of the Bourbon dynasty. Both pre- and 

post-Revolutionary monarchs are placed in sumptuous interiors with 

thrones, columns, curtains, and prominently displayed regalia. Their 

physical elevation on the dais or staircase landing symbolised their 

hierarchal superiority over their subjects. Although Louis XVIII and Charles 

X were constitutional monarchs, there is no indication of any curtailed 

powers in their official representations, reflecting their policies to excise the 
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legacies of the French Revolution and Napoleonic Empire from the pages of 

history.218 

Winterhalter’s portrait of Louis-Philippe illustrates the monarch’s persistent 

efforts to distance himself from his Bourbon predecessors. He was a scion of 

the Orléans dynasty (a junior branch of the French royal family), whose 

successive generations had been subjected to innumerable ignominies by 

their regnant cousins.219 The Orléans family had initially supported the 

French Revolution: Louis-Philippe’s father, Philippe, Duc d’Orléans (1747-

93), known as Philippe Égalité, had voted for the death of King Louis XVI and 

Queen Marie-Antoinette (1755-93), while Louis-Philippe enlisted in the 

Republican Army and led the French forces to victory at the battles of Valmy 

and Jemmapes.220 However, after defeat at the battle of Neerwinden on 18 

March 1793, Louis-Philippe was denounced as a traitor and forced to flee to 

avoid arrest and execution. During the Terror, his father was sent to the 

guillotine, while his mother and brothers were imprisoned.221  

After years of wandering around Europe and the Americas, he eventually 

settled in London, making an uneasy reconciliation with the surviving 

brothers of Louis XVI, and returning to France upon the restoration of the 

Bourbon Monarchy in 1814. When Bourbon rule was overthrown by the July 

Revolution in 1830, Louis-Philippe accepted the invitation of the provisional 

government to become the head of the new constitutional monarchy. Upon 

his accession to the throne, he rejected suggestions to follow the numerical 

order of his predecessors, and instead of becoming Louis XIX or Philippe VII, 

he chose to style himself Louis-Philippe I.222 Likewise, he rejected the 

autocratic title of ‘King of France’ preferring the more egalitarian and 

patriotic title of ‘King of the French.’223 He never commissioned the 

customary portrait d’apparat and chose to appear in his official images as a 

military leader, visually justifying his privileged position as the head of the 

constitutional monarchy by focusing public attention on his loyalty, 

patriotism, and service in the armed forces. Winterhalter’s portrait 
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contributes to Louis-Philippe’s preferred mode of representation, which 

reaffirmed the ideological break with the Bourbon rule and emphasised the 

establishment of a new ruling dynasty.  

The proclamation of a constitutional monarchy following the July Revolution 

alleviated Europe’s fears of further social unrest and renewed threat of 

French military aggression. However, Louis-Philippe’s acceptance of the 

throne was not greeted with universal approbation. Supporters of the 

Bourbon dynasty, popularly known as the Legitimists, claimed that Louis-

Philippe had usurped the crown from Henri, Duc de Bordeaux (1820-83), the 

grandson of the deposed Charles X and legitimate heir to the Bourbon 

throne.224 The crowned heads of Europe questioned the moral implications of 

Louis-Philippe, a scion of one of the oldest royal houses, accepting the crown 

from a revolutionary government.225 Furthermore, the forced marriage in 

1692 between Louis-Philippe’s ancestor, Philippe II, Duc d’Orléans (1674-

1723), and Mlle Françoise-Marie de Bourbon (1677-1749), an illegitimate 

daughter of King Louis XIV and Marquise Athénaïs de Montespan (1640-

1707), euphemistically referred to as the “tache originelle de 1692,” had 

stripped the Orléans dynasty of its succession rights.226 It can be argued 

that, in a similar vein to Winterhalter’s representation of Leopold I, Grand 

Duke of Baden, Louis-Philippe’s choice to portray himself in a military 

uniform was guided by his desire to place his official portraits within the 

dominant mode of contemporary royal portraiture in order to reassert his 

legitimacy on the French throne and his equality among Europe’s 

sovereigns.  

Louis-Philippe’s active service in the Republican Army was one of the 

decisive factors that justified the provisional government’s resolution to offer 

him the crown, for, as the argument ran, he had fought for France and never 

against France, unlike his Bourbon cousins who fought with the Coalition.227 

The military uniform, therefore, stands as an illustration of Louis-Philippe’s 

past, present, and future commitment to service in the French armed forces 

in defence of the nation. The monarch’s attire in his official portraits also 
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references the solemn swearing-in ceremony during which he was 

proclaimed King, and to which, instead of traditional regal robes, he wore a 

military uniform.228 However, this choice of dress is also where Louis-

Philippe’s appearance in Winterhalter’s portrait begins to deviate from the 

hitherto established iconography of the King. The majority of his earlier 

portraits commemorated the fact that, at the ceremony, Louis-Philippe wore 

the uniform of the Officer of the National Guard in the distinctive colours of 

red, white, and blue. The National Guard was created during the French 

Revolution and largely consisted of recruits and volunteers from the lower 

and middle classes, who were the major force behind the July Revolution of 

1830.229 Louis-Philippe’s appearance in the National Guard uniform put him 

on equal footing with citizens from all social strata and acknowledged their 

pivotal role in the overthrow of the Restoration monarchy and their support 

of his candidature on the throne of France. However, for the first time in the 

King’s iconography, he appears in Winterhalter’s portrait not in the uniform 

of the Officer of the National Guard but in that of Lieutenant-General of the 

Kingdom. While the portrait perpetuates the tradition of the 

Handlungsporträt by representing the monarch’s authority through military 

valour, Louis-Philippe’s choice of uniform expresses the greater authority 

and stability of his government at the end of the first decade of the July 

Monarchy.  

The display of royal regalia on the left hand side of the portrait includes the 

Crown, the Sceptre, and the Hand of Justice.230 They establish the sitter’s 

status as a sovereign and provide an important historical link with past 

monarchies of France to reaffirm his legitimacy on the throne. The presence 

of the tricolour cockade, symbol of the French Revolution of 1789, and the 

Legion of Honour, the highest award of the French nation instituted by 

Napoléon I, contrasts with their absence from official images of the 

Restoration monarchy. Louis XVIII and Charles X banned visible signifiers of 

the Revolutionary and Napoleonic eras, and any reference to these regimes 
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was similarly censored in literature, music, theatre, and fine arts.231 Louis-

Philippe, on the other hand, abrogated these laws.232 The display of the 

Revolutionary and Napoleonic insignia in Winterhalter’s portrait stands for 

the King’s acknowledgement of the irreversible political changes of the 

preceding decades and his adherence to its legacies. In contrast to the 

Bourbon rulers, Louis-Philippe does not wear the official insignia of the 

ancien régime which was revived during the Restoration. Instead, he 

supplements his decorations with the Order of Leopold I, the highest award 

of the neighbouring kingdom of Belgium. Its ruler was the King’s son-in-law, 

Leopold I (1790-1865), who had also gained his crown by being elected 

(rather than by succeeding) to the Belgian throne after the country attained 

its independence from the Netherlands in 1831, and who, similarly to Louis-

Philippe, had styled himself patriotically ‘King of the Belgians’ (fig. 4.1). The 

inclusion of the Belgian order among Louis-Philippe’s decorations stands for 

the diplomatic ties between the two kingdoms and visually acknowledges 

elective constitutional monarchies as legal sovereign entities of 

contemporary Europe. 

One of the most crucial elements of the portrait is the Charter of 1830, 

which was solemnly signed by Louis-Philippe upon his election to the 

throne. It rests upon the table by the King’s side and is clearly identified by 

the large letters tooled in gold on its spine. Louis-Philippe places his hand on 

the Charter in a traditional oath-swearing gesture, demonstrating his 

unwavering allegiance to the principles of the constitution. However, 

previous depictions by Gérard and Vernet represented the monarch actively 

engaging with the Charter by either holding it in his hands or gesticulating 

towards its open pages. For the first time in Louis-Philippe’s iconography, 

the pages of this important document are shut. It is a powerful metaphor for 

the greater stability and authority the King felt—or wished to impress upon 

the subjects—about his position on the throne at the end of the first decade 

of the July Monarchy.233 Nevertheless, the strategic positioning of the 
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Charter in front of the royal regalia continues to symbolise the basis of 

Louis-Philippe’s rule by the will of the people rather than by hereditary right.  

Winterhalter appears to have been the first among Louis-Philippe’s 

portraitists to banish the last vestiges of psychological alienation between 

the ruler and his subjects. While most of Louis-Philippe’s earlier portraits 

show the monarch within an enclosed environment of a generic palatial 

setting, the King is placed emphatically in Winterhalter’s portrait on the 

terrace of the Palais des Tuileries, the parapet of which descends directly to 

the adjoining popular promenade grounds of the Tuileries Gardens.234 The 

sweeping alleyways lead directly to the Luxor Obelisk and the Triumphal 

Arch, both of which were completed during Louis-Philippe’s reign. They are 

yet another acknowledgement of the Napoleonic legacies as well as a symbol 

of the monarchy’s prosperity under the Orléans rule.235 The absence of a 

physical barrier in the portrait’s foreground is mirrored in the lack of gates 

or railings in the background to intimate the openness and accessibility of 

the Citizen-King.236 The white gloves clasped in his left hand and the 

gleaming spurs of his boots suggest an imminent departure to attend 

political, social, or charitable obligations, and capture the monarch in the 

act of performing his royal duties. 

The emphasis on Louis-Philippe’s location in the heart of Paris not only 

reiterates the direct link between the King and his people, but also 

references the historical association between the city of Paris and the 

Orléans dynasty. Unlike the former royal family, who traditionally resided at 

Versailles, the primary residence of the Orléans family was the Palais Royal, 

located just north of the Palais des Tuileries.237 The Palais Royal was an 

inextricable part of the dynasty’s personal and collective identity. Upon the 

commencement of his reign, Louis-Philippe celebrated the association 

between his family and the city by commissioning extensive decorative cycles 
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for the Palais Royal that commemorated the important role played by the 

Orléans dynasty and their palace in the history of Paris and France.238 In the 

early years of the July Monarchy, the Orléans were even reluctant initially to 

relocate from their beloved palace to the official seat of the monarchy at the 

Tuileries.239 The portrait documents their eventual move in 1832, which was 

seen as a symbolic gesture to confirm the legitimacy of the new monarchy 

and the new dynasty on the throne of France.240  

Winterhalter’s capable management of details and accessories, as well as of 

the coherent compositional and tonal structure of the painting, focus the 

viewer’s attention on the figure of the King. Louis-Philippe’s upright stance 

and elongated shape are accentuated by the vertical thrust of the sword, 

column, and curtain, which echo the monarch’s silhouette. The portrait 

displays Winterhalter’s increasing predilection to gently flatter his sitters by 

elongating their physique, which reflects the belief that height, litheness, 

and symmetry were considered an indelible physical attribute of the social 

elites that further enhanced their noble bearing and regal countenance.241 

The viewer’s attention is drawn to the contrast between the dark cloud 

formations in the background and Louis-Philippe’s brightly illuminated face. 

The King’s serene and benevolent facial expression (as established in the 

first chapter) corresponds with his elevated social position. Winterhalter 

does not disguise the physical age of the monarch, who would have been in 

his mid-sixties at the time the portrait was painted. As de Piles had argued, 

age adds to the character “in the faces of heroes and men of rank, 

distinguished by their dignities, virtues, and great qualities,”242 while 

longevity in itself was considered an attribute of the upper classes reflective 

of good nutrition and medical care that were superior to those available to 

the lower social milieus.243 

Winterhalter tamed Louis-Philippe’s bouffant toupee, and the semi-profile 

partially disguises the famous pear-shaped silhouette of the King’s head, 
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which was a god-send to the political caricaturists of the era (fig. 2.19). He 

accentuated Louis-Philippe’s famous Bourbon physiognomy, of which the 

King was very proud. The aforementioned “tache originelle de 1692”, the 

forced marriage between members of the junior branches of the royal family 

and illegitimate children of King Louis XIV, which also affected the princely 

Condé and Conti families, created a social subset, who were no longer ‘royal 

enough’ to marry among the reigning houses of Europe, but still ‘too royal’ to 

intermarry with the ‘common’ aristocracy.244 It initiated a tradition of 

endogamous unions among the houses of Orléans, Condé and Conti, which 

resulted in the amplification of the Bourbon blood in their veins. 

Descendants of these unions, including Louis-Philippe, looked more like 

their illustrious ancestor, the Sun King, while the legitimate princes on the 

throne of France increasingly resembled their blond and blue-eyed Teutonic 

cousins.245 Resemblance to one’s ancestors was highly prized, for it 

demonstrated the ancientness and purity of bloodlines, and the 

physiognomic similarities between the “Sun King” and the “Citizen-King” 

were frequently commented upon at the time.246 The portrait demonstrates 

that Louis-Philippe strategically deployed his resemblance to Louis XIV as 

another legitimising aspect of his placement on throne of France and of his 

equality with fellow sovereigns of Europe.  

The trust placed by Louis-Philippe in the relative newcomer from Germany 

was richly paid off when the portrait was exhibited at the Salon of 1839 and 

received unprecedented critical praise.247 It was unprecedented because 

Louis-Philippe’s portraits at the previous Salons barely attracted attention of 

the art reviewers.248 It was unprecedented also because the French art 

critics, in deference to the French Academy’s strict hierarchy of genres, 

focused predominantly on discussing historical and genre pieces within the 

exhibition, allotting only a nominal space for their opinion of portraiture. 

And yet, they spent pages upon pages expounding upon the virtues of 
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Winterhalter’s portrait.249 Lastly, it was unprecedented, because, in the 

climate of strict press censorship, the Salon reviews of official portraits and 

government commissions frequently contained thinly-veiled attacks upon the 

government and its policies, and yet the critical opinion of Winterhalter’s 

portrait remained overwhelmingly positive.250 The art critic Jules Janin 

declared rapturously from the pages of L’Artiste: 

Upon entering the grand Salon Carré, you find yourself in the presence of 

King Louis-Philippe I, the most patient, most obliging, most affable, and 

most courageous model citizen of his kingdom. This year the honour of 

executing the portrait of the King befell upon M. Winterhalter… Of the 

three portraits exhibited by him, the portrait of the King is perhaps the 

best; without doubt, it also would have been the most challenging.251 

Janin recognised Winterhalter’s ability to capture and convey the 

physiognomic attributes, facial expression, and overall countenance that 

were deemed indelible markers of the sitter’s exalted rank: 

The study of the head is meticulous; all the character traits are replete 

with intellect; his gaze is so piercing; and the royal bonhomie, which is so 

difficult to render, is perfectly comprehended by the artist, and is as 

perfectly conveyed. He did not age his sitter; he did not make him look 

younger. He represented him just as he is, firm and righteous, vigorous 

and alert … He was careful not to make the king sad, pensive, and 

melancholic, or in a jovial mood. He did much better than that: he 

represented him calm and serene.252 

Janin believed the artist’s skills distinguished him from his fellow portrait 

painters adding approvingly:  

Over the last eight years, we have seen such a variety of His Majesty’s 

portraits! This year’s portrait is one of the best that has ever been 
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exhibited. M. Champmartin, M. Scheffer, M. Dubufe could not have done 

better.253  

His commendation of the portrait was shared by Decamps who declared in 

Le National: “Never before was the figure of [the King] painted with so much 

truth and character… This is definitely a portrait historique.”254 Barbier 

opined that Winterhalter had succeeded in encapsulating Louis-Philippe 

within the new representational modality of modern monarchy:  

The portrait of the King is beautiful, well composed, full of serene dignity, 

without stiffness, without posing. It makes sense, in our day and age, to 

represent royalty from this noble and simple angle.255 

Negative criticism of Winterhalter’s artistic acumen and technical abilities 

was largely absent, but more than one eyebrow was raised by the subtle 

shifts in Louis-Philippe’s iconography. This included the alternative choice of 

uniform, a more emphatic expression of monarchic privileges, and the shut 

pages of the Charter, which were seen by some as the monarch’s attempt to 

exceed his constitutional powers. For example, Walsh fumed: 

And here we have an official portrait [of Louis-Philippe] which bears little 

resemblance to any that were exhibited over the past eight years. This is 

no longer a uniform of the National Guard with the white pantaloons of 

rough calico or twill cotton. It is the outfit of the Lieutenant-General, with 

gold embroideries and woven garnet trousers… Gold blazes from every 

corner of the picture, on the velvet, on the carpet, on the brocaded 

curtains, and on the table where there is no longer a cockaded hat, but a 

crown of gold enriched with pearls and precious stones; and near this 

resplendent diadem is a red book, with its pages shut, upon which he, 

the King of the French, presses his hand. Do you know what it is? It is 

the Charter of 1830, the Charter of Truth …256 

Louis-Philippe’s resemblance to the Sun King was also noted with some 

concern as yet another alleged indication of the Citizen-King’s longing for his 

ancestor’s absolute powers: 
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Winterhalter is not the only artist to make Louis-Philippe’s physiognomy 

more sombre and forbidding: … it became, all of a sudden, a fashion 

among our certain artists to give the July King a resemblance to the aged 

Louis XIV.257 

The King’s own opinion of the portrait remains unknown. However, his 

appreciation was expressed by his continuous patronage of the artist, which 

amounted to more than one hundred and thirty portrait commissions.258 

Innumerable copies and prints after the portrait resulted in Winterhalter’s 

representation of the monarch becoming the authoritative image of the King 

of the French.259 It proliferated in every corner of the nation and its colonial 

outposts, and through personal gifts and diplomatic exchanges, found its 

way as far as Hawaii and Brazil. 

 

Portrait of Queen Victoria (1843). 

If the commencement of Winterhalter’s employment at Louis-Philippe’s court 

remains the subject of conjectures and suppositions, his path to the court of 

Queen Victoria (1819-1901) is clearly defined. When Victoria succeeded her 

uncle, King William IV (1765-1837), on 20 June 1837, she found herself in 

what Richard Ormond describes as an “artistic vacuum”,260 which had 

descended upon British portrait painting following the death of Lawrence in 

1830.261 Nevertheless, royal portraits had to be commissioned, and not 

unnaturally the young Queen looked to those artists who had previously 

worked for her family and friends.262 However, one after another, these 

artists failed lamentably in the eyes of the Queen and her circle, and their 

portraits received harsh criticism when they were shown at the Royal 

Academy. For example, Victoria’s portrait by Sir David Wilkie (1785-1841) 

was condemned by the critics as “execrable” (fig. 2.20).263 She considered her 

portrait by Sir Martin Archer Shee (1769-1850) to be “monstrous” (fig. 
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2.21).264 The Figaro compared her countenance in the portrait by Sir George 

Hayter (1792-1871) to that of an “ill-tempered and obstinate little miss” (fig. 

2.22).265 The equestrian portrait of the monarch by Sir Edwin Landseer 

(1802-73), begun in 1838, was still unfinished at the time of his death in 

1873 (fig. 2.23).266 

The royal search for a portrait specialist continued, and early in 1841 it 

extended beyond the Channel. Attention was focused upon Winterhalter, 

and careful enquires were made by the palace about his prices and his 

availability.267 Close family ties between the French and British royal families 

facilitated the traditional exchange of portraits between Paris and London. 

Louise-Marie, Queen of the Belgians, who was a daughter of the King of the 

French and Queen Victoria’s aunt by marriage, became instrumental in 

Winterhalter’s introduction to the British Court. As early as 24 December 

1838, Victoria wrote in her journal: “I went to look at the picture which 

Louise has been so kind as to send me; and which is quite lovely, so like her, 

and beautifully painted (in oils) by a German painter called Winterhalter …” 

(fig. 2.8).268 Victoria greatly enjoyed receiving portraits by Winterhalter, and 

invariably referred to them in her diaries and correspondence as being “so 

like”, “beautiful”, and “frappant.”269 Louise-Marie provided the artist with a 

glowing reference, describing him as modest, unassuming, and amiable; “a 

very excellent man full of zeal for his art, of good will, obligingness and real 

modesty.”270 Queen Victoria soon gave in to the desire to have her features 

immortalised by Winterhalter.  

If the artist had to compete for the attention of the French King in the 

crowded and competitive market place, he was parachuted into the British 

establishment by the closely interconnected royal patronage networks. When 

he arrived in England in June 1842, an apartment and a studio were set up 

for him at Windsor Castle. By the end of July, he completed a modestly sized 
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half-length portrait of Victoria in a white ball-gown against a landscape 

background, which was judged a revelation in terms of its remarkable 

naturalism, colour, and overall compositional qualities (fig. 2.24).271 The 

queen wrote in her diary: “The likeness is perfect and the picture very 

fine.”272 George Hayter, then occupying the post of the Queen’s Principal 

Painter in Ordinary, grudgingly conceded that the portrait was “exceedingly 

like.”273 The press found the resemblance to the queen “the most successful 

which we have yet seen,”274 foreshadowing the popularity of Winterhalter’s 

image: “Although the portraits of the Queen … have been multiplied ad 

infinitum, these will doubtless come in for their share of honour.”275 The 

positive popular and critical reception of Winterhalter’s 1842 portrait served 

as an impetus for Queen Victoria to invite Winterhalter to return to England 

in 1843. The artist was commissioned to execute a far more ambitious and 

imposing painting: the official full-length portrait of the Queen in the Robes 

of the Order of the Garter (fig. 2.3). Work on the portrait commenced shortly 

after Winterhalter’s arrival in England in July, and sittings continued until 

the end of September.276 Once completed, the portrait (together with the 

pendant of the Queen’s husband, Prince Albert (fig. 2.26)) was placed in the 

Throne Room at Windsor Castle, where it has remained since.277  

If Winterhalter’s Portrait of Leopold I Großherzog von Baden is linked directly 

to the sitter’s succession to the throne, and the Portrait of Louis-Philippe, 

King of the French was a Handlungsporträt designed to reaffirm the stability 

of the July Monarchy, then the Portrait of Queen Victoria, commissioned in 

the sixth year of Victoria’s reign, can be described as a combination of both. 

It ensued from the Queen’s continuous search for the authoritative image to 

commemorate the commencement of her reign and reaffirm her subjects’ 

confidence in their youthful monarch, who famously surprised many with 

her knowledge, maturity, and willpower at the time of her succession to the 
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throne at the age of eighteen, “as if she had been on the throne six years 

instead of six days,” as Greville reported at the time.278 

Winterhalter confidently places Queen Victoria in the centre of the near 

three-metre-high canvas, standing upright, facing the viewer, and 

dominating the physical and psychological space of the portrait. Unlike 

Louis-Philippe, the Queen was not brought to the throne by a revolution, but 

by hereditary succession, and Winterhalter represents her following 

confidently in the footsteps of her ancestors. The artist evokes the full 

panoply of majesty as defined in Rigaud’s archetypal portrait d’apparat, and 

firmly establishes the sitter’s monarchic status with the throne, plush 

carpets, floating baldachins, billowing curtains, and a glimpse of the palace 

in the background. As Hugh Roberts declared, “jewellery, diamonds in 

particular, played a central part in Queen Victoria’s conception of what a 

monarch, especially a female monarch, should wear on public and state 

occasions to uphold the dignity and splendour of the Crown.”279 In contrast 

to the portrait of the French monarch, no effort is made to downplay the 

magnificence of the ceremonial regalia, which establishes an important 

historical link to the past and contextualises the Queen within the 

institution of the British monarchy. With her right hand, she points to the 

State Crown, the design of which can be traced back to the era of Edward 

the Confessor. The stylised diamond-encrusted Fleurs-de-Lys in the crown’s 

design are symbolic of the Stuart ancestry of the British Queen. Various 

historical stones and pearls trace their origins to the Tudor, Stuart, 

Hanoverian, as well as Scottish forebears of the monarch.280 She wears the 

magnificent State Diadem of diamonds and pearls which features stylised 

and jewel-encrusted roses, shamrocks, and thistles to symbolise her 

authority over the British Isles. She is Britannia incarnate embodying the 

country’s historic and dynastic traditions. 

Almost uniquely among the European courts, the British Royal Family 

allowed women to succeed to the throne, and the iconography of female rule 

was firmly established in British portraiture. The chronicles of Queen Anne’s 

reign, who was the last female monarch prior to Victoria, were duly 
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consulted to ensure correct gendered alterations to parliamentary 

procedures, liturgical texts, and royal precedence.281 Queen Victoria’s 

portraitists would have been advised accordingly on the respective 

amendments to court dress and ceremonial regalia for a female monarch. 

Winterhalter shows great sensitivity in his mediation between Victoria’s sex 

and her official position. While he carefully traces the oval of the Queen’s 

face, dwells on the delicate silhouette of her neck, and effectively contrasts 

the dazzling décolleté of her shoulders against the rich dark crimson of the 

background curtains, the artist does not over-sentimentalise the gender of 

the monarch. Such allegorical devices of femininity as serpentine 

arrangements of cascading flowers and full-bellied ovoid vases (which 

habitually accompany Winterhalter’ female representations of the era to 

symbolise the youthfulness and fecundity of his sitters (figs. 2.27 and 2.28)) 

are absent from this painting. Instead, Winterhalter endows Victoria with the 

masculine symbolism of monarchical power. The erect outlines of the Queen, 

the sceptre, the throne, and the palatial colonnade in the background 

reinforce the messages of stability and continuation of the dynasty, the 

institution of majesty, and of the monarchic tradition. 

Official portraits of sovereigns were created with the foresight of their 

potential as marketing tools of the monarchy for domestic as well as 

international audiences. However, instead of the customary ermine-lined 

robes of state, Winterhalter shows Queen Victoria in the elaborate vestments 

and insignia of the Order of the Garter, which constitute one of the most 

important elements of the portrait. The Most Noble Order of the Garter is one 

of the oldest and most exclusive British orders of knighthood. It was 

instituted by King Edward III (1312-77) around 1348. The reigning sovereign 

automatically becomes Sovereign of the Order, and awards the Garter at 

personal discretion to some of the most senior figures of the realm in 

recognition of their services to the country.282 One of the most distinguishing 

characteristics of the Order is its exclusivity, and at any one time, the 

number of full members, or Knights of the Garter, cannot exceed twenty six.  

The ancientness and prestige of the Order is reflected in the long and 

distinguished history of Garter portraits in British art, the iconography of 
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which (as will be illustrated below) is indebted to traditional representations 

of kingship. Royal portrait painters frequently created a compositional 

archetype of the monarch, who was then ‘draped’ in subsequent versions 

and copies either in the ermine-lined robes of state or the distinctive 

vestments of various orders as dictated by the occasion or the sitter’s choice. 

For example, in 1818 Lawrence painted the Prince Regent in the robes of the 

Garter (fig. 2.29), and upon the latter’s succession in 1820 as George IV, 

reworked the original composition to represent the King in the Robes of State 

(fig. 2.30). Similarly, George Hayter depicted Queen Victoria in 1838 wearing 

Dalmatic robes (fig. 2.31), while the modified version of 1843 represented the 

monarch in the robes of the Garter.283 It can be argued, therefore, that the 

very interchangeability of State and Garter robes around a compositional 

archetype, as well as the prestige and exclusivity of the Order, created an 

iconographic tradition within British royal portraiture whereby the depiction 

of the head of state in the Garter robes became an acceptable alternative to 

the official representation of the monarch.  

The Order of the Garter is unique to the British monarchy. When 

Winterhalter depicted Louis-Philippe wearing a tricolour cockade and the 

Legion of Honour, both of which are exclusive signifiers of the French State, 

he identified him inextricably with his country. Likewise, Queen Victoria’s 

Robes of the Garter can be interpreted as embodying Britain. In addition to 

the crown regalia and the Garter insignia, the Queen wears a sumptuous 

demi-parure of earrings, necklace, and bracelets. The jewels were assembled 

from diamonds presented to Victoria by Mahmud II, Sultan of Turkey (1789-

1839), and were known henceforth as the ‘Turkish jewels’.284 Therefore, if the 

historic regalia and the uniquely British Garter robes position Victoria as 

Britannia incarnate, the Turkish jewels symbolically suggest the homage of 

foreign nations.  

For most of its history, from the 1480s until 1990, women were excluded 

from full membership of the Order.285 The only exception was made for 

Queens Regnant, who upon their succession to the throne automatically 
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became Sovereigns of the Order.286 Queen Victoria proudly mentions wearing 

the “blue ribbon and Star of the Garter” in her diary immediately after her 

accession.287 Winterhalter confidently drapes Victoria in the Order’s 

distinctive robes of blue velvet with white silk lining, the red velvet hood and 

the corresponding sash. Her shoulders are adorned with the gold and 

enamel chain with the pendant of St George slaying the Dragon, as well as 

the ceremonial cords with asymmetrical tassels that drop below her knees. 

Winterhalter, though a foreigner, arguably drew his knowledge of the 

intricate details of the Garter vestments from the advice given by the Queen 

and her attendants and by studying other Garter portraits: Queen Victoria 

recorded in her diaries showing the artist around the royal collections, and 

Winterhalter undoubtedly would have seen Garter portraits of previous 

monarchs, most notably those of George III (fig. 2.32) and George IV (fig. 

2.30) by Lawrence, and of William IV by Wilkie and Shee (figs. 2.33 and 

2.34).  

The Queen’s dressers and court officials would have played an important 

part in supervising the accuracy of the proceedings, and would have advised 

the artist about alterations to the Garter vestments that were necessitated 

by the gender of the monarch.288 The actual Order of the Garter is worn by 

Knights below the left knee. Such placement would have been inconceivable 

on a Lady of the Order. Instead, Victoria proudly displays the blue velvet 

insignia, encrusted with gold and diamonds, high above her naked left elbow 

in the same way it was worn by Queen Anne.289 The portrait reflects 
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Victoria’s resolute attitude to her role as a female head of a predominantly 

patriarchal society and echoes the famous lines recorded upon her accession 

to the throne: “Since it has pleased Providence to place me in this station, I 

shall do my utmost to fulfil my duty towards the country.”290 Queen 

Victoria’s direct gaze seems to illustrate the Garter’s motto, Honi Soit Qui Mal 

Y Pense, clearly visible on the coat, issuing a challenge to anyone 

questioning the validity of her hereditary succession and sovereign 

authority. 

Since the reign of Henry VIII, British monarchs have occupied the position of 

Head of the Church of England. Therefore, the traditional conflation of 

religious and secular symbolism of thrones, columns, curtains, and 

baldachins within royal portraiture is especially apt in depictions of British 

rulers. The Royal Sceptre of gold and precious stones on the Queen’s right is 

symbolic of the traditional temporal and spiritual authority of the British 

Monarch, while the emphatic placement of the Queen on a raised platform 

elevates Victoria above her subjects in her dual capacity as the sovereign of 

the nation and the head of its Church.  

The sumptuous background curtain is drawn aside to reveal a glimpse of 

Buckingham Palace. Situating Queen Victoria in her London residence 

continues the traditional association between British monarchs and their 

capital. Unlike the French kings, who from the end of the seventeenth 

century lived within the self-contained court at Versailles in relative 

seclusion from their subjects, British monarchs were traditionally and 

inextricably bound to the city of London.291 Queen Victoria’s allegorical 

elevation within the portrait is balanced by the signifiers of her accessibility 

as represented by her physical presence within her London residence, 

Buckingham Palace.  

Winterhalter subtly elongates the figure of the monarch with the 

compositional aid of columns, curtains, and draperies to disguise Queen 

Victoria’s famously petite stature and align her with the prevalent ideal of 

the upper classes’ physical appearance. In a similar vein, the artist makes a 

great effort to emphasise Victoria’s serene and magnanimous visage. Her 
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face is bathed in a bright light, which was increasingly becoming a 

trademark of Winterhalter’s portraits. It is effectively silhouetted against the 

reds of the background curtains and the Garter sash creating a medallion-

like shape around the Queen’s head and shoulders thereby focusing the 

viewer’s attention. Victoria’s face was a challenge to an artist aspiring to 

flatter her Britannic Majesty. The letters and diaries of her courtiers tell 

rather frankly of her protruding eyes; the prominent, masculine, red-tipped 

‘Coburg’ nose; the weak ‘Hanoverian’ chin, and the mouth which, though 

framed by otherwise perfect rosebud of lips, never quite closed, revealing 

Victoria’s front teeth.292  

However, similarly to the pronounced Bourbon features of Louis-Philippe, 

Queen Victoria was proud of her individual physiognomic features precisely 

because she saw aspects of them in the portraits of her Guelphic and Wettin 

ancestors and relatives, thus reasserting her own legitimacy and the purity 

of her bloodlines. The Queen considered likeness to be among the most 

essential attributes in portraits.293 Her earlier portraitists, such as Wilkie or 

Chalon, failed precisely because they subjugated Victoria’s physiognomy too 

much to the prevalent ideal of beauty. Winterhalter, on the other hand, 

whose training was grounded in the Biedermeier’s realistic approach to 

portraiture, was among the first artists to attain a satisfactory balance 

between Victoria’s distinctive facial features and the physiognomic ideal of 

the era.294  

By portraying the Queen en face, Winterhalter ‘circumnavigated’ some of 

Victoria’s more challenging features. The correct oval of the face, the 

faultless veneer of flawless skin, the large soulful blue eyes, and exquisite 

rosebud lips are accentuated. The shortcomings of the chin and nose are 

partially disguised. The mouth is eased into a serene smile. The lips are still 

parted, and the front teeth are still visible, but they present the Queen 

drawing breath, poised to start a conversation with the viewer. Queen 

Victoria admired Winterhalter’s seemingly effortless ability to attain a 
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faithful likeness within a relatively short period of time, writing at a later 

date: “His talent for likeness is really marvellous.”295 Even thirty years later, 

the Crown Princess of Germany echoed the general opinion of Winterhalter’s 

successful portrayal of the Queen: “My own dear Mamma’s face has a charm 

that none but Winterhalter’s pictures have ever approached.”296 

On 30 September 1843, Queen Victoria recorded in her journal that her 

Garter portrait was “quite finished & really splendid, both as to painting & 

likeness.”297 When the portrait, together with the pendant of Prince Albert, 

was being installed at Windsor Castle, she described the work again as 

“quite beautiful, so well painted & the backgrounds so cleverly managed.”298 

This, however, constitutes the only known critical appraisal of the picture at 

the time. While copies were commissioned for close family members and 

selected foreign heads of state, the wider distribution of these images, as well 

as the production of engravings after them, did not commence until 1847. It 

is possible that Victoria was cautious at this time about publicly 

acknowledging her increasing patronage of a foreign artist. The Court 

Circular reported that at least until 1845 Queen Victoria continued to 

acquiesce to the requests of institutions under her patronage to sit for 

portraits by the artists of their choice, such as Sir Francis Grant (1803-78), 

Frederick Newenham (1807-59), and John Partridge (1789-1872). However, 

no mention was made of the portraits that were being painted by 

Winterhalter during this period.299  

Entries in the Queen’s journals and the reminiscences of her entourage 

reflect Victoria’s growing frustration over the length and number of sittings 

that were requested by various British painters. For example, one of her 

maids-of-honour, Hon. Eleanor Stanley, recorded the Queen’s “terrible 

broadside at English artists, both as regards their works and … their prices, 

and their charging her particularly outrageously high.”300 This was further 

compounded by indifferent or negative responses from the press when these 
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portraits were shown at the Royal Academy. An examination of Queen 

Victoria’s portraits reflects her frustration and shows that from 

approximately 1845 onwards Winterhalter was being increasingly granted a 

virtual monopoly on the production of royal images. All subsequent requests 

for portraits of the monarch were responded to with presentations of copies 

after Winterhalter’s portraits, the only official depictions of which Queen 

Victoria wholeheartedly approved.301 Today, copies of Winterhalter’s Garter 

portrait of the Queen have permeated every corner of the former British 

Empire, and are to be found in many of its far flung outposts, including the 

Chambers of the Legislative Council in Hobart; the Government House of 

Bermuda; and the Treaty House at Waitangi, New Zealand.302 

Although only four years separate Winterhalter’s official portraits of the King 

of the French and the Queen of Great Britain, the latter is permeated with a 

greater sense of the monarchic tradition. The portraits clearly demonstrate 

Winterhalter’s ability to attune his brush strategically to the dynastic and 

political sensitivities of his patrons. While both sovereigns presided over 

constitutional monarchies, Louis-Philippe’s portrait is illustrative of the fact 

that at the time of the July Revolution of 1830, the institution of 

parliamentary monarchy in France was only forty years old. Therefore, the 

portrait represents a cardinal break with the depictions of the previous 

monarchs and seeks a careful balance between the visual signifiers of 

autocratic rule and contemporary egalitarian ideals. The resulting portrait is 

“emblematic of the dynasty’s ideological contradictions,” and reflects the 

internal struggle that profoundly affected Louis-Philippe’s reign.303  

On the other hand, the absolute powers of British rulers had been curtailed 

as early as the Magna Carta of 1215, and the contemporary constitutional 

monarchy was established following the Glorious Revolution of 1688. While 

Queen Victoria wielded fewer executive powers than Louis-Philippe, her 

portrait symbolises the survival of the traditional institution of the monarchy 

through parliamentary representation. Historical references within the 

portrait position her as the embodiment of British sovereignty and the 

continuation of the dynasty. The sheer cumulative splendour of jewels and 
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accessories personify the wealth and prosperity of the nation. While the full 

panoply of majesty and the conflation of secular and religious symbolism 

within the portrait demonstrate Victoria’s elevation to—and social 

positioning at—the apex of the social pyramid, the Garter vestments capture 

the monarch in the act of performing her official duties as the head of the 

Order. The notional meritocracy of the British award system of titles, orders, 

and decorations transforms the portrait into an aspirational icon for the 

nation’s subjects, offering recognition and potential connection with the 

highest authority through active participation in the affairs of the state. 

 

Louis-Philippe, King of the French, Receiving Queen 

Victoria and Prince Albert at the Château d’Eu (1845).  

The success of Winterhalter’s official portraits of Louis-Philippe and Queen 

Victoria cemented Winterhalter’s place as the chief iconographer of the 

respective royal families. Apart from executing, at regular intervals, official 

portraits of these monarchs, Winterhalter was also entrusted with 

committing to canvas the growing brood of their children, children’s 

spouses, and grandchildren.304 Painting their portraits became an 

inextricable part of Winterhalter’s employment at the French and British 

courts. The popularisation of these images through public exhibitions, 

lithographs, and miniature copies on ivory or porcelain, accompanied by the 

predominantly positive response from the public and the press, became a 

powerful vehicle for the promotion of their respective monarchies.  

While Winterhalter’s portraits of French and British royal families were 

dominated by single or double-figure compositions, the growing avalanche of 

royal commissions also included a number of group portraits. Louis-Philippe, 

King of the French, Receiving Queen Victoria and Prince Albert at the Château 

d’Eu, 8 September 1845 (fig. 2.2) shows the ageing monarch extending a 

warm welcome to the British sovereign and her husband at Louis-Philippe’s 

Norman sea-side retreat while introducing them to sixteen members of his 

extended family. The Royal Family (fig. 2.4), painted the following year, 
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shows Queen Victoria and Prince Albert stealing a moment from their busy 

schedule to spend time with their five eldest children at Osborne House, 

their sea-side retreat on the Isle of Wight. At a first glance, both portraits 

present remarkably candid snapshots of informal family gatherings. The 

absence of physical barriers and the direct gazes of the sitters invite the 

spectator to participate in these convivial scenes of domestic bliss. However, 

a comparison of the two group portraits will demonstrate that the images are 

underpinned by not too dissimilar socio-political tensions which were 

observed in the official representations of Louis-Philippe and Queen Victoria 

discussed above. 

Reception at the Château d’Eu is directly related to the re-establishment of 

the Entente Cordiale between France and Great Britain, which was foremost 

on the July Monarchy’s political agenda. Louis-Philippe championed the 

rapprochement between the two nations, mainly owing to close family 

connections between the French and British royal families. Both Louis-

Philippe and Victoria were cousins owing to their direct descent from Charles 

I (1600-49). During his years of exile, Louis-Philippe was given refuge and a 

warm welcome in Canada by Queen Victoria’s father, Edward, Duke of Kent 

(1767-1820), who was then the colony’s governor-general.305 Stronger family 

ties were established by Louis-Philippe’s children, five of whom were married 

to Victoria and Albert’s cousins of various degrees. These marriages were 

integral to bringing the two royal families closer together. The Entente 

Cordiale was cemented by Queen Victoria’s visit to France in September 

1843. It was followed by Louis-Philippe’s visit to Britain in October 1844. 

Victoria’s second visit to France followed shortly afterwards, in September 

1845, visibly confirming the consolidation of the diplomatic ties between the 

two nations. 

By the middle of the 1840s, Winterhalter was firmly established as the 

preferred portrait painter of the French and British royal families. He 

became the natural choice to document the friendly exchanges between the 

two sovereigns. He was among a number of French artists who had 

contributed to the lavish watercolour album commemorating Queen 
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Victoria’s visit to France in 1843 (figs. 2.37 and 2.38).306 In 1844, he was 

entrusted with the largest painting of his career in terms of size and the 

number of figures contained within it, Reception of Louis-Philippe, King of the 

French, at Windsor Castle, 8 October 1844 (fig. 2.35); as well as with the new 

full-length official portrait of Louis-Philippe wearing the Order of the Garter 

(fig. 2.36). Finally, at the conclusion of the 1845 visit, Winterhalter was also 

commissioned to paint Reception at the Château d’Eu.307 

The painting depicts, seated on the extreme left-hand-side, in a black dress 

and white shawl, Hélène, Dowager Duchesse d’Orléans (1814-58).308 The two 

boys in blue jackets and white linen trousers are her sons, Robert, Duc de 

Chartres (1840-1910), and his elder brother and heir to the throne, Philippe, 

Comte de Paris (1838-94). Next to her, in a burgundy dress, is Maria-

Clementina, Princess of Salerno (1798-1881), who is seated next to her 

daughter—and the King’s newest daughter-in-law—Marie-Caroline, 

Duchesse d’Aumale (1822-69).309 The left-hand-side group of seated women 

is completed by the King’s sister, Mme Adélaïde. The diminutive figure of 

Queen Victoria, in dark purple gown and yellow wrap, is placed in the centre 

of the composition. Next to her, in a bright lavender dress, is Marie-Amélie, 

Queen of the French. She is surrounded by three of her grandsons: Gaston, 

Comte d’Eu (1842-1922), his younger brother Ferdinand, Duc d’Alençon 

(1844-1910),310 and Philippe Herzog von Württemberg (1838-1917), who is 

seen in profile by her shoulder.311 Clémentine Prinzessin von Sachsen-

Coburg und Gotha (1817-1907), the youngest daughter of the King and 

Queen of the French, concludes the right-hand-side group of seated women. 

She holds her infant son, Prince August (1843-1907), and puts her arm 

protectively around the shoulder of her eldest son, Prince Philip (1844-

1921). The portrait group is completed by five men standing in the middle 

ground of the composition. Louis-Philippe, King of the French, is placed 
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centrally. Behind him is Leopold, Prince of Salerno (1790-1851), respectively 

brother and brother-in-law of the Queen and King of the French. In front of 

him, left to right, are his third son, François, Prince de Joinville (1818-1900), 

and Prince Albert. The King’s son-in-law, August Prinz von Sachsen-Coburg 

und Gotha (1818-81), who was also a first cousin of Queen Victoria and 

Prince Albert, concludes the grouping.  

At first glance, the group portrait appears to be a documentary illustration of 

an event, almost dull in its banality, that took place immediately following 

the arrival of Queen Victoria and Prince Albert at the Château d’Eu on the 

morning of 8 September 1845. Queen Victoria’s journal, eye-witness 

accounts of courtiers, and innumerable media reports furnish the 

background to Winterhalter’s representation. The Queen writes of her arrival 

at Tréport, where she and Prince Albert were met by the King and Queen of 

the French, the Prince and Princess of Salerno, and Princes Joinville and 

Sachsen-Coburg. Upon arrival at the Château d’Eu, they were greeted by the 

Duchesse d’Aumale, the Princess of Sachsen-Coburg, and the children, 

‘Paris, Philippe, and Robert’.312 The Queen continues:  

We went into the Galerie Victoria - a room adjoining the façade, a pretty 

room, which is full of Pictures representing our last Visit here, & also of 

the King's Visit to Windsor, & full length Portraits … by Winterhalter; the 

room has no windows, but a sky-light.313  

The public interest in the minutiae of royal lives was as keen and lively in 

the nineteenth century as it is today, and journalists on both sides of the 

Channel were fascinated by the seeming informality of the visit: 

The free and easy manner in which, now-a-days, Kings look in on one 

another at their country seats, does not, by any means, exclude such 

manifestations of welcome, on those occasions, as are right royal 

expressions of the resources of monarchs. The very simplicity and 

unpremeditatedness [sic] of such encounters may, in skilful hands, be 

even made the occasion of enhancing the magnificence of such 

gallantries; and this has been the case with one of the courtesies offered 
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by that master of courtesy, Louis Philippe, to our Queen, Victoria, on her 

paying him a flying visit at his castle at Eu.314 

Winterhalter was present during the Queen’s visit, and Victoria noted in her 

diary: “I had an opportunity of speaking to good Winterhalter after 

dinner.”315 This chance remark provides direct evidence of the social ascent 

of the artist, who, through his education, abilities, and skills, rose from a 

farmer’s son to a court painter able to socialise—and attend dinners—with 

royalty. His presence illustrates not only the high regard in which he was 

held by both monarchs, but also the fact that Louis-Philippe wanted to have 

Winterhalter on hand so that the artist could observe directly the interaction 

between the two sovereigns. However, Reception at the Château d’Eu differs 

significantly from the intimately-scaled anecdotal watercolours that 

commemorated Queen Victoria’s previous visit to France in 1843 (figs. 2.37 

and 2.38).316 The sheer scale of the painting, considered in the context of the 

French academic canon, elevates this incidental mise-en-scène to the status 

of an historical tableau. Louis-Philippe’s decision to commission the work 

from Winterhalter, and the subsequent resolution to exhibit it at the Salon, 

meant that the King intended for this painting to be noticed publicly. It can 

be argued that Louis-Philippe envisaged the painting as a vehicle to express 

something far more significant than the seemingly informal meeting that 

initially greets the eye. 

First and foremost, the painting evokes the tradition of the family 

conversation piece, which was another archetypal Handlungsporträt to 

originate from the middle of the eighteenth century. Following the influential 

writings of Jean-Jacques Rousseau, parenting was redefined as an essential 

and inalienable social obligation: “Is there a sight in the world so touching, 

so respectable, as that of a mother surrounded by her children?”317 The 

emphasis in representations of royal family groups shifted subtly from static 

depictions of heredity and dynastic succession to natural interactions 

between family members within a casually observed domestic environment. 

In a similar vein, Winterhalter’s portrait presents the French royal family not 

only as the premier family of the kingdom, but also as an exemplary and 
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ideal family unit to be emulated by parents from all stations of society. 

Reception at the Château d’Eu is populated by sturdy and heroic fathers, 

gentle and elegant mothers, and cherubic and immaculately dressed 

children. The contemporary accounts paint Louis-Philippe’s family as unified 

but far from ideal, and provide evidence of disagreements between Louis-

Philippe and his sons over political and social matters, as well as between 

Marie-Amélie and her daughters-in-law over status and precedence.318 

However, such tensions are not evident in the painting. Everything is 

harmony, unity, filial piety, and domestic bliss. 

The emphasis on Louis-Philippe as the paterfamilias reflects the important 

role the upward mobility of the fathers traditionally played in the social 

ascent of their families: following Louis-Philippe’s proclamation as king, the 

Orléans’ were elevated from an ancillary branch of the Bourbon dynasty to 

the premier family of France.319 The three generations of healthy offspring is 

another aspect of the family’s social positioning as upward mobility 

traditionally brought better nutrition and general health affecting directly 

the survival and longevity of its members.320 The tradition of endogamous 

unions among the Catholic royal families reduced the marriage pool 

predominantly to the members of the Bourbon and Hapsburg dynasties. 

Although not known at the time, the close spousal consanguinity had 

adverse impact on the health and fertility of the offspring. However, of the 

ten children born to Louis-Philippe and Marie-Amélie, eight survived into 

adulthood, and by 1845 most were married and had children of their own. 

Therefore, the portrait, which represents three generations of the Orléans 

dynasty within the same space can be interpreted as both Louis-Philippe’s 

simple and most sincere celebration of his family’s health and well-being as 

well as a reflection of its elevated social status. 

No representation of a royal family is completely divorced from the 

intimation of dynastic succession. The health and the sheer number of 

Louis-Philippe’s offspring contrasted greatly with the modest progeny left by 

the previous occupants of the French throne. The last three Bourbon 

monarchs collectively left a single grandson, Henri, Comte de Chambord 

                                                           
318

 See Teyssier 2006. 
319

 See Sorokin 1958, 185. 
320

 Sorokin 1958, 258-275. 



114 
 

(1820-83). Napoléon I’s only legitimate son, Napoléon II, Duke of Reichstadt 

(1811-32), died in exile in Austria at the age of 21, and the headship of the 

Bonaparte dynasty was hotly contested between the Emperor’s surviving 

brother and nephews. The succession to the French throne was governed by 

male primogeniture (which excluded women). Although Louis-Philippe’s 

eldest son, Ferdinand, Duc d’Orléans (1810-42), had died in a tragic 

accident in 1842, the succession lines to the throne were secured not only 

by Louis-Philippe’s four surviving sons, but also (by the time the group 

portrait was being painted in 1845) by four of his grandsons, all of whom are 

present within the picture. The pivotal action in the centre of the 

composition captures Louis-Philippe’s presentation to Queen Victoria of his 

grandson and heir, the Comte de Paris, who extends his hand to the British 

monarch. His mother, the Dowager Duchesse d’Orléans, sharply turns her 

head towards the viewers making them complicit witnesses to the important 

presentation taking place. Louis-Philippe’s numerous progeny proudly 

proclaims the security and stability of the French throne under the Orléans 

rule, contrasting it with the feebleness and insecurity of Bourbon and 

Bonaparte succession claims.  

Dynastic pride permeates every aspect the picture. In spite of his 

constitutional status, Louis-Philippe remained keenly conscious of his royal 

bloodlines. During his years of exile, he had actively pursued the hand of a 

princess with impeccable royal quarterings. After negotiations with the royal 

houses of England, Austria, and several German states came to naught, he 

eventually married Princess Marie-Amélie of the Two Sicilies, impeccably 

blue-blooded, catholic, and a Bourbon.321 She is arguably the most 

conspicuous figure in the portrait, proud and upright, surrounded by 

children and grandchildren. Her presence establishes a semantic and 

historical link with the Bourbon monarchy, and further reaffirms the 

legitimacy of the Orléans dynasty on the throne of France. Louis-Philippe 

also insisted that his children sought spouses exclusively among the 

reigning houses of Europe, which was no easy task in light of the tache 

originelle de 1692 and the peculiar way in which the King had attained his 

crown. The marriage of his eldest daughter, Louise-Marie (whose portrait can 

be seen in the upper right of the painting), to Leopold I, King of the Belgians, 
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was a dynastic coup.322 Leopold was a scion of the Coburg dynasty, to which 

Queen Victoria and Prince Albert also belonged. Further unions between the 

house of Orléans and the catholic branch of the Coburg family followed.323 

Through these marriages, Louis-Philippe boasted kinship with most of the 

crowned heads of Europe, including Britain, Russia, Spain, and Portugal, as 

well as some of the oldest ruling dynasties of Germany. Their impeccably 

blue-blooded scions are carefully arranged within the portrait. The 

‘majesties’ are grouped together in the centre of the composition; the royal 

highnesses enclose their inner sanctum; the serene highnesses (by birth or 

marriage) are relegated to the extremes of the composition. Even within this 

rarefied gathering, strict hierarchies fostered by centuries of tradition are 

preserved.324  

Maria-Clementina, Princess of Salerno, who appears seated (in a burgundy 

dress) on the left of the composition, is one of the very few people in the 

group portrait to stare directly at the viewer. As a daughter of the Emperor of 

Austria, and mother-in-law of one of the King’s sons, she symbolises an 

important link between the houses of Orléans and Hapsburg, another 

prestigious catholic dynasty of Europe. Furthermore, Maria-Clementina was 

also a sister of Empress Marie-Louise (1791-1847), second wife of Napoléon 

I. Political backing of the Bonaparte factions was at the source of Louis-

Philippe’s rise to power; their continuous support remained of utmost 

importance to the survival of his monarchy. In a gesture of political 

appeasement to Bonaparte sympathisers, Louis-Philippe charged his third 

son, François, Prince de Joinville, who appears by the King’s side in the 

group portrait, to repatriate from St Helena Napoleon’s remains, which were 

reburied with all due pomp and ceremony at the Invalides in October 

1840.325 The presence of the Princess of Salerno and Prince de Joinville, and 

the direct communication of their gaze with the viewer, serves as an 

acknowledgement of Napoleonic legacies and a semantic link with another 
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important dynasty on the French throne. The intertwining of the Bourbon 

and Bonaparte signifiers within the group portrait proclaims that under the 

auspices of the Orléans monarchy “the historical contribution of both the 

conservative royalists and progressive Bonapartists to the Glory of France” 

was acknowledged and appreciated.326   

Political overtones are inextricable from official representations. Louis-

Philippe’s involvement in the affairs of his country was far more active and 

visible than his politicians would have preferred. He particularly favoured 

involvement in foreign affairs. Multilingual, cosmopolitan, and schooled in 

the diplomacy of the ancien régime era, he sincerely believed that, as a royal 

and as a blood relative of most European heads of state, he was better suited 

to oversee the country’s external relationships than any of his ministers. 

References to “my niece, the Queen of Portugal”, “my son-in-law, the King of 

the Belgians”, or “my brother-in-law, the King of Sardinia” peppered his 

political pronunciations.327 The group portrait proudly illustrates that the 

Entente Cordiale between France and England was his personal coup, and 

visually justifies his continuous involvement in the country’s political affairs. 

The act of presentation to Queen Victoria of his grandson and heir illustrates 

the dynasty’s pledge to continue the peaceful relationship with Britain into 

the next reign. The portrait intimates the importance of the royal dynasty in 

ensuring greater stability in the country’s diplomatic relations with foreign 

powers. The portrait reflects the fact that Louis-Philippe’s dynastic pride 

became inextricably intertwined with his political ambitions. 

The indoor setting of Reception at the Château d’Eu is a significant departure 

from the traditional bucolic environment of a ‘conversation piece’. The King’s 

choice to represent a scene in the Galerie Victoria was arguably due to the 

venue’s central importance during Queen Victoria’s visit. As mentioned 

above, this pavilion, which was an architectural addition to the Château 

d’Eu, was constructed especially, and in time, for Victoria and Albert’s 

sojourn. The gallery’s decorative scheme of paintings commemorates 

previous exchanges of visits between the French and British sovereigns, and 

includes French and British royal family portraits, many of which were 

painted (or replicated) by Winterhalter especially for the Château d’Eu. This 
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was in itself a tribute to the Franco-British relationship and Louis-Philippe’s 

diplomatic achievements.328 Therefore, the preference for an indoor setting 

was motivated in order to furnish the viewer with the historico-political 

context of Queen Victoria’s visit. 

Louis-Philippe’s decision to commemorate an event that took place 

specifically within the Galerie Victoria also allows for the unique 

combination of sitters who cumulatively project the various covert, dynastic 

and political innuendos mentioned above. However, the Galerie Victoria 

figures twice in Queen Victoria’s diary entry for 8 September 1845. She 

notes that the King proudly showed her the newly constructed pavilion early 

in the morning immediately following her arrival. The presentation of the 

grandchildren, which is captured in the painting, took place later: “After 

breakfast we went in to the Galerie-Victoria & remained there, & here came 

the four other children… We sat & talked here till ½ past 11, when I went to 

my room & wrote,” recorded the Queen.329 Women’s fashions were highly 

codified during the era, and bonnets, heavy shawls, and buttoned-up dark-

coloured garments with covered arms and shoulders were restricted to the 

outdoors, while different garments would have been worn late morning, 

indoors, after breakfast.330 The inconsistency between the choice of the 

garments and the chronological details of the day’s events can only be 

explained by Louis-Philippe’s decision to instruct the artist to splice the two 

recorded visits to the Galerie Victoria together and depict the presentation of 

the grandchildren as having taken place immediately after Queen Victoria’s 

arrival at Eu.   

It was clearly important for Louis-Philippe to capture the act of presentation 

to Queen Victoria of the Comte de Paris, his grandson and heir. It mirrors 

the central composition of the Windsor Castle Reception picture, which 

shows the Prince of Wales, the heir to the British throne, being presented to 

the King of the French (fig. 2.35). The two paintings were exhibited side by 

side at the Salon of 1846, and clearly were meant to be considered within 
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each other’s context.331 However, the King’s motivation to bend the truth and 

move the depiction of the presentation scene to an earlier part of the day can 

be arguably attributed to his desire to downplay the exalted rank of the 

sitters. The sombre garments worn by men in the composition reflect the 

aforementioned sartorial transformation in French male fashions following 

the 1789 French Revolution. The lick of blue and red paint respectively on 

the chests of Louis-Philippe and Prince Albert, representing the sashes of the 

Garter and the Legion of Honour, are the only distinguishing insignias of the 

royal sitters. While women’s fashions were affected to a lesser extent (as will 

be discussed in greater detail in subsequent chapters), the heavy buttoned-

up garments of the ladies similarly conceal most of the conspicuous 

signifiers of their wealth and status. 

The relentless search for the essence of juste milieu, which was the governing 

principle of the July Monarchy, also affected its official iconography. The 

visual dichotomy between monarchic traditions and egalitarian aspirations, 

detected in Louis-Philippe’s official portrait of 1839, similarly permeates this 

group representation. It guided the shrewd directive to portray the sitters in 

sombre and sensible garments, similar examples of which, in an era of 

increasing mass production of ready-made clothes available from embryonic 

department stores, would have been within easy reach of middle class 

consumers. The strong emphasis on the patriarchal nucleus of the family 

would have resonated with the traditional mores of middle-class 

sensibilities; while the strategic inclusion of mothers and children would 

have appealed to the popular penchant for the sentimental in art. It was 

thus that the King attempted to make the traditional institution of hereditary 

monarchy palatable for the middle classes, who had remained the decisive 

political and economic force throughout the July Monarchy. The open semi-

circular composition, the absence of physical barriers, and the direct gaze of 

the sitters readily invite the viewers of all classes into the physical space of 

this over-life-size representation to participate in the royal family’s domestic 

bliss.  

In spite of its size and the political, dynastic, and historic importance of the 

composition, Reception at the Château d’Eu is arguably not among the most 
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satisfactory efforts in Winterhalter’s oeuvre. Upon closer examination, the 

high quality of individual likenesses becomes apparent: it is carried out with 

Winterhalter’s bold confidence, and was remarked upon by the sitters and 

their families.332 The use of pigments and brushwork within the details of 

individual garments are also managed with the artist’s natural vivacity and 

effervescent brushwork.333 However, overall, Reception at the Château d’Eu 

appears somewhat stiff, lifeless, and permeated with a leaden atmosphere. 

The group is squeezed claustrophobically into the narrow expanse of the 

Galerie Victoria. The predominance of dark garments and the immovable 

bank of standing figures in the middle ground compromise the overall colour 

balance and illusory depth of the composition.  

The critical response following the exhibition of Reception at the Château 

d’Eu at the Salon of 1846 was accordingly ambiguous. On the one hand, the 

reviewers acknowledged the essence of the work as officially-sanctioned 

documentation of a significant event in the annals of French foreign 

relations. Some snidely remarked: “Winterhalter is neither French nor 

British, but if there is a single mortal fortunate enough to have profited from 

the Franco-British entente cordiale, then it is assuredly him.”334 However, on 

the other hand, they were dismayed that Winterhalter, whom they previously 

praised in the late 1830s for his successful multi-figure genre paintings, had 

failed to deliver an aesthetically and compositionally coherent work of art:  

If the artist’s intention was to create a theatre backdrop, or a decorative 

panel for a dining room, then we readily admit he had displayed the 

abilities that are very satisfactory for this sort of task. But if he pretends 

to have created a painting, if he wants to be taken seriously, then we are 

forced to declare that he has committed a serious transgression.335 

Champfleury conceded the aesthetic difficulties faced by the official painters 

of the Citizen-King’s court [cour citoyenne], but wondered why the artist did 

not seek inspiration from official court painters of yesteryear, including 

Rubens, Van Dyck, Veronese, and the Spaniards.336 However, his greater 
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charge was reserved against what he believed was Winterhalter’s failure to 

convey the social position of his sitters by not imbuing them with facial 

expressions and physical countenance becoming of their exalted rank:  

Reception at the Château d’Eu will turn you into a raging democrat… M. 

Winterhalter does not see in Queen Victoria but a seamstress from the 

rue Vivienne with pinched airs. Next to her is the Prince of Salerno, who 

resembles … a virtuous butler. The [Princess] of Coburg with the little 

Coburgs on her knees [makes the painting suitable] for the midwives’ 

poster-sign.337 

Those close to Winterhalter and the court attested to Louis-Philippe’s 

controlling influence over the creative process: “The artist had to conform to 

reality and the laws of etiquette. These conditions … produce an historic 

monstrosity where art, taste, and truth are sacrificed.”338 Therefore, it is 

highly probable that Winterhalter’s aesthetic challenges were compounded 

by the monarch’s exacting instructions. Rapin grants that the group portrait 

is not without its charms:  

We are not completely angry with the artist, for the otherwise charming 

infants, gracious mothers, and the features of the young princes promise, 

in the last days of their father’s old age, hours so sweet, reveries so 

tender, expectations that are so dear.339  

However, several reviewers felt that Reception at the Château d’Eu, compared 

to Winterhalter’s celebrated genre scenes of the 1830s, blighted his artistic 

reputation. Thénot expressed the collective opinion of the majority of the art 

critics when he wrote: “If one would consider Winterhalter’s works in their 

date order, one will find a retrograde progression which is as rapid as it is 

frightening.”340 He was echoed by Baudelaire who damningly wrote: 

“Winterhalter is truly in decline.”341 
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The Royal Family: Queen Victoria, Prince Albert, and 

their Five Eldest Children (1846). 

The poor critical reception of Winterhalter’s group portraits of the French 

royal family did not deter Queen Victoria from inviting the artist to England 

the very same year to paint a group portrait of her family. In May 1846 

Queen Victoria wrote to Louis-Philippe asking if he would release 

Winterhalter from his obligations to paint a large picture of her family for 

Osborne House, her seaside residence on the Isle of Wight.342 The King 

gladly acquiesced, hoping that the artist would do himself justice with such 

a commission.343  

There is little doubt that commissioning the group portrait was motivated by 

Queen Victoria’s desire to furnish the public with an authoritative 

representation of the royal family. The Queen’s decision to entrust such an 

important portrait commission to Winterhalter rested on her implicit trust in 

the artist’s ability to deliver this seminal representation speedily and 

successfully in terms of compositional structure and faithful resemblances. 

Winterhalter had already ingratiated himself with Queen Victoria through 

his ability to capture a satisfactory likeness, as well as the comparative 

speed with which he completed his paintings. She especially rejoiced at his 

portraits of children, writing in her journal: “Winterhalter has made, in only 

two sittings, the most spirited & beautiful likeness of [the Prince of Wales] 

imaginable.”344 On 30 November 1844 Victoria observed Winterhalter at work 

on the Windsor Castle Reception picture (fig. 2.35):  

We went to watch Winterhalter painting. It is quite a pleasure to see how 

quickly he gets on with his work, & how one head after the other comes 

into the picture. Bertie & little Alfred are giving sittings & are already 

very like.345  

During one of Winterhalter’s later visits to England she added:  
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After luncheon we saw Winterhalter begin a picture of [Prince Alfred] & in 

less than an hour, he produced a most admirable likeness. He really is a 

wonderful artist.346  

The artist arrived in England on 24 September 1846, and was assigned by 

the Queen a separate apartment and a studio at Windsor Castle.347 The work 

on the “large picture” began towards the end of October, and the principal 

figures were sketched in within a fortnight: “The picture will be beautiful, & 

the children are admirably & charmingly grouped”, remarked Victoria.348 

Within a month, the Queen confidently wrote in her diary: “We went over to 

see Winterhalter's picture, which is a chef d'oeuvre,— like a Paul Veronese, 

such beautiful, brilliant, fresh colouring … we were enchanted.”349 A few 

days later she noted: “Sat with Albert whilst Winterhalter was painting him. 

Every touch seems to improve the truly beautiful picture.”350 The portrait 

was completed by the end of January or early February 1847 when 

Winterhalter departed for Paris.351 

The resulting painting is a vast canvas measuring 2.6 meters high by 3.2 

meters and featuring seven over-life-size figures within a palatial setting. 

Victoria and Albert are placed centrally within the composition. The Queen 

wears a lace and satin evening gown with a diamond, sapphire, and pearl 

jewellery suite, while the Prince is dressed in a black dinner suit. Their 

monarchic status is reaffirmed by the Garter ribbons, in addition to which 

the Prince is also wearing the Order of the Garter below his left knee; the 

badge of the order on his jacket, and the Order of the Golden Fleece around 

his neck. The matching sumptuously-carved settees of red and gold with 

lion-head finials from the era of George IV provide a visual link to the past 

monarchies of Britain.352 Victoria places her arm around her eldest son, 

Albert Edward, Prince of Wales (future Edward VII, 1841-1910) in a gesture 

of maternal affection and dynastic continuity, while Albert is watching their 

second son, Prince Alfred (1844-1900), who is making his first unsteady 
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steps towards the group of his sisters in the right foreground, where 

Princess Alice (1843-78) and Victoria, the Princess Royal (1840-1901), are 

playing with their younger sister, Princess Helena (1846-1928). The richly 

patterned carpets, vases with flowering plants, tazze laden with fruit, and 

billowing crimson curtains complete the vision of palatial opulence. 

Numerous art historians have suggested that the inspiration to depict the 

royal couple in full evening dress with their children may have been provided 

by Van Dyck’s family portrait of Charles I and Queen Henrietta Maria (fig. 

2.39).353 However, the diaries and correspondence of Queen Victoria and her 

entourage attest that Victoria and Albert frequently stopped by their 

children’s nursery in full evening dress, often accompanied by visiting 

dignitaries, before departing to an official function.354 Therefore, it can be 

argued that, instead of mechanically updating the Van Dyckian template, 

Winterhalter captures a lively vignette of a recorded and repeated royal 

performance which explains Victoria and Albert’s full evening dress, the 

presence of official orders and decorations, and the elegantly picturesque 

outfits of their children.  

Parental pride undoubtedly permeates the composition to the same extent as 

the Château d’Eu picture, as Queen Victoria displays no little satisfaction 

and no false modesty about surviving five childbirths and delivering five 

healthy children to date. In spite of the best medical care available, deaths in 

childbirth and infancy were not uncommon among members of the British 

royal family in the course of the nineteenth century. The death of the Prince 

Regent’s only daughter and heir to the throne, Princess Charlotte of Wales 

(1796-1817), after having been delivered of a still-born son in November 

1817, unexpectedly plunged the British monarchy into a succession crisis. 

The ensuing progression of marriages, births, and deaths within the royal 

family kept Britain and the rest of the world in suspense as to the identity of 

the future monarch until 1827 when Victoria’s succession to the throne 

became a publicly acknowledged fait accompli.355 Therefore, while the 
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representation of the royal couple surrounded by their children celebrates 

Victoria’s maternal joy, it could also be regarded as a Handlungsporträt 

designed to assuage recent concerns about dynastic succession. As women 

were eligible to succeed to the British throne, all five children in the 

painting, including the three daughters, reassure the public of the stability 

of the British Crown. 

If Reception at the Château d’Eu is taking place strictly indoors, The Royal 

Family is depicted against an abstracted landscape backdrop relating it more 

closely to the pictorial tradition of ‘conversation pieces’, and in particular to 

the family groups by Johann Zoffany (1733-1810) (fig. 2.41) and Benjamin 

West (1738-1820) (fig. 2.42), presenting the previous generations of the 

British Royal Family. While the portrait is recorded as having been painted 

at Windsor Castle, the azure mists evoke Osborne House, which was being 

built at the time, and for which this painting was commissioned.356 As 

mentioned in the previous chapter, the landscape background stood as a 

traditional symbol of the elevated position and landed status of the sitters as 

well as, from the mid-eighteenth-century, a trope of moral self-improvement 

and spiritual enlightenment through direct communion with nature.357 The 

landscape background may also indicate an awareness of the importance of 

fresh air and outdoor exercises in the children’s upbringing as stressed by 

Rousseau and mirrored in the Royal Family’s regular sojourns on the Isle of 

Wight and, at a later date, in the Scottish Highlands.358  

It is significant that a decision has been made, most likely by the Queen, to 

represent her husband seated, and by her side. In spite of having been 

married to Victoria since February 1840, Albert’s position within the 

complex hierarchy of the British court and society still remained vague. 

Every aspect and facet of Albert’s existence in his adopted country was 

subject to incessant political wrangling between the Queen and her 

Parliament.359 He was to have no military rank lest he should seek political 

influence; he was refused a British peerage lest it entitle him to a seat in the 

Parliament.360 His Naturalisation Bill was hotly contested, having been 

                                                           
356

 Millar 1992, 1: 293. 
357

 Freund 2014, 171-172. 
358

 Pointon 1993, 200. 
359

 Greville 1885, 1: 396-406; and Weintraub 1997, 8-11. 
360

 Greville 1885, 1: 402. 



125 
 

passed only after its third reading.361 Despite Albert’s Lutheran faith and the 

fact that his ancestors sheltered Martin Luther from Papal persecution in 

1540, dissenting voices accused him of being a secret Roman Catholic.362 

The suggestion that Albert’s official title should be King Consort was flatly 

turned down, and the alternative title of His Royal Highness the Prince 

Consort was not officially granted by the Parliament until 1857. His only 

legal position in England was that of a “minor foreign princeling who 

happened to be the Queen’s husband.”363 

Victoria used her royal prerogative to alleviate Albert’s discomfiture. She 

issued a special statute and conferred upon her husband on 16 December 

1839 the highest award of the British monarchy, the Order of the Garter.364 

She also attempted to counterbalance the uncertainty over Prince Albert’s 

official status by ensuring that her portrait commissions were accompanied 

by corresponding pendant portraits of her husband. Winterhalter’s portraits 

were no exception, and most notably the Queen’s imposing portrait in the 

Robes of the Order of the Garter was accompanied by the corresponding full-

length of the Prince (fig. 2.26).  

Albert’s Order of the Garter and its various insignia features prominently in 

the family portrait. The Order of the Golden Fleece, the highest honour of the 

Catholic monarchies of Spain and Austria, can be seen clearly around 

Albert’s neck.365 As a woman, Queen Victoria was ineligible to receive many 

of the numerous awards from other countries, but authorised Albert to 

receive them on her behalf. When all other distinctions were refused by the 

Parliament to her husband, these were the only sovereign rights the Queen 

was able to exercise amidst the increasingly limited powers of a 

constitutional monarch.  

The anomaly of Queen Victoria’s position as the reigning sovereign and 

Albert’s ancillary role as her spouse within the predominantly patriarchal 

society of nineteenth-century Britain has been recently discussed by a 
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number of social and art historians.366 There is a general consensus that 

Albert’s subordinate position would have been considered as emasculation 

within the strict gendered hierarchies of Victorian Britain. It can be argued 

that Winterhalter’s portrait attempts to counterbalance Prince’s social 

position by emphasising the centrality of his role within the family unit of 

the royal dynasty. He succeeded in the function for which he was originally 

‘procured’ from Germany, and the painting is a proud display of the ‘fruits of 

his loins’. He provided his adopted country with the heir to the throne, who 

is standing by Victoria’s side; as well as with the proverbial ‘spare’, his 

second son—the traditional assurance of dynastic continuity in the male 

line.367 With his left hand, Albert points towards his daughters, who are 

(theoretical) visual guarantees of long-lasting peace and stability through 

politically and dynastically motivated marriage alliances among European 

ruling families. His hand-gestures also stand for his active role in the 

education and upbringing of his children. Albert assumes his place next to 

the Queen not as her subject but as the husband and the archetypal 

paterfamilias. In a notable sign of love and respect for her husband, Victoria 

wears not only a simple golden chain and heart-shaped pendant containing 

a lock of Albert’s hair,368 but also the diamond and sapphire jewellery suite 

designed for her by the Prince.369  

Winterhalter also affords Prince Albert a prominent placement within the 

physical structure of the portrait group. He is the geometric centre of the 
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composition. The black silhouette of his erect torso and the elegantly 

stockinged leg form a solid diagonal across the canvas. It creates a pivotal 

catalyst within the composition, around which revolves the colourful palette 

of bright whites, yellows, and blues, and of rich greens and reds. 

Nevertheless, the artist strategically utilised the linear perspective within the 

painting to place the Queen ever so slightly above the rest of the figures in 

the composition. In a similar vein, the boys appear higher than their sisters 

within the picture plane. In spite of the seeming informality of the family 

environment, hierarchic precedence is subtly preserved. 

It is doubtful whether, as several observers allege, Victoria masquerades in 

this portrait as the quintessential middle-class wife and mother.370 This 

detailed examination of the painting has clearly demonstrated that no 

attempt has been made to disguise the regal status of the sitters. 

Examination of Victoria’s writings and the accounts of her contemporary and 

subsequent biographers clearly reflect the Queen’s acute awareness of her 

unique and elevated position in the social fabric of her realm. It can be 

conceded that the painting may have been produced with a middle-class 

audience in mind. The depiction of a close relationship between parents and 

children reflect a domestic sentimentality that would have appealed to such 

viewers. To paraphrase Susan Casteras, this picture represents an icon of 

parenthood and its simple pleasures, universal emotions that extend even to 

the monarch and her husband.371 They have abjured both duties of state 

and frivolous activities in order to take care of their children. The painting 

reinforces the sacred mission of parenthood that the Victorians venerated—

and saw their monarch personify for them—in private life and in art.372  

It is more apt to argue that through its appeal to the middle class consumer, 

the group portrait depicts the royal family as the model household of the 

kingdom, and a universal exemplar of a family unit to be revered and 

imitated by every layer of British society. Linda Colley’s observations about 

the iconography of Queen Charlotte are equally applicable to Winterhalter’s 

conceptualisation of her grand-daughter: “Women who had been worn out 

by repeated childbirths, who knew the peculiar burden of coping with a large 
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and discordant family could see in [the Queen’s] life their own idealised.”373 

Victoria’s relationship with her children was not always smooth, but the 

royal family forms a united front and puts their best foot forward for the 

sake of this royal representation. “In no other work did Winterhalter so 

eloquently pay tribute to the charisma and idealism of his Royal patrons … 

all is peace, harmony, concord, wealth, obedience, happiness”, writes 

Richard Ormond.374 The painting is a celebration of royal fecundity and 

connubial bliss. Parents are shown attentively interacting with their 

children. Boys and girls are meticulously coiffed and dressed in spotless 

white garments. Their plump rosy cheeks are glowing with health. The giant 

vase with plants in full bloom, oversize fruit bowl filled with ripe fruit, and 

the fresh breeze of invigorating sea air collectively contribute to the image of 

a wholesome family. Queen Victoria’s direct gaze, the benevolent tilt of her 

head, and the absence of physical barriers in the foreground of the picture 

welcome the viewer within the physical space of the painting and invite 

identification with the domestic happiness of the British Royal Family. The 

portrait represents Victoria not only as the children’s parent, but as the 

universal mother of the nation: “If Elizabeth I was canonised in history as 

the Virgin Queen … then Queen Victoria … would serve … as mother figure 

of her own subjects.”375  

Upon completion of the portrait in January 1847, the Queen acquiesced to 

popular demand to have it publicly displayed. She overlooked the 

suggestions of lending the portrait to the 1847 Royal Academy exhibition, 

and fitted out the Banqueting Hall at St James’s Palace as a temporary 

exhibition venue instead.376 The Royal Family remained on display from 

March to July and was reportedly seen by more than 100,000 visitors, with 

over 17,000 attending the exhibition within the last two days before its 

closure.377 The overwhelming magnitude of the event was such that no 

publication in Britain remained without a notice of the painting, however 

long or short it may have been. It is important to point out that the general 
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attitude towards portraiture in Britain contrasted greatly from that in 

France. As intimated above, French art critics deferred to the strict hierarchy 

of genres dictated by the French Academy, and denigrated portraiture as a 

genre. In Britain, however, where religious painting was discouraged by the 

Protestant Church, and history painting prior to the nineteenth century was 

seldom practiced, the elevation of portraiture to a national genre remained 

uncontested.378 Its prestige was strengthened by the establishment of the 

Royal Academy whose presidents during the Georgian and Victorian eras 

were either highly skilled or pre-eminent in the genre of portraiture.379 

Therefore, British art critics approached the evaluation of portraiture 

without the prejudice of their French counterparts. It arguably contributed 

to the overwhelmingly positive, if not openly adulatory, reception of the 

picture. The Art Journal found the likenesses striking, the overall 

arrangement of the composition excellent, and the children’s countenance 

natural and graceful.380 In the writer’s opinion, one of the chief successes of 

Winterhalter was his ability to represent the Queen as “the model … of an 

English wife and mother.”381 A reviewer from The Belfast News-Letter 

enthusiastically described the group as “full of dignity, character, and poetic 

grace… without any of the minor fripperies which too generally divert the eye 

from the chief … composition.”382 The reviewer did find the figure of the 

Prince “slightly stiffish,” and that of the Queen as having “too much personal 

beauty, and too little of the beaming intelligence”, but after a paragraph of 

exultations about Winterhalter’s depiction of the royal children, the author 

concluded that their “warmth, abandon, and sweetness” were comparable to 

the brush of Reynolds.383 “Mr Winterhalter may well be proud of the 

eulogiums passed upon his production by the numerous distinguished 

connoisseurs who have inspected it,” summarised The Lady’s Newspaper.384  

One of the very few dissenting voices came from The Athenaeum, which 

advocated sending the portraits to the Royal Academy, and opposed their 
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separate exhibition from the beginning.385 The review of the painting 

acknowledged Winterhalter’s ability to capture the elevated stature of the 

sitters with “the usual portrait accompaniments” of “full dress and … the 

Ribbon of the Order of the Garter”; “state chairs of crimson and gold”; “a 

mantle of crimson velvet and ermine”; columns, curtains, and “a gilt console 

table covered with fruit and standing on a Turkey carpet”.386 It also 

remarked upon the caring gestures of the parents, responding to the 

Victorian penchant for the sentimental in art. However, in the second 

paragraph, the reviewer launched into a tirade criticising Winterhalter’s 

energetic brushwork and preference for bright colours, interpreting them as 

“coarseness in the details”, “odour of paint”, a “want of light and shade”, and 

a “want of taste.” It can be argued that the article’s concluding remark 

reveals the real source of The Athenaeum’s criticism—a furtive attack on the 

Royal Family’s patronage of a foreign artist: “Frankly [we] rejoice that it is 

not from the hand of an Englishman.”387 

The Athenaeum’s negative opinion was drowned by the collective admiration 

and the highly-anticipated publication of a lithograph after the portrait by 

Léon Noël (1807-1884) and a mezzotint by Samuel Cousins (1801-87). “God 

Save the Queen,” The Satirist exclaimed in exasperation, “this is multiplying 

the royal infants with a vengeance!”388 As the result, this “celebration of royal 

connubial happiness and fecundity”389 became stock-in-trade for a multitude 

of galleries, dealers, and fine art auctioneers throughout Britain and the 

Empire. Through copies and prints, the painting became one of the most 

popular depictions of the Royal Family in early Victorian England. The Art 

Journal over-enthusiastically ventured as far as to suggest that the 

acquisition of Cousins’ print after Winterhalter’s portrait would be not only 

“a most valuable acquisition to all who love art,” but also an expression of 

“affection and loyalty” to the throne and to the very institution of British 

monarchy.390 
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Conclusion 

Winterhalter’s decision to relocate from Karlsruhe to Paris proved prescient, 

for within a few years of his arrival he began receiving portrait commissions 

from the King of the French, through whose family networks he was also 

introduced to the Queen of Great Britain. His popularity with the French 

and British royal families was contingent upon his artistic skills and 

professional acumen as well as their delight in his natural gift of capturing 

faithful likenesses. His dramatic social ascent and progress as an elite 

portrait specialist were accelerated by the peculiar artistic environment of 

the era when, during the late 1830s and the early 1840s he arguably faced 

little competition. In France, Ingres and his followers adhered to the strict 

academic hierarchy of genres and treated portraiture as an interruption to 

their higher calling as history painters. While there were no similar scruples 

over the genre of portraiture in Britain, it is a general consensus, that the 

death of Lawrence in 1830 left a niche that remained unoccupied until the 

appearance of Millais in the second half of the nineteenth century.  

The chapter had demonstrated that the lessons learned by Winterhalter 

during his formative period in Germany were applied successfully to 

portraits of his royal patrons in France and Britain. Various aspects of the 

traditional royal iconography were utilised with elegance and panache to 

create memorable compositions that aptly reflected the elevated rank of the 

sitters. Examination of the aesthetic attitudes of the era and the critical 

response to Winterhalter’s portraits has confirmed that Winterhalter was 

deemed to have been able to imbue his sitters with physiognomic attributes, 

physical appearance, and overall countenance, which were seen as 

distinguishing characteristics of the upper classes.  

An important aspect of Winterhalter’s royal portraits was his representation 

of these rulers through the prism of the Handlungsporträt which justified 

their privileged position at the apex of the social pyramid by focusing on 

their performance of royal duties, whether through their commitment to 

military and civil service, active participation in social and political affairs, 

their role in upholding the stability and continuation of the institution of 

monarchy, or their embodiment of the ideal family unit. However, analysis of 

the portraits and their consideration within the context of the sitters’ 
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biographies, as well as the historical and socio-political environment of the 

era, has also demonstrated Winterhalter’s sharp observational skills and 

diplomatic sensitivity which enabled him to attune his brush to the 

particular representational needs of the individual patrons.     
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CHAPTER III:  

THE SEARCH FOR AN IMPERIAL IDENTITY  

 

Introduction 

The present chapter focuses on Winterhalter’s portraits of Napoléon III, 

Emperor of the French, and Eugénie, Empress of the French, who replaced 

Louis-Philippe on the French throne following the February Revolution of 

1848 and the proclamation of the Second Empire in December 1852. The 

chapter will briefly trace the artist’s journey from persona non grata following 

the collapse of the July Monarchy to his employment by the new occupants 

of the Palais des Tuileries in order to demonstrate that his professional skills 

and established reputation as an elite portrait specialist overcame the initial 

concerns about his foreign nationality and alleged allegiance to the former 

political regime.  

The examination of Winterhalter’s Portrait of Napoléon III, Emperor of the 

French (fig. 3.1) will confirm the ongoing importance of the Handlungsporträt 

as a justification of the sovereign’s ascent to power. Its comparison with 

Portrait of Louis-Philippe, King of the French (fig. 2.1) will continue the line of 

enquiry that aims to illustrate Winterhalter’s ability to grasp the particular 

representational needs of his individual clients and the influence of the 

surrounding socio-political and historical events on shaping their official 

representations.  

The following analysis of the Emperor’s portrait will also establish a 

framework for the examination of Winterhalter’s four early portraits of 

Eugénie, Empress of the French (figs. 3.2-3.5). The chapter will argue that 

Winterhalter’s portraits of the Empress, and her increasing control over the 

production of these images, were instrumental to the self-fashioning of 

Eugénie’s public identity and reflect her social ascent from a Spanish 

aristocrat to the French Imperial consort. 
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Portraits of the Emperor and Empress of the French 

(1853). 

Louis-Philippe’s patronage of Winterhalter ended abruptly when the July 

Monarchy was overthrown by the February Revolution of 1848. As 

Winterhalter’s portraits of the Orléans family were being torn down and 

destroyed in the wake of the Revolution, the artist deemed it wise to absent 

himself from Paris for the time being.391 After more than a decade in the 

service of the Orléans dynasty, Winterhalter’s name had become 

synonymous with the fallen regime.392 “It’s a Winterhalter! Do you hear? A 

Winterhalter!”, screamed the artist François Henri Nazon (1821-1902), as he 

singled out Winterhalter’s portraits to the enraged crowds ransacking the 

Palais des Tuileries.393 There was no telling if the wrath directed against the 

royal effigies would turn towards their creator next. 

During the three years that followed, Winterhalter led a peripatetic existence, 

working in Belgium, Switzerland, and at various German courts. He spent 

prolonged periods of time in England, where he was showered with 

commissions by Queen Victoria, continuing to whet her insatiable appetite 

for portraits of family and friends near and far. “We talked of France & 

Germany, & the horrors of the past year, & he said that what he saw at Paris 

had made a terrible impression upon him… The fate of the French Royal 

Family … is what distresses him the most”, recorded the Queen in her 

diary.394 

Winterhalter returned to Paris towards the end of 1849. The Second 

Republic, which was established on 23 February 1848, offered no 

employment for a court artist. The dawn of the Second Empire, which was 

proclaimed on 2 December 1852, promised seemingly little either. The 

opening of the Empire’s first Salon, which took place on 15 May 1853, would 

have caused Winterhalter some chagrin, for it clearly showed that 

commissions for official portraits of the new ruler, Napoléon III, Emperor of 
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the French, and his wife, Empress Eugénie, went to other artists, including 

Alfred de Dreux (1810-60) (fig. 3.6), Edouard Dubufe (1820-83) (figs. 3.7-

3.9), Hippolyte Flandrin (1809-64), Charles Louis Müller (1815-92) (fig. 

3.10), and Vincent Vidal (1811-87) (fig. 3.11).395  

Winterhalter’s contribution to the Salon of 1853 consisted of a single large-

scale multi-figure composition, Florinda (fig. 3.12). The painting was inspired 

by an episode from Spanish medieval history, and showed an assortment of 

eleven scantily-clad maidens variously disposing themselves by the river 

bank.396 The decision to turn to a historical subject was undoubtedly 

motivated by his desire to re-capture his success at the Salons of the late 

1830s and re-establish his artistic reputation by demonstrating his prowess 

within a genre which the French Academy still considered infinitely superior 

to portraiture. Though its critical reception was lukewarm, the artist need 

not have worried, for, shortly after the opening of the Salon, rumours began 

to circulate that Winterhalter was about to receive a portrait commission 

from the Court of the Tuileries.397 

The reasons for such a dramatic volte-face by the imperial establishment are 

not difficult to guess. Patronage of the arts was an important part of royal 

performance, for it demonstrated the rulers’ loyalty and patriotism through 

the active support of the nation’s culture. Therefore, the first commissions 

for imperial portraits were offered demonstratively and emphatically to 

French painters. Empress Eugénie, for example, excitedly reported to her 

sister, Maria-Francisca, Duchess of Alba (1825-60), about her sitting for a 

portrait by Edouard Dubufe: “He is one of the best artists here” (figs. 3.7-

3.9).398 However, the reception of the portraits of the Emperor and Empress 

of the French at the Salon of 1853 was less than satisfactory, and the critical 

consensus opined that an authoritative official representation of the Imperial 
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couple was yet to be delivered.399 The near-absence of copies and prints after 

these portraits can be reinterpreted as further proof of the general 

dissatisfaction with the first official images.  

At the same time, though languishing in comfortable obscurity, 

Winterhalter’s credentials as an elite portrait specialist remained 

unchallenged. Both the Emperor and the Empress would have been well 

aware of his portraits of French and British royal families.400 A number of 

Winterhalter’s patrons were intimates of the Imperial circle, including 

members of the Aguado,401 Delessert,402 Nieuwerkerke,403 and Tascher de la 

Pagerie404 families. Isabella II, Queen of Spain (1830-1904), at whose court 

Eugénie’s mother served at one time as a lady-in-waiting, and with whom 

Eugénie corresponded regularly, was depicted by Winterhalter in a 

magnificent official portrait, on which the artist continued working in Paris 

between 1852 and 1854 (fig. 3.13).405 Authoritative official representations 

were sorely needed by the new regime, and commissioning portraits from 

Winterhalter indicates that his presumed allegiance to the Orléans dynasty 

and any concerns about his foreign nationality were cast aside for the sake 

of high quality formal portraits to embody the new imperial rule.  

The original portraits of the Imperial couple, which were completed by the 

end of December 1853, are believed to have perished in the conflagration 

that engulfed the Palais des Tuileries between 23 and 25 May 1871.406 

However, the sheer proliferation of copies allows for informed analysis of 

their compositional framework. The portrait of Napoléon III, Emperor of the 
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French (fig. 3.1) effectively combines Rigaud’s archetypal encapsulation of 

royal authority with the image of a modern monarch. The throne, regalia, 

columns, and curtains establish the sitter’s regal persona, while the 

Napoleonic heraldic eagle identifies him as a member of the Bonaparte 

dynasty. Like the Portrait of Louis-Philippe, King of the French (fig. 2.1), 

Napoléon III is represented in Lieutenant-General’s uniform which evokes 

the Handlungsporträt prototype and its attendant virtues of authority, 

military valour, and a commitment to the leadership of the country’s armed 

forces. The Grand Cross and Ribbon of the Legion of Honour proclaim 

Napoléon III’s patriotism and loyalty to the French nation. No elevation 

separates the Emperor, physically, psychologically, or symbolically, from the 

viewers suggesting, similarly to the portrait of Louis-Philippe, the ease of 

access and communication between the ruler and his people.  

Winterhalter’s subtle alteration of the Emperor’s stature to bring his 

silhouette in line with the prevailing ideals of a noble physique is quite 

pronounced. Napoléon III’s figure was rather unprepossessing: 

… far from handsome, with a puny physique;… a small, dumpy man, 

his legs were too short for his body… His head was too big, with a huge 

hook nose and fishlike pale blue eyes, while his heavy, expressionless 

face was hidden by a goatee beard and a thick moustache [with] long, 

waxed antennae.407 

In Winterhalter’s portrait, however, the Emperor cuts a dashing figure in a 

tightly fitting uniform that emphasises his broad shoulders, cinched in 

waistline, and flatteringly elongated legs in highly polished knee-length 

boots. The semi-circular negative space created around the Emperor’s torso 

guides the viewer’s sightline towards Napoléon’s brightly illuminated visage. 

His face is imbued with a serene and benevolent expression, which is not 

only becoming of his elevated position, but which also, in this particular 

instance, can be related directly to contemporary eyewitness accounts, 

according to which the Emperor’s “lack of good looks was redeemed by an 

oddly fascinating expression, sphinx-like yet benign, and a remarkable smile 

which would suddenly light up his dark features.”408 
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In contrast to the Portrait of Louis-Philippe, King of the French, Winterhalter 

had endowed Napoléon III with the full panoply of majesty. The portrait 

includes the throne, regalia, and the ermine-lined mantle. The Emperor 

firmly grasps the sceptre (La Main de Justice) and the ceremonial sword. No 

official portrait of Louis-Philippe is known to feature the Bourbon Fleur-de-

Lys, yet the Bonaparte eagle spreads its wings on the Imperial crown, throne 

upholstery, and the background draperies.409 The billowing curtain is 

embellished with a baldachin-like formation at the top to intimate the divine 

predestination of his accession to the throne. The background landscape 

locates the Emperor at the Palais du Louvre, with the Arc de Triomphe du 

Carousel and the silhouette of the Palais des Tuileries clearly visible across 

the Cour Carrée. While both portraits emphasise the connection between the 

monarchs and the city of Paris, the placement of Napoléon III within the 

palace grounds is done in a more literal and emphatic way. 

A number of factors account for the more brazen display of monarchic 

privileges in Napoléon’s portrait. First and foremost, unlike Louis-Philippe, 

who was offered the crown after the July Revolution of 1830, Napoléon III 

initially came to power by popular vote. Born Prince Louis-Napoléon 

Bonaparte (1808-73), he was both a nephew and a step-grandson of the 

Emperor Napoléon I by virtue of being a son of his younger brother, Louis 

Bonaparte (1778-1846), by his wife, Hortense de Beauharnais (1783-1837), 

the daughter of Empress Joséphine (1763-1814). After the fall of the First 

Empire, he spent most of his youth in Switzerland, whence he launched the 

first of his two abortive attempts to overthrow the July Monarchy.410 

Following the proclamation of the Second Republic, he was elected President 

by an overwhelming majority of French voters. The coup-d’état on 2 

December 1851 led to a plebiscite on 21 November 1852 when, once again, 

the majority of voters elected to supplant the Republic with the Empire.411 

The proclamation of the former President as Emperor followed shortly on 2 

December 1852. The greater emphasis on monarchic prerogatives reflects 
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the greater sense of stability the Emperor felt he had secured in his 

sovereign position. 

The emphasis on the Bonaparte ancestry through the Imperial eagle reflects 

the enduring Napoleonic legend, which played a pivotal role in Louis-

Napoléon’s successful presidential bid and in winning the popular backing of 

the Empire. However, a Bonaparte on the French throne sent shudders 

through most European courts, where the memory of past Napoleonic 

campaigns was still raw and where the legitimacy of his claim to the crown 

was being challenged. Numerous sovereigns, led by the powerful Nikolai I, 

Emperor of Russia (1796-1855), were initially reluctant to recognise the 

official status of the parvenu emperor, openly referring to him in 

correspondence as merely “dear friend” (bon ami) as opposed to the 

diplomatically sanctioned “my brother” (mon frère), thus denying the 

Emperor’s admittance into the closely interrelated caste of European 

sovereigns.412 Napoléon III declared, “The Empire is Peace” (L’Empire, c’est la 

paix), and Winterhalter’s portrait mirrors the political and diplomatic 

strategy of the Emperor.413 While the Bonaparte eagle acknowledges the 

glory of the First Empire, it can be argued that the assimilation of aspects of 

ancien régime iconography within the portrait is designed to assuage the 

threat of renewed military aggression and reassert the legitimacy and 

stability of the new reign by emphasising its historical connections to the 

French monarchic tradition. 

Creating an authoritative portrait of the Emperor’s wife, Eugénie, Empress of 

the French, arguably presented an even greater challenge for the artist. 

Spouses of reigning monarchs were traditionally chosen from other ruling 

families, and they appeared in their portraits as embodiments of their 

respective nations and dynasties. Their official representations abounded 

with symbolic references to political, diplomatic, military, and economic 

advantages that such matrimonial alliances were meant to secure. The 

custom of endogamous marriages among reigning families aimed to preserve 

the purity of bloodlines and their mystique as a separate caste.  
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Napoléon I actively pursued marital unions for himself and members of his 

family with other ruling dynasties not only as a diplomatic stratagem of his 

foreign policy but also in order to reassert the social elevation of his dynasty 

and its parity with the crowned heads of Europe. His nephew, Napoléon III, 

upon becoming Emperor, also initially sought to ally himself with a ruling 

house, but his efforts to secure a German or a Swedish princess were 

continuously frustrated and eventually came to naught.414 Ironically, within 

a short period of time, Winterhalter was to paint portraits of both Adelaide 

Princess zu Hohenlohe-Langenburg (1835-1900), a girl of seventeen, of the 

bluest blood, whom Napoléon III had wanted to wed for dynastic and 

political reasons, but whose marriage was categorically vetoed by the 

concerted efforts of her British, Belgian, and German relations (fig. 3.14);415 

and Eugénie, the twenty-seven-year-old Spaniard from an entirely different 

social stratum who came to occupy the throne of France.  

The Empress, who was born Maria Eugenia Portocarrero Palafox de Guzman 

y Kirkpatrick (1826-1920), hailed from an ancient Spanish noble house. She 

held several ducal, marquisatal, comital, viscomital, and baronial titles, and 

was a Grandee of Spain in her own right. However, she was neither a royal 

nor a member of the Spanish Royal Family, and thus could not have been 

shown as either a personification of her native Spain or of its ruling Bórbon 

dynasty. Furthermore, Eugénie’s pale skin and auburn hair could not be 

described as being typically Spanish.416 Her marriage to the Emperor was a 

love match following a prolonged courtship, rather than the result of 

dynastic match-making, and she became the first non-royal bride to marry a 

reigning French monarch.417 Therefore, Eugénie’s position was unique in the 

annals of French history, and as such required a special visual 

conceptualisation without precedent in traditional royal iconography. 
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The Emperor’s wedding announcement, which was made at the Palais des 

Tuileries on 22 January 1853, was intended to define the civic virtues and 

the social position of his future spouse. He explicitly confirmed Eugénie’s 

aristocratic ancestry and Spanish origins, and agreed that his choice of bride 

ran counter to the “illustrious royal alliances that created false securities 

and substituted the interests of the nation with the interests of the 

family.”418 Nevertheless, he declared his decision much preferable to 

“obtaining in the end a princess, undoubtedly accomplished, but only of a 

second rank and of a different faith,” which was a thinly-veiled slight at 

earlier German Protestant candidates.419 The Emperor then emphasised 

Eugénie’s dynastic and political importance; her allegiance to France and the 

Bonaparte cause;420 and her fervent Catholic faith. Napoléon further 

mentioned that he envisaged her as an “ornament to the throne”, alluding to 

the traditional role assumed by sovereigns’ spouses as leaders of fashion and 

society, a role that was formerly performed with great aplomb by Empress 

Joséphine.421 The Emperor’s speech produced a powerful effect, according to 

Eugénie, as “he spoke to the people and the heart, two things that are never 

invoked gratuitously in France.”422 His proclamation became well known 

through its verbatim transcription in the daily papers and published leaflets 

in France and abroad. It can be argued that Winterhalter’s first official 

portrait of the Empress was meant to reaffirm the Emperor’s wedding 

speech, and situate Eugénie within the framework of dynastic and social 

obligations she was expected to perform as Empress of the French. 

First and foremost, the composition of Winterhalter’s portrait of the Empress 

(fig. 3.2) is informed by its role as the pendant to the portrait of the Emperor. 

Marital pendants were meant to project an exemplary and harmonious 

family unit, which was conveyed through matching compositional elements. 

Therefore, Eugénie’s portrait mirrors that of Napoléon, and features the 

sitter at full-length, with regalia, throne, columns, baldachins, curtains, and 

palatial garden views. With a graceful yet commanding authority, the 
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Empress gestures at the Imperial crown.423 Her sumptuous jewellery, the 

origins of which can be traced to preceding reigns, provides an important 

link to the former ruling dynasties of France.424 These elements establish 

Eugénie’s monarchal identity and place the portrait within the traditional 

imagery of queenship, which also acts to emphasise the stability of her 

position as empress and her equality among the sovereigns of Europe.  

The background landscape is clearly different from that in the portrait of the 

Emperor, and has been traditionally identified as the gardens of the palace 

at Saint-Cloud.425 If the Emperor is emphatically situated at the Palais des 

Tuileries, the seat of Imperial power, the Empress on the other hand is 

placed within the sphere of courtly entertainments, as Saint-Cloud, together 

with other Imperial country residences, was a site of recreation. The decision 

to remove the Empress symbolically from the site of Imperial rule, the Palais 

des Tuileries, is symptomatic of a general fear of female involvement in 

government matters and a metaphorical subjugation of the Empress’s role as 

the “power behind the throne” to the “ornament of the throne”, as alluded to 

in the Emperor’s wedding speech. 

Eugénie wears the Order of Maria-Luisa prominently across her bodice. It is 

the highest distinction awarded to women by the Kingdom of Spain, usually 

reserved for members of the Royal Family, but also extended at the 

sovereign’s pleasure to Spanish noblewomen.426 The prestige and exclusivity 

of the Order is maintained by the strict limit on the number of recipients, 

which cannot exceed thirty individuals at any one time. The Order provides a 

direct reference to Eugénie’s Spanish origins; establishes her former social 

position within the highest echelons of Spanish aristocracy; and illustrates 

her close connections with the Spanish royal court.  

                                                           
423

 The design of the crown looks markedly different from the one preserved at the Musée du Louvre 
(Gabriel Lemmonier (jeweller), La Couronne de l’Impératrice Eugénie, 1855; gold, gilded silver, 
diamonds, and emeralds). The discrepancy between the two is explained by the fact that the crown 
was not completed by Lemmonier until 1855, and Winterhalter would have had to work from the 
jeweller’s working designs rather than the actual object (see Philadelphia 1987, 155-6). 
424

 Sotheby’s 1992, 224. 
425

 Versailles 1995, 962. The exact vantage point is impossible to identify, as Saint-Cloud was torn 
down in 1891.  
426

 McQueen 2011, 26, 66; the Empress received the Order from Isabel II of Spain in 1853. Eugénie 
also received the Order of Saint Isabella from the Queen of Portugal in November 1854 (McQueen 
2011, 86), but it does not appear in any of Winterhalter’s portraits of the Empress. 



143 
 

An advantageous marriage was one of the very few avenues of upward 

mobility available to women within the patriarchal structure and social 

stratification of the era.427 In contrast to Napoléon, Eugénie is placed on a 

podium, which is emblematic of her hierarchic elevation consequent upon 

her marriage to the Emperor of the French. Further references to the 

marriage as a vehicle of social elevation abound in the Empress’s garments 

and accessories. As there was no official coronation, no specific clothing was 

designed to function as ceremonial robes of state. A fashionable white gown 

worn by the Empress in the portrait provides a suitable representational 

solution for it alludes to her wedding dress, which was widely publicised and 

discussed in the press (fig. 3.15).428 The dress is symbolic of Eugénie’s 

spiritual and physical purity as are the multiple strands of pearls, which 

echo the jewellery worn by the Empress at her wedding, and which, through 

their traditional association with marriage ceremonies, are symbolic of 

purity, femininity, fecundity, and the mysteries of births. Eugénie’s wedding 

trousseau was designed exclusively from French fabrics by the leading 

French modistes, Palmyre, Vignon, and Virot.429 Given that the portrait was 

destined for domestic as well as international audiences, the focus on silks, 

satins, brocades, and delicate laces transcends the merely fashionable and 

assumes political and patriotic connotations for it can be posited as a 

reflection of Eugénie’s new role as the ambassador of France’s fashion 

design, fabric-making, and lace-weaving industries.430 

In spite of the perceived formality of this official portrait, personal touches 

and the individual taste of the Empress can also be distinguished. For 

example, the multi-strand pearl necklaces almost obscure a very special 

present from the Emperor, the diamond and emerald quatrefoil (four-leaf-

clover) brooch, a traditional good-luck charm and one of the Empress’s 

favourite jewels. It became “a kind of mascot … [that] invariably during her 

years of sovereignty she wore somewhere about her clothing, [and which] 

never left her person, even at night.”431 It is difficult to account for the colour 
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of the court train, as green is not a Bonaparte heraldic colour. It might be an 

obscure reference to green velvet banners at the sacre of Napoléon I, 

embroidered with golden bees, a Bonaparte emblem, which were recreated 

by Viollet-le-Duc for the marriage of Napoléon and Eugénie at Notre-Dame 

on 30 January 1853.432 However, it is more likely to be a reflection of 

Eugénie’s personal taste and her well-known penchant for the colour green, 

which would express itself later in a sumptuous collection of emerald 

jewellery. These details demonstrate the extent of the sitter’s agency and her 

close collaboration with the artist on the final image. 

Winterhalter illuminates the Empress’s face, drawing the viewer’s attention 

to her dignified and serene expression. The portrait, however, ostensibly 

lacks the high degree of physiognomic individualisation, which, as 

mentioned previously, was among the foremost of Winterhalter’s technical 

skills. A palace insider, Amélie Carette, writing more than thirty years later 

(by which time the original painting had been destroyed), believed that 

Eugénie’s portrait had “a kind of stiffness that spoiled resemblance.”433 

While she believed that the artist had caught the Empress’s “charming 

traits, the nobility of figure, and the transparent clarity of skin,” she also felt 

that he failed to capture her vitality: “the inanimate coldness and the rather 

dry quality which one finds in this portrait recall absolutely nothing of the 

personality which it purports to represent.”434 While it is possible that 

Winterhalter applied a higher than usual degree of idealisation to convey 

Eugénie’s role as the imperial consort, in the absence of the original portrait 

it is reasonable to argue that the individual traces of the Empress’s 

physiognomy have been further diluted by subsequent copyists.  

The portraits were completed by the end of 1853, and officially unveiled at 

the Exposition Universelle of 1855.435 The paucity of critical opinion about 

these works is diametrically opposed to the wealth of responses that greeted 

the appearance of Winterhalter’s Portrait of Louis-Philippe, King of the French 

at the Salon of 1839. One reviewer summarised the prevailing opinion when 
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he wrote: “They are official commissions, and that is all that needs to be said 

about them.” Claude Vignon was more objective, laconically stating that 

Winterhalter, “among all our painters, is the only one to have given us a true 

resemblance” of the Imperial couple.436 However, as the sovereigns may have 

feared, most commentators concentrated on the comparison between the 

home-grown school of portrait painters, headed by Dubufe, and the German-

born Winterhalter. Du Camp opined, for example, that the choice of 

Winterhalter “astounds us and upsets us, as there are in France twenty 

portrait painters who are by far more talented than this foreigner.”437  

No record has come to light to indicate Napoléon and Eugénie’s opinion. 

However, the sheer proliferation of copies after Winterhalter’s official 

portraits of the Emperor and Empress of the French, on canvas and in print, 

on Sèvres porcelain and as Gobelins tapestries, in full, half, or bust length 

configurations, and the fact that an official order form had to be pre-printed 

to keep up with the increasing demand for copies, leaves no doubt that the 

sovereigns were satisfied with Winterhalter’s official images.438 The fact that 

more than fifteen per cent of the annual state art budget was dedicated 

purely to reproducing Winterhalter’s portraits and the artist’s immediate 

nomination as Peintre Attiré de la Cour de Napoléon III further attests to the 

imperial couple’s appreciation of his artistic talents.439  

Repeating the success of the portraits of Louis-Philippe and Queen Victoria, 

the first commissions for the Court of the Tuileries sufficed in establishing 

Winterhalter as the official iconographer of the new Imperial regime. The 

news of Winterhalter’s success was received with a certain degree of jaundice 

by the artist’s contemporaries. Vignon wrote that “the crowned families 

transfer Winterhalter like a tradition”;440 while another artist, Eugène Lami 

(1800-90), who enjoyed a similar degree of royal patronage under both the 

July Monarchy and the Second Empire, famously quipped: “The heads of 

state may change, but the ladies’ shoulders stay the same!”441 
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Portrait of Eugénie, Empress of the French (1854), and 

Eugénie, Empress of the French, with her Ladies-in-

Waiting (1855). 

Following the popular success of Winterhalter’s official portraits of 1853, the 

artist’s position as the preferred image-maker of the Second Empire was 

actively championed by Empress Eugénie. At least eight portraits of the 

Empress by Winterhalter survive to the present day; further commissions 

were also received by the artist at regular intervals to paint members of her 

and her husband’s families.442 However, research indicates that although the 

Empress had full access to the Civil List, which amply covered acquisitions 

and commissions of works of art, Winterhalter, with the exception of the first 

pair of official portraits, was paid exclusively from the Empress’s private 

purse.443 As will be argued below, this could be interpreted as constituting 

Eugénie’s desire to exercise greater agency over the construction and display 

of her imperial identity.  

One of Winterhalter’s earliest privately commissioned portraits of the 

Empress was completed in 1854 (fig. 3.4). It was included in the Exposition 

Universelle of 1855—at the last minute and by her personal insistence—to be 

placed together with the official Imperial portraits of 1853.444 The painting 

shows Eugénie seated, at half-turn to the left, wearing a white gown 

decorated with lilac ribbons and profusion of lace. The simple hairstyle 

corresponds with contemporary accounts: “It is most graceful and becomes 

her marvellously… completely uncovering the forehead, the temples, and the 

ears, … always substantially the same, being varied only by a few flowers at 

the back …”445 No jewels are worn. The only decorations are fresh flowers in 

her hair and corsage. While the sitter’s social position is established by the 

regal demeanour and the richness of her garments’ materials, no 

conspicuous signifiers of her imperial status are discernible within this 

composition. Even the gilded chair is partially obscured by a green cushion 
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that props up the Empress’s back. Perhaps the only—and rather oblique—

reference to her membership of the Imperial family is the lilac-tinted ribbon, 

the heraldic colour of the Bonaparte dynasty. The modelling of the face of 

the Empress closely corresponds to the official portrait of 1853, and 

suggests that it was derived either from the same sittings, or at the very 

least created shortly afterwards. The composition mirrors Winterhalter’s 

Portrait of Maria-Francisca, Duchess of Alba (sister of the Empress), and 

generally adheres to the artist’s female archetypes of the period (fig. 3.16). 

The fact that Eugénie commissioned further portraits of herself from one of 

the foremost elite portrait specialists of the era is not surprising. However, 

the decision to include such a highly personal and informal portrait in a very 

public exhibition is.446 

On the one hand, it represents the visual manifestation of Eugénie wrestling 

control of her representation from officialdom and her determination to 

appear first and foremost as a woman, young, beautiful, and highly 

desirable. Her contemporaries readily acknowledged her physical beauty. 

Ernest Barthez wrote breathlessly of her:  

Every part of her body displays a remarkable purity and delicacy of 

construction. Whatever costume she wears, whatever position she 

assumes, whatever be the feelings that animate her I can but admire her, 

and it needs an effort to remove my eyes from the contemplation of her 

charming person. Her profile is fine and pure… Her mouth is very 

gracious. Her wide, well-modelled shoulders droop gracefully; her bosom, 

which she displays a little too much and too frequently, is beautifully 

placed and modelled… Her arms are well-shaped and sufficiently plump; 

the wrist is remarkably slender… The environment of dresses, perfumes, 

lights, and those beautiful shoulders, that rose and white skin, all this 

was so overpowering that I felt very sensible that I was not made of stone, 

so that I had to look at the ceiling lest my voice should tremble in 

speaking to her…447 
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Amélie Carette echoed Barthez when writing of the Empress’s “incomparable 

bust and well-formed shoulders shining through her dress as if through a 

cloud.”448 She continues: 

… brilliant complexion of transparent whiteness; fine and delicate skin 

that allows to perceive the estuary of veins beneath and makes one think 

of the blue blood of the ancient nobility of Spain. The perfect positioning 

of the long and delicate neck, the shoulders, the breasts, and the arms 

recalled the most beautiful of statues. The waist was narrow and round, 

the hands almost dainty, the feet as small as those of a twelve year old 

child. She carried her nobility with innate grace and distinction, and 

upon light and supple steps; everything about her was underlined by a 

complete harmony between the physical and spiritual self.449 

Clara Tschudi, who wrote a scathing biography of the Empress, admitted 

that “the form of her head and the bend of her neck in perfect beauty remind 

one of some antique work of art... There is not a flaw in this lovely 

appearance, and no harsh colouring disturbs the truthful harmony of the 

picture.”450 Last but not least, Frédéric Loliée, who, at times, was also highly 

critical of Eugénie’s conduct as Empress, could not help but openly eroticise 

her ample physical endowments, writing: 

She had a very daring décolletage which was too… Spanish. Her buste, 

her neck, and her shoulders were left generously uncovered and became 

more apparent still when the young empress was seated on a low 

banquette, which was rather unsettling for the men who were standing 

vis-à-vis or who had to pass in front of her and bow.451 

Modern-day sociologists concede that “other things being equal, beauty, 

especially for a female, is a condition which facilitates her upward promotion 

in the social pyramid,” and that in all stages of history, including the present 

era, “there goes on a permanent recruiting of beautiful women into the 

higher social strata.”452 It was widely acknowledged that Eugénie’s beauty 

and physical desirability outweighed all other doubts in the Emperor’s mind 
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when deciding to make her his consort.453 These feminine attributes are 

aptly captured in Winterhalter’s 1854 portrait. They are further emphasised 

by the soft fabrics and furnishings that undulate around the Empress’s 

body, as well as the oval, ‘feminised’ format of the canvas reminiscent of a 

portrait miniature to be contemplated and treasured by the beholder in 

private. By averting her gaze and lowering her head, Eugénie voluntary 

submits herself to be viewed as a passive object of voyeuristic desire. The 

vision of the Empress in Winterhalter’s portrait echoes her decision of 

making herself available to the populace during her customary afternoon 

rides in an open carriage through the Bois de Boulogne, when she could be 

observed, unimpeded, by the passers-by:  

[Those] who saw her for the first time never forgot that radiant sight, 

half-reclining on the cushions as was the habit of the day, smiling all the 

time and acknowledging people with that smooth undulation of the neck, 

executed with an exquisite grace, the secret of which was hers alone…454  

While the pose of the Empress, her hairstyle, the design of her dress, and 

the fluttering red curtain link the portrait to the official representation of 

1853, the suppression of visible signifiers of status and imperial authority 

and the studied emphasis upon her feminine attributes represent its 

antithesis. It can be argued that the decision to exhibit this portrait publicly 

at the Salon of 1855, where it formed a semantic link with the official 

portrait of 1853, as well as its further popularisation through copies, prints, 

and miniatures, is informed not so much by Eugénie’s vanity as by a 

strategic calculation to assuage the fear of female rule and female 

involvement in government matters that the regalia, imperial insignia, and 

the direct gaze of the 1853 official portrait might otherwise suggest. 

Eugénie’s awareness and informed interest in political, diplomatic, and 

government matters were well known.455 At the time of her wedding, Eugénie 

reflected: “I remember when Pepa [the maid] hearing us talk of politics said 

that women are made to knit socks. I knew I was not destined for that; I felt 
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I was destined for a different vocation.”456 Her private correspondence 

similarly shows that conversations about ribbons, hats, and Parisian 

dressmakers were gradually replaced by sharp observations about affairs of 

domestic and international significance.457 However, animated discussions 

on official matters between the Emperor and his wife were openly criticised 

even within their household,458 and Eugénie arguably felt the need to 

counterbalance this negativity by a pointedly non-political representation. 

The portrait positions the Empress’s beauty as the foremost vehicle of her 

social ascent rather than her intelligence, abilities, or the alleged covert 

desire to further the political interests of Spain and personal ambitions of 

her family.  

The strategic elimination of conspicuous signifiers of imperial authority 

continue in Winterhalter’s most celebrated chef-d’œuvre, the grandiloquent 

group portrait, Eugénie, Empress of the French, with her Ladies-in-Waiting  

(fig. 3.3), which was also shown at the 1855 Exposition Universelle.459 

Eugénie is seated to the left, wearing a white dress with lilac ribbons. She is 

offering a spray of flowers to Anne Debelle, Princesse d’Essling (1802-87), 

seated in profile on the left and wearing a pink dress. To the right of the 

Empress is Pauline van der Linden d’Hoogvorst, Duchesse de Bassano 

(1814-67), in a dress of dark burgundy with Chantilly lace. Their placement 

in the immediate proximity of the Empress corresponds to their rank, for the 

Princesse d’Essling and the Duchesse de Bassano occupied the two most 

senior positions in the Empress’s household, those of the Grande Maitresse 

and Dame d’Honneur respectively.460 

The remaining six women are Dames du Palais, and include Jane Thorne, 

Baronne de Pierres (1821-73), seated in front of the Empress, in a white 

dress with dark blue bows; next to her in a white and pink striated gown is 

Louise Poitelon du Tarde, Vicomtesse de Lezay-Marnésia (1826-91), who was 

a relation of the Beauharnais family. Adrienne de Villeneuve-Bargemont, 

Marquise de Montebello (1826-70), in a bright green dress, the first among 
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the women in the portrait to enter the Empress’s household,461 is placed at 

the front of the composition. Behind her, seated in a white dress and holding 

a print album, is Claire Emily MacDonnell, Marquise de Las Marismas del 

Guadalquivir (1817-1905), whose friendship with Eugénie predated her 

imperial ascendancy. She is conversing with Anne Mortier de Trevise, 

Marquise de La Tour-Maubourg (1829-1900), standing in profile on the 

right, wearing a dark-blue dress and holding a straw hat richly decorated 

with flowers and gauze. Nathalie de Ségur, Baronne de Malaret (1827-1910), 

standing in a yellow dress and leaning over to view a page of the album, 

completes the composition.462 The ensemble is chiefly occupied by gathering 

and arranging flowers, which are strewn throughout the composition and 

spill out of the ornamental garden urn on the right hand side. The secluded 

garden setting opens up though a partition between the trees to reveal a 

landscape beyond.463 

In a similar fashion to Eugénie’s seated portrait of 1854, the group 

composition was commissioned by the Empress personally and paid from 

her own private funds.464 As will be demonstrated below, the painting 

represents an iconographical conundrum. Its detailed analysis will support 

an argument that the seemingly simplistic representation is in fact a highly 

codified and covertly allegorised form of the Handlungsporträt which 

negotiates the Empress’s public ascendancy and establishes her 

performative role within the stratified hierarchies of the Second Empire.  

First and foremost, the number of the Empress’s ladies-in-waiting raises 

some questions. Ten attendants were originally appointed to the Maison de 

l’Impératrice on 25 January 1853.465 Only eight of them appear in the 

composition. At least four preparatory studies for the portrait are known 

(figs. 3.17-3.20), and all of them feature nine of the Empress’s ladies.466 The 

exclusion of at least one attendant, Comtesse de Pons de Wagner, from all 

known compositions can only be explained by court protocol, for she was not 
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formally a “lady-in-waiting” but a Dame Lectrice, a private quasi-secretary, 

who read the incoming correspondence.467 The only missing lady-in-waiting 

(who disappears from the final portrait) is most likely to be Léonie Bugeaud 

d’Isly, Marquise de Féray (1825-89).468 She was dismissed from the palace by 

January 1855, and her transgression must have been considered grave 

enough for her to be completely excluded from the final composition.469 

However, five more ladies-in-waiting were appointed in January 1855, 

raising the total number of women in the Empress’s entourage to 

fourteen.470 They may have been rather piqued not to see themselves 

immortalised on Winterhalter’s canvas when it was unveiled at the 

Exposition Universelle. A plausible explanation is that either the final 

number of figures in the painting was decided upon between a brief period 

between the Marquise de Féray’s dismissal in early January and the 

appointment of additional ladies by the middle of that month, or that the 

Empress had made an executive decision that only the first eight women, 

who were originally appointed to her service, deserved to be commemorated 

in the grandiose tableau.  

Unlike the group portraits Reception at the Château d’Eu (fig. 2.2) and The 

Royal Family (fig. 2.4), discussed in the previous chapter, Eugénie, Empress 

of the French, with her Ladies-in-Waiting cannot be linked either to an 

identifiable historical event or a vignette from the regular day-to-day 

occurrences within the life of the sitter. The painting cannot represent 

Eugénie and her ladies at a court function, for the Empress would have 

appeared dressed more formally and literally covered in precious stones.471 

Precisely the opposite can be observed within the group portrait as Eugénie 

is the only woman not to wear any jewels. Her ladies are shown in an 

assortment of necklaces, brooches and bracelets, but none of them display 

the official insignia of an Imperial lady-in-waiting, the gold and enamel jewel 
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with the diamond cipher of the Empress recto and her portrait miniature 

verso (fig. 3.22).472 The insignia was proudly worn by the ladies of the 

Imperial Household at official court functions;473 and it can be identified as 

featuring prominently in their portraits and photographs (fig. 3.23 and 3.24). 

Yet, it is absent from Winterhalter’s composition.474  

Furthermore, palace etiquette was strictly codified, and at no occasion was 

the Empress attended simultaneously by such a multitude of her female 

courtiers. Only one of the ladies lived at the palace,475 and although the 

Princesse d’Essling and the Duchesse de Bassano, who occupied senior 

positions within the Empress’s household, were in full-time employ, they 

were not required to appear either constantly or simultaneously by the 

Empress’s side. Other ladies-in-waiting were in attendance only two at a 

time, rotating on a weekly roster, and accompanying the Empress only when 

needed.476 Access to the Empress was strictly controlled, and there was no 

such thing as ‘dropping in’ on the Empress without strict vetting and 

prearranged appointments by the Duchesse de Bassano.477 At one stage, 

Eugénie even complained of the strict protocol, describing herself as “the 

first slave of my kingdom, isolated among the people, without a female friend 

(une amie), and needless to say, without a male friend (un ami), yet never 

alone for a moment.”478  

The wearing of dresses during the middle of the nineteenth century, and the 

types of dresses to be worn during particular times of the day and at specific 

occasions, was also strictly codified.479 Naked shoulders and low plunging 

necklines were only permissible in the evening, yet the atmospheric clarity 
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and the quality of lighting within the painting suggest daytime.480 All four 

preparatory studies show the women in dresses with covered shoulders and 

long sleeves. This indicates that the painting may initially have been 

envisaged as a Second Empire version of the Watteau-esque fête galante, 

representing a casually observed vignette of Eugénie and her ladies in the 

grounds of an Imperial country seat, such as Compiègne (where the court 

began to congregate on a regular basis from 1853, in late autumn, to 

coincide with the Empress’s name day on November 15).481 It is possible, 

however, that the symbolic layers began to develop within the portrait as 

painting progressed. There is also a lack of general consensus on the site of 

the gathering, variously suggested as Compiègne, Saint-Cloud, or 

Fontainebleau.482 The generic nature of the landscape setting once again 

points to it being an aesthetically-guided choice rather than a geographically 

identifiable location or a historically identifiable event. 

The genesis of the painting also differs greatly from Winterhalter’s general 

modus operandi. By the middle of the 1850s, Winterhalter worked 

predominantly a la prima, transcribing the features of his sitters directly 

onto the canvas whether he was engaged upon single-figure or multi-figure 

compositions such as in the aforementioned Reception at the Château d’Eu 

or The Royal Family.483 The painstaking studies, figure drawings, and 

preparatory sketches had been hitherto reserved for historical and genre 

scenes such as The Decameron (see fig. 2.6 and cat. nos. D133-D135; D140) 

and Florinda (see fig. 3.12 and 6cat. nos. 478-479). The existence of the four 

(surviving) preparatory studies for Eugénie, Empress of the French, with her 

Ladies-in-Waiting intimate that Winterhalter had put more thought and effort 

into the creation of this work than hitherto afforded to any of the portraits 

from his mature period, most likely because of changing instructions or 

compositional alterations suggested by the Empress.  
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The initial reliance on the eighteenth-century fête champêtre model by 

Antoine Watteau (1684-1721) and Nicolas Lancret (1690-1743) was most 

likely informed by the conscious efforts to legitimise the Second Empire 

through visual manifestations of its links with the former monarchies of 

France. However, the preliminary studies reveal that the delicately sketched, 

informal vignettes of women in loose groupings, engaged in lively 

conversations, gathering flowers, seeking shade, or reaching for lilac 

blossoms, were gradually formalised. The compositional structure began to 

rely increasingly on the circular arrangements of The Decameron and 

Florinda where the ancillary characters are grouped around the central 

personage. It can be argued that the iconographical indebtedness to 

Winterhalter’s earlier successful historical and genre scenes adds further 

weight to the hypothesis that both the artist and his patron aimed to 

transcend the limiting appeal of the painting as a mere group portrait by 

encouraging the work to be read as an academic composition of historical 

significance replete with allegorical meaning. As will be demonstrated below, 

Winterhalter’s group portrait would become a finely crafted stage on which 

the Empress’s private fantasies, personal fears, and ambitious desires were 

to be covertly played out.  

On the eve of her wedding, Eugénie wrote to her sister, the Duchess of Alba, 

expressing an anxiety about being worthy of the previous occupants of the 

French throne: “I tremble not for fear of assassins, but of going down in 

history as a lesser figure than Blanche of Castile and Anne of Austria.”484 

Eugénie also had a deep admiration for Maria de’ Medici (1575-1642), the 

Florentine-born consort of Henry IV, King of France (1553-1610).485 Both the 

Empress and the artist would have been well aware of the renowned cycle of 

twenty four canvasses commissioned by Maria de’ Medici from Rubens for 

the Palais de Luxembourg, where an assortment of nymphs, goddesses and 

allegorical deities celebrate the queen’s life in an arrangement that 

seamlessly melds historic fact and metaphorical fiction (fig. 3.21).486 As 

demonstrated in the first chapter, since the middle of the eighteenth 

century, such an apotheosis was no longer socially acceptable or politically 
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appropriate. I would argue that, given the factual inconsistencies and 

technical approaches enumerated above, Winterhalter’s Eugénie, Empress of 

the French, with her Ladies-in-Waiting echoes the allegorical complexities of 

the Rubensian cycle and constitutes an updated version modified by a 

contemporary visual language. 

First and foremost, the Empress’s appearance in Winterhalter’s group 

composition continues the strategic elision of conspicuous signifiers of 

executive power and political involvement. As in the seated portrait of 1854, 

the only discernible allusions to her dynastic identity are contained within 

the lilac of her dress trimming, the heraldic colour of the Bonaparte dynasty; 

and the violets, a Bonaparte emblem, which are held in her hands and 

decorate her hair. Violets were the Empress’s favourite flowers, and 

Eugénie’s favourite perfume, Extrait de Violettes, became the all-pervading 

scent of the Second Empire.487 Clara Tschudi recounts that Eugénie’s 

passion for these flowers originated with a gypsy fortune-teller who foretold 

that “her happiness would bloom with the violets.”488 A more sober 

explanation suggests that Eugénie began to wear violets conspicuously as a 

young adult after being indoctrinated in Napoleonic values by her pro-

Bonaparte father, Cipriano, Conde de Montijo (1784-1839).489 Any references 

to the Empress’s Spanish heritage, however, are omitted from the portrait 

thereby assuaging traditional fears of foreign-born consorts who used their 

privileged position to covertly promote the political agendas of their countries 

or creating camarilla at court by seeking favours and benefits for their 

compatriots and members of their families.490 

The sheer profusion of fabrics, “rivers of satin, lace, and gauze”,491 as well as 

“the fluttering acreage of silk and tulle, ruche and ruffle”,492 are among the 

most conspicuous elements of the picture. They gave Winterhalter an 

unparalleled opportunity for virtuoso displays of his technical skills in 

conveying textures of different fabrics. In the words of Aileen Ribeiro, the 
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artist dwells “with pleasure on the tactile surfaces of velvet, fur, lace, 

foaming tulle, and on glossy wings of hair, decorated with flowers.”493 The 

painting clearly illustrates Eugénie’s widely known passion for fashion, and 

her promotion of the crinoline (a dress skirt supported by a light-weight 

metal cage or under-wiring) as documented by the Empress’s biographers 

and fashion historians.494 The Empress did not invent the crinoline, for it 

has been in existence in one form or another since the sixteenth century, 

but its adaptation and popularisation in the middle of the nineteenth 

century are inextricably bound up with her.495 According to Ernest Barthez,  

[The Empress] sticks to [the crinoline’s metal cage] in spite of the quips of 

the Emperor, to which she simply replies that she does not know how 

she lived so many years without a cage. I can only find two excuses for 

this fashion. One is that women who wear it have their legs free in 

walking; … the other is that there is a sort of harmony between the 

amplitude of the woman and the size of the apartments in which she 

lives.496 

Mallarmé observed that crinolines made the wearer “appear light, vaporous, 

aerial, wafted along by the higher form of walking that is called dance – a 

divinity appearing in a cloud”.497 This effect is faithfully transcribed in 

Winterhalter’s portrait group: in spite of the sheer expanse of materials, the 

dresses look light and diaphanous; the ladies seem to be hovering on a 

multi-coloured cloud.  

Fleury commented that the court of Louis-Philippe “had been described as 

lacking in elegance, and it has often been said that commerce and industry 

in France and particularly in Paris suffered from this lack.”498 As already 

suggested of Eugénie’s state portrait of 1853, the Empress ensured that her 

dresses were made by French fashion houses. Gowns would have been 

ordered from the popular modistes Vignon and Palmyre and sewn from the 

fabrics supplied by the prestigious Maison Gagelin.499 The Second Empire 
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evening toilettes, with “ruches, ribbons, drapes, ruffles and flounces [which] 

could take hundreds of yards of fabric for their trimmings alone,” provided a 

great boost to French fabric-making and lace-weaving industries.500 Fleury 

noted that “many large fortunes were made at Lyons and elsewhere because 

of the support of the elite of the population, the fashions of the hour calling 

for beautiful materials, for silks and rich fabrics of all kinds.”501 The portrait 

reflects Eugénie’s acknowledged position as the leader of fashion, or, as 

Clara Tschudi calls her, the “ruling costumière of the country.”502 The 

dominance of garments and fabrics in the portrait group also expresses the 

Empress’s patriotism through her commitment to champion French fashion 

designs and textile industries. 

The emphatic placement of Eugénie within the feminine sphere of courtly 

entertainments, fashion, and beauty constitutes an almost complete 

eradication of semiotic allusions to her involvement in political, diplomatic, 

or administrative affairs. The masculine symbols of imperial authority in the 

state 1853 portrait are counterbalanced by the feminine arrangement of the 

courtly fête in the 1855 group composition. Whereas women’s gazes 

interlock with each other within the portrait, they never address the viewer, 

arguably reflecting a mid-nineteenth-century belief that “women’s prime 

function is to serve as alluringly delicate objects for the male gaze.”503 The 

painting represents the Empress ably negotiating her position within the 

social constraints of an overwhelmingly patriarchal society. The portrait 

acknowledges the dichotomy between her privileged status and potential 

power as the sovereign’s spouse and the public expectation of the Empress 

to perform the traditional role of a female who is passively secluded from the 

masculine world of government, business, and policy-making.504  
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The Empress’s biographers concede that Eugénie was extremely status-

conscious. She was fully cognisant of not having been born to the purple 

and of not being of the same rank as most of her predecessors on the French 

throne: “It cut her to the heart that she was not of royal birth, and she was 

jealous of the daughters of kings who enjoyed all the glory of inherited 

dignity.”505 She was slighted by the refusal of the Empresses of Russia and 

Austria to meet her, and of being seen by them as a parvenu empress, 

married to an upstart emperor, presiding over a vaudeville empire. Her non-

royal origins were a source of tension within the Bonaparte clan, as 

princesses Mathilde and Clothilde, both of whom had royal blood flowing in 

their veins, rarely missed an opportunity to remind Eugénie of their dynastic 

superiority. Even certain members of the old nobility refused invitations to 

the Tuileries and turned down offers of lucrative official appointment in the 

Imperial Household.506 “The morgue of aristocracy,” wrote Loliée, “has not 

yet forgiven the Empress who had mounted the throne without the decency 

of being, at the very least, a princess of the race.”507 

In the group portrait, Eugénie is surrounded by the company of her peers, 

who, like her, came from aristocratic families, by birth or marriage. However, 

through skilful spatial management of the compositional elements, 

Winterhalter places the Empress subtly above her companions and conveys 

her elevated social position through her serene facial expression and 

superior deportment. By virtue of her marriage to the Emperor of the 

French, she is now placed at the apex of French society, and what she 

lacked by birth right, is amply recompensed by her natural grace, stately 

poise, and regal bearing. As observed aptly by Allison Unruh, the women in 

coloured dresses appear to re-enact successive stages of the reverence, a 

formal ceremonial courtesy to the sovereign, paying homage to the Empress 

on the viewer’s behalf, with the Marquise de Montebello (in the extreme 
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foreground) acting as an intercessor, “mediating between the represented 

scene and the space of the spectator.”508  

Court appointments were politically and hierarchically motivated. If Eugénie 

is emblematic of the Second Empire both as the actual Empress and its 

allegorical trope, the “Bonapartism incarnate”,509 then the surrounding 

women, each of whom either comes from or had married into a titled family, 

symbolise those loyal and exemplary noble houses of the ancien régime, First 

Empire, Restoration, and the July Monarchy who had rallied in support of 

the Second Empire and its sovereigns. The cross-section of nationalities 

collectively represented by the women in the portrait is exceptionally diverse, 

and includes not only French but also American, Belgian, Irish, Russian, 

Scottish, and Spanish ancestries. Allegorical representations of women as 

national emblems were widely accepted in nineteenth-century art, and their 

presence in the picture can be interpreted as a reflection of the Empress 

presiding over the increasingly cosmopolitan court of the Second Empire. 

Furthermore, within a few years Eugénie would commission from Édouard 

Dubufe a suite of six panels for the Palais des Tuileries that explicitly 

depicted a selection of her personal female friends in a guise of nations and 

continents (figs. 3.25-3.28).510 It is therefore possible to read the five women 

in coloured dresses as metaphors for the five continents offering their 

respects to the Empress of the French.  

The portrait appears to have been completed by late April of 1855, and by 

the beginning of May it was delivered to the Exposition Universelle for 

framing and installation. As mentioned above, it was exhibited together 

with—and seen in the context of—Winterhalter’s two state portraits of the 

Emperor and Empress of the French of 1853, and Eugénie’s seated portrait 

of 1854.511 The response to the above portraits also informed aspects of the 
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critical reception of the group composition. The public and the critics alike 

acknowledged the artist’s ability to convey faithful resemblances of his 

sitters.512 The Empress and her ladies had reportedly visited the Exposition 

Universelle prior to the vernissage to watch the portrait being installed and 

to admire their likenesses within.513 Queen Victoria, during her visit to the 

Exhibition, famously requested a chair to be brought in so she could 

carefully study the likenesses at her leisure.514 Years later the intimates of 

the Empress’s circle, including Princess Metternich and Mme Carette, 

continued marvelling at the artist’s mimetic abilities;515 and the identities of 

the sitters can be recognised to the present day from their appearance in 

other contemporary portraits and photographs.516   

However, once again, a collective dismay was expressed about the fact that a 

painting of such importance and magnitude should have been entrusted not 

to a Frenchman but a foreign artist, one moreover, who was also seen as a 

‘toady’ of the previous political regime.517 Patricia Mainardi had clearly 

demonstrated that the art reviews during the Second Empire continued to be 

highly politicised: in the climate of strict press censorship, the Salon reviews 

of official portraits and government commissions often contained a thinly-

veiled attack upon the authorities.518 Last but not least, the negative 

reception of the genre of portraiture in French polemical thought persisted 

beyond the middle of the nineteenth century and coloured the general 

critical attitudes expressed towards the work: “A beautiful portrait is as rare 

as a beautiful painting“, proclaimed Maxime Du Camp, "as one can be a 

portraitist of great repute while still remaining a mediocre artist."519 Eugénie, 

Empress of the French, with her Ladies-in-Waiting (unlike, for example, the 

Reception at the Château d’Eu) could not be linked by the exhibition 

reviewers to any identifiable historical event. The allegorical potential within 
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it was overlooked, and it was seen simply as a straightforward portrait, 

executed on a grand scale, and displayed prominently within—and 

dominating—the prestigious Salon Carré, the space which was traditionally 

allocated for historical compositions of academic importance. As will be 

shown below, the art critics saw it as an unforgivable transgression and 

condemned it accordingly.  

Delécluze complained about Winterhalter placing his “bright and bold brush” 

at the service of fashionable pursuits “without as much as batting an 

eyelid.”520 Gustave Planche dismissed it as “simply a parody of Watteau,” 

and elaborated further:  

… but a parody which on this scale does not allow for mistakes. All the 

incorrections, all the omissions which can be pardoned in a figure of ten 

inches are inexcusable in a life-scale model.521 

Technical aspects of Winterhalter’s treatment of the subject, which were 

praised in his 1830s genre composition, including the clarity of design, the 

bright palette, sparkling atmospheric effects, and the tactile rendering of 

skin and fabrics, were criticised in the context of the 1855 group portrait. 

Gustave Planche called it “an inferior Decameron”.522 Vignon proclaimed the 

portrait “the most garish, the most haphazard, and the most vulgar thing 

one could possibly encounter”;523 echoed by Du Camp who decried “the 

superficial subject matter … [and] its harsh and gaudy colouring.”524 

The importance of the painting—and the Empress’s role—in the promotion of 

French design and textile industries would be recognised only much later, 

but in 1855 the opulent dresses and luxurious fabrics were seen as a symbol 

of the vain and shallow pursuits of the Second Empire court. As such, it 

attracted the most virulent criticism. Charles Perrier wrote that the portrait 

was reminiscent of “wax dolls in a window display.”525 Delécluze volunteered 

that “the crinoline, the corsets, and the petticoats would be a menace to 

anyone but Winterhalter; nothing scares him; nothing stops him."526 Du 
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Camp believed that Winterhalter was wasting his talents on “confectioning 

the gowns, the flounces, and the scarves."527 Prosper Mérimée opined that 

the attention paid to the fashionable outfits subverted the social position of 

the sitters: “It is but a group of lorettes in a garden, with dresses from 

Palmyre and small affected miens.”528  

However, neither the Empress nor the public were visibly affected by the 

critical vitriol. Prints were duly commissioned: a lithograph by Léon Noël 

(1807-84) and a mezzotint by Auguste-Charles Lémoine (1822-69) were 

completed by 1858. Two of the most respected firms of art dealers and 

publishers, Goupil et Cie and Colnaghi’s, promoted print sales by touring 

the portrait to Britain, Ireland, and the United States, where, divorced from 

prejudicial attitudes towards the Second Empire and the genre of 

portraiture, Eugénie, Empress of the French, with her Ladies-in-Waiting was 

viewed through a more objective prism. The Birmingham Daily Post called it 

“one of the best of Winterhalter’s portraits”.529 Blackwood’s Magazine 

commented that the group was “well arranged” and that the painting overall 

was “a very pleasant composition,” advising its readers to take the 

opportunity of the settee in front of the portrait and “admire it for as long as 

you like.”530 It recognised Winterhalter’s technical acumen in subtly 

distinguishing the Empress, who “shines like ‘the moon among the lesser 

fires’,” by physically elevating her above her ladies: “The ground slopes so 

that the Empress takes her position naturally as the head of the female 

circle, like the front jewel in the coronet.”531 According to the Times, 

Winterhalter had aptly conveyed not only the likeness but also the elevated 

status of the sitter: 

The artist has not only seized [the Empress’s] well-known soft and rather 

pensive aspect, but has portrayed even her peculiar carriage, half-stately, 
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half-timid, to which the native dignity of her expression adds so much 

effect.532 

The Daily News praised the artist’s abilities to transition seamlessly between 

the genres of history and portraiture and admired the feminine attributes 

with which the artist had endowed the picture: “The recumbent posture of 

this imperial company resembles those of the bouquet of flowers, thrown in 

graceful confusion on the foreground sward; the roses are plenty.”533 The 

Dublin University Magazine argued that the painting was “the best portrait 

we have ever seen exhibited in Dublin” and “a perfect marvel of art” which 

put the rest of the contemporary Irish school of portraiture to shame.534 It 

praised “the delicate spiritual female portraits,” and considered the 

“admirable arrangement and disposition of colour”, “a study of light and 

shadow”, and “those evanescent and pearly” tints as “unsurpassed” and 

“almost unexampled.”535 The New-York’s Eclectic Magazine chose to illustrate 

the portrait on its cover and extolled “its gorgeous colourings and blooming 

roses, and almost living, breathing portraits of these celebrated and 

beautiful ladies of the Imperial court.”536 The positively adulatory responses 

to the portrait from these as well as numerous other British, Irish, and 

American sources can be cited to indicate the extent to which the political 

agendas and aesthetic preconceptions of the French press were capable of 

skewing the critical reception of portraits and potentially damaging artistic 

reputations in the process. 

The detailed examination of the portraits of 1854 and 1855 demonstrates 

that Winterhalter understood and appreciated the Empress’s personal wish 

to downplay conspicuous symbols of wealth and power in her public 

representation and reflect her elevated social position by capturing her 

graceful demeanour and regal dignity. Instead of merely representing the 

Empress in the company of her ladies, by subtly melding reality and 

allegory, Winterhalter created an apotheosis of Eugénie, Titania holding 

court, the triumphant Venus, or the goddess Diana seated among the two 
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main deities of the Imperial Olympus and attended by the most beautiful 

nymphs of the realm. The embodiment of goodness, purity, and femininity, 

she is also the proverbial “ornament of the throne”, the leader of fashion and 

society, to whom the homage is being paid by the first dynasties of her 

adopted country and the sovereign nations of the globe. 

 

Portrait of Eugénie, Empress of the French, with her 

son, the Prince Imperial (1857). 

The sheer abundance of flowers in the group portrait symbolises femininity, 

beauty, youthfulness—and fecundity. However, the interpretation that the 

flowers denoted the Empress’s pregnancy is erroneous, as at the time of the 

completion of the painting and its exhibition at the Exposition Universelle, 

Eugenie was not enceinte.537 The popular responses to the suggestive 

symbolism of honey-suckle and orange blossom is more indicative of future 

“dynastic duties” that the young Empress was expected to perform.538 As the 

wedding took place in January 1853, the absence of a child by the middle of 

1855 brought disquiet and uncertainty about the future of the Imperial 

dynasty.539 However, public expectations were realised when Eugénie was 

safely delivered of a son, Eugène-Louis-Jean-Joseph-Napoléon, the Prince 

Impérial (1856-79), on 16 March 1856. Winterhalter was duly called upon to 

commemorate this momentous event with an official portrait, although the 

sittings did not commence until the winter of 1856.540 The reasons for the 

delay are not clear, but it is possible that the portrait’s completion was 

scheduled strategically to coincide with the infant’s first birthday and the 

opening of the 1857 Salon shortly afterwards.541 
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Winterhalter’s Portrait of Eugénie, Empress of the French, with her son, the 

Prince Imperial (fig. 3.5) can be also described as a type of the 

Handlungsporträt inasmuch as it openly celebrates the fulfilment of the 

traditional duties placed upon the female consort to produce an heir, 

continue the dynasty, and secure the succession. The Empress is 

represented seated, in a garnet-coloured velvet dress trimmed with sable, 

holding the infant Prince on her knees. The conventional complements of 

columns, curtains, floating baldachins, landscape background, and the 

throne-like Louis-Seize-style chair establish the social position of the mother 

and child. Eugénie’s gaze communicates directly with the viewer as she 

leans towards her son. While her left hand is placed around the infant’s 

waist, with her right hand she presents the Imperial heir with a gesture that 

is both protective and affirmative, making the viewer a complicit witness to 

the birth of the child and the continuation of the Imperial dynasty. The 

Prince turns towards the spectator from the protection of his mother’s 

bosom while firmly holding on to her jacket. Nearly thirty French and foreign 

official decorations were heaped upon the Prince Imperial at the time of his 

birth.542 However, only the Ribbon and the Order of the Legion of Honour are 

worn in the portrait as the direct signifier of his imperial bloodlines, dynastic 

identity, and the promise of a lifelong patriotic commitment to his country.  

As established by Olivia Gruber Florek, paintings of mothers with children 

can never be wholly divorced from religious connotations inasmuch as they 

evoke, in the annals of Western-European art, a secular vision of the Virgin 

and Child.543 The inclusion of columns, curtains, and the gilded chair 

provides a further nexus between royal portrait and religious image. The 

conflation of religious and secular imagery is especially potent in portraits of 

ruling families as the Virgin and Child bear responsibility for the destiny of 

mankind, while the royal dynasty is responsible for the destiny of the nation. 

In the context of renewed religious fervour during the Second Empire and 

the government’s commitment to the rebuilding, restoration, and 

redecoration of religious edifices in Paris and throughout France, it can be 

argued that religious overtones within the composition aim to portray the 
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Bonaparte dynasty as the premier and exemplary Christian household.544 At 

the same time, the painting can be said to reflect Eugénie’s well-documented 

fervent Catholicism, devout piety, and political support of the Papal States, 

in recognition of which Pius IX (1792-1878) agreed to become the Prince 

Imperial’s god-father and presented the Empress with a Golden Rose.545    

The protective maternal warmth and sentiment expressed by Winterhalter in 

this picture represents Eugénie as a universal mother figure, possibly 

alluding to the charitable gesture by the Emperor and Empress of the 

French, when they agreed to become godparents to every child born in 

France on 16 March 1856, the birth date of the Prince Imperial.546 As one 

contemporary observed of the Empress’s charitable nature: “She possessed 

two of the qualities which essentially adorn a ruler: a large heart and an ever 

open hand.”547 However, on a more personal level, the artist may also have 

caught the sense of preciousness that Eugénie felt for her first and only 

child, as following the prolonged and agonising labour the doctors concluded 

that the Empress could bear no more children.548  

Any melancholy sentiments detected within the portrait could be read as an 

oblique expression of Eugénie’s gloomy premonition about her son’s destiny. 

As early as May 1853, she presciently wrote to her sister:  

I am filled with terror when I think of the pour dauphin Louis XVII, of 

Charles I, Mary Stuart, and Marie-Antoinette. Who knows what sad 

destiny awaits my son? I would have much preferred for him a crown less 

splendid but by far more secure.549 

The reference to Marie-Antoinette in the above passage reflects the 

Empress’s well-documented admiration for her ill-fated predecessor. Eugénie 
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reportedly visited the Trianon, Marie-Antoinette’s favourite residence at 

Versailles, on her honeymoon weekend, and commissioned from 

Winterhalter an intimately-scaled portrait representing herself in eighteenth-

century dress as an evocation of the times and fashions of Marie-Antoinette’s 

court (fig. 3.31).550 Portraits and busts of Marie-Antoinette and her son, the 

Dauphin (future Louis XVII) decorated Eugénie’s private apartments at the 

Tuileries, where furniture and objets d’art that once belonged to the tragic 

Queen were also to be found (fig. 3.35).551 She collected mementoes 

associated with the Queen; avidly read memoirs of her era; and on at least 

two occasions dressed as Marie-Antoinette at masked balls.552 In 1867, the 

Empress organised an exhibition devoted to Marie-Antoinette where the 

artefacts from her private collection were supplemented with loans from the 

royal collections of England, Sweden, and Austria.553  

Eugénie’s obsession with Marie-Antoinette was well known within the 

Imperial circles, and became an object of derision among certain sections of 

society.554 The Empress’s biographers are also fond of pointing out that 

when the revolutionary crowds were at the point of invading the Palais des 

Tuileries, Eugénie momentarily hesitated before escaping, conjuring up a 

vision of her sharing the fate of the woman whom she deeply admired:  

I had no fear of death. What I feared was falling into the hands of ruffians 

or vixens who would add some shameful or ridiculous episode, who 

would have tried to dishonour as well as murder me. I imagined 

nameless indignities and I heard ferocious laughter—for, mind you, les 

tricoteuses have left descendants.555 

References to Marie-Antoinette can be found within Winterhalter’s 

representation of the Empress with her son, which is visually indebted to the 
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group portrait of the Queen with her children by Louise-Elisabeth Vigée Le 

Brun (1755-1842) (fig. 3.32). The portrait appropriates Marie-Antoinette’s 

garnet-coloured fur-trimmed gown and hand gestures; the positioning of the 

child on her knees; and the prominent official decorations worn by the 

infant. These echoes serve a dual purpose: they illustrate the Empress’ 

sincere regard for Marie-Antoinette and provide an important visual and 

historical link to the past monarchies of France in order to reassert 

Eugénie’s integral role in the dynastic continuity of the French crown.  

However, neither the Empress nor the artist chose to lose themselves in 

eighteenth-century reveries. The propagandistic essence of the portrait as a 

powerful dynastic statement of the Bonaparte Empire remained paramount. 

The Napoleonic symbolism is fully invested within the figure of the Prince 

Imperial. The infant’s centrality to the symbolic narrative of the portrait is 

further emphasised through the colour scheme and a careful programme of 

compositional devices. The figure of the prince forms an autonomous 

pyramidal shape, and the brightly illuminated whiteness of his baptismal 

robes forms a striking contrast against the subdued gamut of the Empress’s 

garments and the delicate hues of the background landscape. Winterhalter’s 

depiction of the Prince corresponds with contemporary accounts: 

… a fat, strongly marked face, full cheeks, rather pale, and perhaps a 

trifle flabby, … like all milk-fed children: his colour is of a dull white, he 

is fat, and a little flatulent, but not excessively so… He has large eyes, of 

a deep blue, limpid and transparent …556  

However, the infant also bears a striking resemblance to his famous 

ancestor, Napoléon I, which was much commented upon at the time.557 

Winterhalter may have further amplified the child’s Bonaparte-like 

physiognomy by amalgamating his features with the actual likeness of 

Napoléon’s son, the soi-disant King of Rome (1811-32). The portrait echoes 

the three-quarter-pose of the latter’s portrait by Gérard (fig. 3.33) as well as 

the serious, unflinching gaze and troublingly mature expression in the 

portrait by Lawrence (fig. 3.34). 
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The dynastic significance of the Prince Imperial as the Bonaparte heir is 

further accentuated by the elision of conspicuous signifiers of power and 

imperial authority within the figure of the Empress. The effusive femininity 

of the earlier portraits is also subdued; the dazzling shoulders and plunging 

neckline are fully covered. Her identity in the portrait is subjugated to that 

her son. In no other portraits of the Empress are “the traditional virtues of 

piety, chastity, and modesty”558 emphasised so deliberately. In Richard 

Ormond’s words, “the simple and noble lines of the composition … focus 

attention on the tender relationship between the mother and child.”559 

Ineligible to succeed to the Imperial throne, she appears as a temporal vessel 

of the Bonaparte family and the integral link of its dynastic continuity.560  

  

Conclusion 

This chapter has demonstrated that Napoléon III’s possible concerns about 

employing an artist who was both a foreigner and the acknowledged 

iconographer of the previous regime were overcome by Winterhalter’s 

established reputation as an elite portrait specialist as well as by the 

absence of painters of comparable skills who could have challenged 

Winterhalter’s pre-eminence in the genre. Repeating his success at the 

courts of the Grand Duke of Baden, King of the French, and Queen of Great 

Britain, Winterhalter’s very first portrait of the Emperor became the 

definitive image of his reign. Even the critically acclaimed Portrait of 

Napoléon III by Hippolite Flandrin (1809-64), of 1861(fig. 3.36),561 failed to 

subvert the authority of Winterhalter’s portrait, the copies of which 

continued to be commissioned until the last days of the Second Empire.  

However, it was the Emperor’s wife, Empress Eugénie, who championed 

Winterhalter as her preferred portrait painter and the official iconographer of 

the Imperial court. Painting the portrait of the Empress of the French was no 
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easy feat. It was not only challenging because, in the words of Amélie 

Carette, “in our époque—and in our country, democratic and egalitarian—it 

is a very difficult role to be a sovereign.”562 Most contemporaries suggest that 

Eugénie, in the present-day parlance, was not “photogenic.” For example, Dr 

Ernest Barthez opined that “none of her portraits give an exact idea of her. 

She is prettier, more handsome, more gracious, more alive than any I have 

seen.”563 Amélie Carette agrees: “Hundreds tried in every fashion to 

reproduce the beauty of the Empress… very few succeeded. There was 

something very elusive in the Empress, an animated countenance; a fugitive 

mobility of expression, which defied all interpretation.”564 She is echoed in 

turn by Augustin Filon: “[None] of these portraits convey any idea of the 

character or intellect of their subject... There was no posing, no striving after 

effect; she was far simpler and more natural in her movements and in her 

speech than any of the ladies who surrounded her…”565 

However, where many failed, Winterhalter succeeded. Reflecting upon the 

ease and comfort of her sittings to Winterhalter, the Empress remarked in 

one of the very few recorded references to the artist: “He knows me so well, 

that with him I hardly need to pose.”566 Vignon conceded as early as 1855, 

that Winterhalter “among all our artists, is the only one to have given us a 

true likeness of H.M. the Empress”;567 and Filon admitted that Winterhalter 

had “sensed and [conveyed]… her expression [of] that sweet and dreamy 

sadness.”568 More importantly, Winterhalter’s portraits of the Empress 

captured not only her elusive beauty but also the outward construction of 

her imperial persona, which was “not that grave, serious, imposing majesty 

which we are rather in the habit of supposing in great historical figures, 

such as Elizabeth of England; [but] a thoroughly gracious and truly feminine 

Majesty.”569  
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After initially submitting herself to the requirements of official portraiture in 

1853, Eugénie took up the responsibility of commissioning her own 

portraits, and henceforth produced and controlled her officially-sanctioned 

imagery. The private funding of these commissions accounts for the 

Empress’s ability to subvert, through her choice of artist, the traditional 

mode of dynastic representation and rework various identities that she had 

adopted in order to shape her own performative roles—as a modern day 

incarnation of the commanding Marie de’ Medici, the self-sacrificing Marie-

Antoinette, the regal consort, the dutiful dynastic mother, the fragile beauty, 

the leader of fashionable society, and the proverbial ornament of the 

Imperial throne. 
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CHAPTER IV:  

EMBODYING AN ARISTOCRATIC IDEAL  

 

Introduction 

Winterhalter’s portraits of French and British sovereigns, discussed in the 

previous chapters, complete the examination of the artist’s royal 

representations within this thesis inasmuch as they had established a 

template which was to be redeployed by Winterhalter in his subsequent royal 

commissions.570 The present chapter focuses on Winterhalter’s portraits of 

European nobility, who, as the survey of the artist’s works suggests, were 

the artist’s next core support group.571 Indeed, the list of Winterhalter’s 

sitters reveals that between the early 1830s and the early 1870s, he received 

portrait commissions from the aristocracy of Austria, Belgium, France, Great 

Britain, the Netherlands, Poland, Russia, Spain, and various German and 

Italian states. They posed for him in the comfort of their homes on both 

sides of the Channel, flocked to his studio in Paris, and pleaded for a sitting 

during the artist’s trips to Swiss and German spa resorts. Already by the 

early 1840s, Winterhalter struggled under the weight of commissions, 

lamenting to his friend and patron, Nicholas-Louis Planat de la Faye (1784-

1864), that, for lack of time, he was forced to turn away portrait requests 

from “several ladies … amongst them the Duchess of Sutherland.”572 In 

1859, the writer Alexandre Dumas (1802-70) documented that there was a 

two-year waiting list for a portrait commission from Winterhalter.573 In 1863, 

the artist famously infuriated Queen Victoria who found him “most 
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provoking” when he refused to travel to England because of the demands 

imposed upon him on the Continent by Russian and Polish aristocrats.574  

The survey of Winterhalter’s portraits reveals that not only the ruling 

families of Baden, France, the United Kingdom, and Russia were among 

Winterhalter’s most prolific patrons, but that the aristocracy of these nations 

also dominated the artist’s client lists. The chapter will consider the 

important role that royal patronage played in spreading Winterhalter’s 

popularity in aristocratic circles. It will establish that the physiognomic and 

physical attributes with which the artist endowed his royal sitters can also 

be perceived in the portraits of his aristocratic patrons, and demonstrate 

that traditions and innovations (which have been observed within the genre 

of royal portraiture) had also permeated the iconographic framework of 

Winterhalter’s aristocratic images. The prism of the Handlungsporträt and 

the broader context of history and biography will also be applied to 

individual portraits. It will support the argument that Winterhalter’s works 

convey a greater diversification within the stratified noble hierarchies of the 

period (as will be shown below); and that they also reflect the social mobility 

of the sitters as they negotiated the changing socio-political environment of 

the era. Finally, just as the previous chapters have illustrated Winterhalter’s 

ability to attune his portrayal to the personal representational needs of 

various monarchs (to reflect their dynastic differences and styles of 

government), the present chapter proposes, likewise, that similar 

modifications can also be detected within Winterhalter’s aristocratic 

representations. 

In a similar fashion to the preceding chapters, Winterhalter’s portraits of 

European aristocracy will be examined in a broadly chronological order. 

Representative examples will be chosen from those portraits which appear to 

have been the first within Winterhalter’s oeuvre to establish an 

iconographical precedent, the principal elements of which would influence 

the compositional framework of the artist’s subsequent works. Whenever 

possible, the portraits that acquired a greater prominence through public 

exhibitions during the artist’s lifetime—or through concurrent popularisation 

through copies and prints—have been chosen as case studies in favour of 
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lesser-known examples. The former allow for a deeper understanding of the 

perception and reception of Winterhalter’s works during his lifetime. 

 

Portraits from the early Karlsruhe Period, 1830-1834  

As demonstrated in the first chapter, the relative absence of grand 

aristocratic names from Winterhalter’s list of sitters during the Munich 

period (1824-1830) reflected his position as an emerging artist, as well as 

and the domination of the portrait market by his mentor, the court 

portraitist Joseph Stieler. This situation changed after Winterhalter 

commenced his employment at the Grand Ducal court in Karlsruhe, where 

he faced little competition from local artists,575 and where, from 1830 

onwards, he became the preferred portrait painter of Leopold I, Grand Duke 

of Baden. Public exhibitions and the wide distribution of copies and 

lithographs after Winterhalter’s portraits of the Grand Ducal family acted as 

promotional vehicles for the growing awareness of his stature as a portrait 

specialist. Commissions from the local aristocracy followed suit, and, as will 

be demonstrated below, they were inextricably connected with the artist’s 

employment at the Grand Ducal court.  

In 1832 Winterhalter received a portrait commission from Katharina Gräfin 

von Langenstein und Gondelsheim (1799-1850) (fig. 4.7). The Countess was 

the morganatic wife of Ludwig I, Grand Duke of Baden (fig. 4.8), and there is 

little doubt that her decision to engage Winterhalter was influenced by the 

favourable opinion he enjoyed at the Grand Ducal court. It illustrates the 

direct correlation between royal patronage and the formation of an artistic 

reputation as well as the profound influence that court circles exercised in 

matters of fashion and taste. The Countess was formerly an actress at the 

Karlsruhe Court Theatre, where, at the age of sixteen, she caught the eye of 

the sixty-two-year-old Grand Duke. In 1827, he publicly acknowledged their 

relationship, officially recognised their offspring, and ennobled Katharina 

and their children as counts—and countesses—of Langenstein and 

Gondelsheim.576 Upon Ludwig’s death in 1830, Katharina also inherited his 
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personal fortune becoming one of the Grand Duchy’s wealthiest 

aristocrats.577  

Winterhalter, as a beneficiary of the ongoing financial and professional 

support from the Grand Duke and an intimate of his court, would have been 

only too aware of the Countess’s past as a professional actress. During his 

earlier Munich period, Winterhalter had drawn a number of portraits of 

actors and performers, including Babette Horschelt (1804-89), a leading 

dancer of the Bavarian Royal Ballet (fig. 4.9).578 Her portrait is distinguished 

by the sharp turn of the head and her upward gaze, which injects a palpable 

sense of vitality and movement into the drawing that encapsulates her 

creative spirit. While the artist eschewed the descriptive symbolism of the 

sitter’s profession (such as, for example, stage decorations in the 

background of the picture), it can be argued that the dancer’s rather 

intricately laced bodice and the voluminous overcoat thrown dramatically 

over her shoulders might constitute an adaptation of—and a reference to—

theatrical costume. 

Winterhalter, however, avoided any allusions to the Countess von 

Langenstein’s theatrical past, and, as will be shown below, placed her 

depiction within the representational mode of the social elites. As mentioned 

previously, auspicious marital unions were among the few avenues of 

upward mobility available to women within the era’s strictly stratified 

patriarchal societies.579 By formally acknowledging their relationship, the 

Grand Duke facilitated the young woman’s ennoblement and social 

elevation. Winterhalter establishes her social position in the portrait by the 

noble deportment and serene facial expression accentuated by the 

communicating gaze and benevolent smile. In contrast to the Portrait of 

Babette Horschelt, the Portrait of Katharina Gräfin von Langenstein und 

Gondelsheim is indebted compositionally to the female portraits of the Grand 

Ducal family, especially those of Elisabeth Markgräfin von Baden (fig. 4.10) 

and Sophie Wilhelmine Großherzogin von Baden (figs. 1.3 and 4.11), on which 

the artist may have worked concurrently during the period. However, in 
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comparison to her royal counterparts, the Countess’s appearance is more 

simplified and less ostentatious.  

For example, her coiffure of thickly plaited tresses does not culminate in the 

elaborate Apollo knot, as seen in the portraits of the Grand Duchess of 

Baden. The artist skilfully varies his brushwork to convey the costly satins, 

tulles, and laces of the Countess’s gown, which is remarkable for its 

fashionably wide diaphanous Puffarmel sleeves. Otherwise, however, the 

portrait conveys elegant simplicity without any addition of gold embroideries 

or costly cashmere shawls. Her jewellery is also comparatively 

unostentatious, limited to a couple of gold bracelets and an elegant brooch. 

Both the bow brooch with black enamel and garnets, and the matching 

bracelets with black enamel inserts may refer to the Countess von 

Langenstein’s status as widow. Significantly, the only other piece of jewellery 

is the simple wedding ring, the inclusion of which visually emphasises the 

status of the sitter as the morganatic wife of the late Grand Duke.580 Its 

prominence within the portrait illustrates Winterhalter’s keen appreciation of 

its importance in confirming the Countess’s social position.  

On the one hand, it can be presumed that the Countess’s choice of dress 

and accessories illustrate her personal unostentatious taste. It is also 

possible that her appearance was guided by a desire to avoid conspicuous 

display, which may have been interpreted as an illustration of her rapid 

social advancement. On the other hand, it can be observed that the 

Countess’s garments reflect the Biedermeier style, which dominated fine and 

decorative arts—as well as fashion—in the Southern-German, Swiss and 

Austrian regions between 1815 and 1848, when “status-consciousness gave 

way to dignity and honesty, pomp to respectability.”581 The name 

“Biedermeier” was coined in the late nineteenth century to summarise a 

distinctive style which originated in the aftermath of the fall of the Holy 

Roman Empire, the Napoleonic wars, and the subsequent redrawing of the 
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German states’ borders.582 One of the outcomes was a renewed search for 

national identity by the citizens of the former Empire. Artists in general, and 

portrait painters in particular, reflected this search by drawing inspiration 

from the artists of the late Middle Ages and the early Renaissance, when 

Germany was believed to have been unified and uncorrupted by religious 

and national dissent.583  

The most prominent elements of the Biedermeier style in Winterhalter’s 

portrait include the tight cropping of the figure and the bright frontal 

illumination that brings the sitter forth from within the shallow picture 

plane into closer proximity with the viewer. An important aspect of 

Biedermeier portraiture was commitment to physiognomic accuracy. While 

the portrait allows the artist to convey faithfully the Countess’s distinctive 

facial features, it also demonstrates his ability to negotiate between an 

individual likeness and universal idealisation. By placing the Countess’s 

features within the dominant representational modality of the social elite, he 

reasserts her social position. The Countess performs her aristocratic role not 

only by assuming a noble demeanour, which would have been read by 

nineteenth-century viewers as an inextricable part of her class identity, but 

also by her choice of dress and coiffure which reflect the aristocracy’s key 

role in establishing and maintaining contemporary fashion trends. The very 

act of the Countess von Langenstein in commissioning a portrait from 

Winterhalter illustrates her support of local art and culture, which 

constituted an important part of aristocratic performance. 

An ancestral gallery forms an important part of an aristocratic home. The 

Countess von Langenstein’s decision to commission from Winterhalter 

portraits of her children demonstrates her acute awareness of tradition and 

her ultimate responsibility to establish her family’s dynastic display. The 

portrait of her daughter, Luise Gräfin von Langenstein und Gondelsheim 

(1825-1900), was commenced by Winterhalter in the same year and carried 

out within a similar stylistic and tonal framework (fig. 4.12). The style of the 

dress and coiffure of the seven-year-old girl echo those of her mother. The 

portrait demonstrates that although the Age of Enlightenment distinguished 
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childhood as a separate stage of human development, the tradition of 

representing upper-class children as ‘little adults’ continued.584  

Winterhalter attempts to inject a sense of spontaneity and girlish 

coquettishness into the picture by posing Luise with her head turned 

sharply towards the viewer. A small posy of flowers imbues the portrait with 

the spirit of youthfulness and awakening femininity. A sparkle can be 

detected in Luise’s eyes, and there is the palpable suggestion of a smile, but 

otherwise she retains her composure. In the context of the era—and 

especially of the portraiture of the era—the serene appearance of the child, 

noble deportment, and public control of emotions signified good breeding.585 

The girl’s social position, established in the portrait by the dress, coiffure, 

and jewellery, are accentuated by Luise’s calm and mature facial expression. 

It reflected positively on both the child and her mother, demonstrating that 

the Countess von Langenstein attended responsibly to her parenting duties 

and brought up her children in a manner becoming their upper-class 

station.  

The portrait of Ludwig Graf von Langenstein und Gondelsheim (1820-72), in 

contrast to the portraits of his mother and sister, depicts the youth out of 

doors, leaning on a moss-covered boulder against the backdrop of a verdant 

landscape and swirling cloud formations (fig. 4.13). Ludwig’s sombre attire 

demonstrates that the garments of the European noblemen had undergone a 

similar sartorial transition as those of royalty; and that the status in male 

attire was henceforth expressed through the choice of luxurious fabrics, 

superior dyes, and bespoke tailoring. Winterhalter capitalises on his ability 

to communicate vividly, through variations in brushwork, the differing 

textures of the boy’s costly clothing, including a black woollen riding jacket, 

starched linen shirt, a black silk cravat and vest, and brown kid-leather 

breeches. The accessories, including the gem-set shirt studs and rings, play 

an important part in confirming the sitter’s wealth and status. The gold ring 

prominently visible on Ludwig’s finger may represent a signet ring usually 

etched with a coat of arms, which was assigned to families upon their 
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elevation to nobility.586 However, this also could be a crystal-topped 

mourning ring containing his late father’s lock of hair, thus reminding the 

viewer of Ludwig’s illustrious ancestry. 

The finely tooled ebony riding crop with a gem-set ivory handle carved in the 

shape of a dog with diamond-studded eyes is another important cipher that 

defines the teenager’s social standing. Equestrian excellence was expected of 

the social elites and included in children’s curricula, while stables filled with 

pedigree horses were a source of aristocratic pride.587 The boy’s ruddy 

cheeks, wind-tousled hair and parted lips—seemingly just drawing breath—

create a narrative that the young Count granted the artist a sitting while 

taking a break from his riding exercises.588 Depicting the child with a riding 

crop within a landscape setting evokes the tradition of hunting portraits, the 

popularisation of which can be traced, once again, to the middle of the 

eighteenth century.589 Hunting portraits had emerged as a Handlungsporträt 

alternative to representing noblemen as military leaders. The riding crop and 

the hound evoke authority and portray the young nobleman as a (future) 

exemplary landlord and protector of his tenants. 

As established previously in regard to royal portraiture, landscape 

backgrounds traditionally provided a site-specific reference to palace 

grounds as well as a symbolic reference to the landed status of the sitter. As 

the eighteenth century progressed, the landscape setting in European 

portraiture also came to define the subject’s Romantic sensibility, as 

expressed through communion with nature. Furthermore, within the 

German art of the post-Napoleonic period, landscape came to signify the 

sitter’s patriotism. Therefore, the bucolic setting of the Count von 

Langenstein’s portrait evokes his landed status, Romantic sensibilities, as 

well as an implied mood of patriotism.590 
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The previous chapters had touched upon the importance that Winterhalter’s 

French and British royal sitters attached to the distinctive physiognomic 

traits of their respective Bourbon, Guelph (Hanover), Wettin (Coburg), and 

Bonaparte ancestors, which emphasised their legitimacy and purity of 

bloodlines. In a similar fashion, the young Ludwig’s blond mane and 

physiognomic features echo those of the Grand Duke Ludwig I and provide 

visual proof of the child’s paternity and dynastic identity (fig. 4.8). Within the 

traditional patriarchal framework of the era, it was the father’s responsibility 

to provide for the financial well-being of his children. The father’s physical 

absence is substituted in Winterhalter’s portrait not only by the conspicuous 

presence of the mourning ring but also by the tangible signifiers of financial 

endowment bequeathed by the late Grand Duke to his son. The fine 

garments, costly accessories, equestrian prowess, and sprawling estates 

stand for the inherited wealth of the young Count and reaffirm the youth’s 

status as a member of the landowning aristocratic elite. 

The portrait was completed during Winterhalter’s brief stay in Karlsruhe 

between August and December 1834, when the artist also undertook a 

commission to paint a portrait of his long-term patron David Seligmann, 

Freiherr von Eichthal (1775-1850) (fig. 4.14). It is one of the most striking 

representations within the corpus of the artist’s works for, as will be 

demonstrated below, without the dramatic social and political events of the 

era, the very concept of this portrait would have been unthinkable because 

the sitter was born Jewish. This statement is not only a reflection of the 

Mosaic Law’s traditional prohibition of portraiture.591 It is also a reflection of 

the troubled history of European Jewry. Stateless, discriminated, and denied 

basic citizens’ rights; subjected to residential tax levies, violent scapegoating, 

and periodic expulsions; they were forced into small, cramped settlements, 

the ghettos,592 wherever their presence was tolerated. Prevented from 

practicing most traditional professions, the very few income-deriving 

opportunities for European Jews consisted of trade (buying and selling 

goods), usury (lending of interest-bearing loans), and money changing 
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(currency conversion).593 The princely pursuit of splendour and military 

supremacy left many sovereign princes out of pocket, and they turned to 

Jewish financiers for support. The seventeenth century saw the emergence 

of ‘Court Jews’, who, in exchange for financial services, enjoyed a modicum 

of the sovereign’s protection and exclusion from prohibitive restrictions 

imposed on their co-religionists.594 The eighteenth century witnessed the 

birth of the Haskalah movement, an attempt by certain sections of the 

Jewish community to be assimilated within mainstream European 

cultures.595 Princely patronage was their means of escape from the ghetto.  

Baron von Eichthal came from the Seligmann family, which owed its position 

and social elevation to the sovereigns of Württemberg and Bavaria, who, like 

the majority of the German princes, rarely showed any particular regard for 

the Jewish communities within their territories. Jewish settlers were 

welcomed in order to regenerate the local economy whenever the state 

coffers ran low, only to be expelled later to appease the local population or 

avoid repaying the loans. Jews were banned from the entire duchy of 

Württemberg in 1521 and from all Bavarian domains in 1551, and were not 

re-admitted until the late seventeenth and early eighteenth centuries.596 For 

example, the Seligmann family only settled in the town of Leimen, near 

Heidelberg, a former Bavarian territory, in the early 1700s, as previously all 

Jews had been expelled from the area since 1391.597 

The Seligmann family initially came to prominence as the preferred 

purveyors of salt and spices to the courts of Stuttgart and Munich, where 

they were eventually allowed to open their business and banking offices.598 

They became the official Hoffaktoren (one of the many names given to ‘Court 

Jews’) of the respective sovereigns, financing not only their passion for 

building and art collecting, but also through direct contribution to the 

economy. This financial support included the crucial investment in 

government bonds, which saved the kingdom of Bavaria from bankruptcy.599 
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In 1814, the grateful Maximilian I Joseph, King of Bavaria, ennobled the 

Seligmann family as Barons von Eichthal, making them the first Jews within 

the kingdom to be so rewarded.600 

In 1819, the family converted to Christianity, joining more than 250,000 

Jews who did so in the course of the nineteenth century.601 The date of the 

family’s conversion is significant; in 1806, Napoleon granted full 

emancipation to all Jews residing within French territories. The German 

vassal states, including Bavaria and Württemberg, were forced to follow 

suit.602 With Napoleon’s downfall in 1815, the rights of Jews within the 

German states were curtailed once again, and would not to be reinstated 

until later in the nineteenth century.603 Although the Seligmann family were 

granted in 1799 unparalleled for Bavarian Jews freedom of movement and 

settlement, by embracing Christianity they guaranteed that their rights and 

privileges would not be taken away again. 

The family’s patriarch, Aron Elias Seligmann (1747-1824), his five sons and 

five sons-in-law, had gradually established a trans-European banking and 

business network, with his second son (and Winterhalter’s future patron) 

David Seligmann settling in Baden.604 David continued his family’s salt and 

spice importing business; opened the family’s banking offices in Karlsruhe; 

and contributed enormously to the state’s economy through his financial 

services, investment in government bonds and in primary and 

manufacturing industries.605 As in other German territories, the Jews had a 

chequered history in Baden and were subjected to blanket expulsion bans 

throughout much of its modern history.606 It was only under pressure from 

Napoléon I that the newly-created Grand Duchy of Baden granted civil rights 

to its Jewish settlers in 1807, only to have them curtailed after the 
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Emperor’s downfall (full rights were not to be reinstated, amidst virulent 

anti-Semitic opposition, until 1862).607 Even though David Seligmann 

became Hofagent to the Karlsruhe court as early as 1790, the civil liberties 

enjoyed by his family within Bavarian territories did not apply to him in 

Baden until 1807.608 The Badenese authorities recognised his ennoblement, 

granting him the associated privileges and tax concessions, but it was only 

after he renounced his Jewish faith (the last of his brothers to do so), that he 

was legally allowed to acquire and own property within the Grand Duchy.609  

As mentioned in the first chapter, Baron von Eichthal was a significant 

presence in Winterhalter’s life and exerted an important influence on the 

early development of the artist’s career. He was one of the major employers 

in the region where Winterhalter was born. His cotton mills occupied the 

shell of the secularised Sankt Blasien monastery, where Fr. Joseph Berthold 

Liber, Winterhalter’s primary school teacher, was formerly a monk; and 

where Bartholomäus Herder, Winterhalter’s lithography master and first 

employer, had studied.610 Baron von Eichthal’s mediation with Ludwig I, 

Grand Duke of Baden, was instrumental in securing a stipend for 

Winterhalter, which enabled the aspiring artist to pursue further 

lithographic training and academic studies in Munich, and gain eventual 

employment as a drawing teacher at the Grand Duke’s court. A set of ink 

and wash portraits of the Baron and his family is recorded as having been 

done at the time Winterhalter began his employment at the Karlsruhe court 

in 1828 (figs. 4.15 and 4.16).611 Although Baron von Eichthal was 

Winterhalter’s patron for at least a decade, the more formal portrait in oils of 

1834 was commissioned after Winterhalter had received the royal stamp of 

approval following his appointment as official painter to the Badenese Court. 

Baron von Eichthal’s portrait not only represents the pinnacle of 

Winterhalter’s early professional career, but also celebrates the sitter’s own 

social elevation and personal wealth which allowed him to commission a 
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portrait from the artist who was officially accredited to the Grand Ducal 

court. 

The art historian Catherine Soussloff has pointed out that following the 

Haskalah movement, European Jewry “sought to identify through the 

portraits they commissioned with a [dominant] economic and social class, 

rather than with a particular nation or ethnic background.”612 While Baron 

von Eichthal never denied his Jewish roots, and continued his active 

support of the Grand Duchy’s Jewish community, Winterhalter’s portrait of 

his patron is steeped in the prevalent representational mode of the sitter’s 

peer group of Christian nobles. The portrait evokes the cabinet de travail 

prototype, which, alongside the military and hunting portraits, became a 

favoured archetype of the Handlungporträt for European social elites from 

the middle of the eighteenth century, and which the artist had recently 

deployed in his portraits of Bavarian and Badenese sovereigns.  

The bright red cloth at the lower left of the Baron’s portrait brings into 

prominence his desk, which is covered by a neat stack of books, ledgers, and 

notes. On the one hand, the desk can be interpreted as a metaphor for the 

source of the sitter’s wealth, which came from finance, business, and 

industry—the sectors that were traditionally considered the domain of the 

middle classes. One the other hand, it is a reflection of Seligmann’s 

continuous involvement in the administrative, cultural, and political affairs 

of the state: the green and gold badge of the Order of the Zähringer Lion (one 

of the highest awards of the Grand Duchy of Baden) confirms the public 

acknowledgment of his active contribution to the welfare of the nation and 

visually justifies his privileged status. The simultaneous references to the 

Baron’s past and present status in the portrait constitute a nexus between 

aristocratic and bourgeois representations. They also reflect the greater 

diversification in the composition of Europe’s aristocracy of the era, which 

came to include ennobled members of the middle-class elites. The portrait 

encapsulates, within a single image, the steady rise of the upwardly-mobile 

Jewish families in general and of the Seligmann dynasty in particular, who 

succeeded in entering the ranks of European nobility in the face of adversity, 

repression, and discrimination.  
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Finally, Winterhalter’s portrait of Baron von Eichthal stands out as one of 

the most remarkable works within the artist’s oeuvre because he rarely 

conveyed such a heightened sense of the psychological penetration of his 

sitters. As mentioned in the introductory chapter, Harry Berger and 

Katherine Hoffman challenge those art historians who attempt to find within 

a painted portrait psychological insight into the sitter’s character, claiming 

that the social conventions and the brevity of interaction would have 

prevented the artist from ‘getting to know’ the sitter on a deeper emotional 

level.613 These observations can be applied to the majority of Winterhalter’s 

portraits—with the exception of this work. The deeper psychological reading 

of the sitter’s character was made possible precisely because their 

acquaintance was of long standing. The portrait sums up more than ten 

years of reverence, gratitude, and respect of the protégé for his generous 

patron. 

Apart from the works mentioned above, very few portraits of German 

aristocracy by Winterhalter from his early Munich and Karlsruhe periods 

have come to light. However, those that are known tend to represent 

individuals who were connected with the court or played an active role 

within government circles. As such, they reaffirm the importance of royal 

patronage in the formation of the artist’s reputation. For example, Karl 

Eduard Freiherr von Üexküll (1804-71), whose portrait was drawn by 

Winterhalter in 1828, was an adjutant at the Grand Ducal court (fig. 4.17); 

614 and Ludwig Georg von Winter (1778-1838), whose 1834 pencil and ink 

portrait by the artist was popularised through lithographs the following year, 

was the Grand Duchy’s Minister of the Interior (fig. 4.18).615 Like the portrait 

of the Baron von Eichthal, these portraits eschew conspicuous 

representations of wealth and status, and instead emphasise their public 

services to the nation in order to visually justify the sitters’ social elevation 

and privileged position. The German aristocracy’s support of Winterhalter 

(with a few notable exceptions) dwindled shortly after the artist’s departure 
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for France and would not resume until his permanent return to Germany in 

1871.     

 

Portraits during the July Monarchy 

As described in the second chapter, upon his arrival in Paris in December 

1834, Winterhalter faced formidable competition from established French 

portrait painters. The list of his earliest known clients suggests that the 

artist may have arrived in the French capital with letters of introduction 

from the courts of Bavaria and Baden. They opened the doors to—and 

facilitated portrait commissions from—those who may have otherwise 

overlooked an aspiring foreign artist from a humble social background. 

Among his earliest patrons in Paris were members of the diplomatic corps of 

the two nations as well as French noble families who had professional and 

family connections at the two courts.616 Portraits of the Berthier de Wagram 

family, painted by Winterhalter between 1837 and 1838, are among the most 

important commissions received by the artist during his early Parisian 

period in terms of the paintings’ scale and the social stature of the sitters 

(figs. 4.19 and 4.20).617 It is most likely that the catalyst for the commissions 

was the Bavarian ancestry of the family’s matriarch, Elisabeth, Dowager 

Princess de Wagram (1784-1849), who was a niece of Maximilian I Joseph, 

King of Bavaria. 

The 1837 portrait of Napoléon-Alexandre Berthier, Prince and Duke de 

Wagram (1810-87), shows the Prince seated, full-length, protectively 

wrapping his arms around his five-year-old daughter Malcy (1832-84) (fig. 

4.19). The companion portrait of the Prince’s wife, Zénaïde (1812-84), 

completed the following year, shows her standing, full-length, with her hand 
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resting on the back of the chair, while their son, the two-year-old Alexandre 

(1836-1911), turns sharply towards his mother, impatiently tugging on her 

skirts (fig. 4.20). As mentioned previously, marital pendants were meant to 

project an idealised image of an exemplary and harmonious family unit 

conveyed through either matching or broadly corresponding compositional 

elements. The two portraits accordingly mirror the general positioning of the 

principal figures, with their placement within sumptuous interiors of richly 

patterned carpets, brocaded curtains, and glimpses of flowering shrubs, and 

mountainous vistas in the background. 

The serene demeanour of the sitters, the lowered viewpoint, and the sheer 

scale of the portraits endow the subjects with the noble bearing and physical 

height of their caste. The depiction of the Prince corresponds with 

contemporary descriptions of him as being “very fair, tall, with rather a 

German face.”618 However, Winterhalter’s predilection for the physical 

elongation of his sitters’ bodies (in order to conform to the prevailing ideals 

of upper class appearance) is noticeable in the figure of his wife, who, 

according to contemporary sources, was of petite stature and “inclined to be 

stout.”619 In the portrait, however, her silhouette fills the entire length of the 

two-metre canvas, and her height is further accentuated by the vertical drop 

of the folds of the dress and the background drapes, and the linear motifs of 

the carpet design.  

The black suit worn by the Prince de Wagram illustrates that the sartorial 

transition in male fashions, observed in the Portrait of Ludwig Graf von 

Langenstein und Gondelsheim (fig. 4.13), had occurred transnationally 

across Europe. It is also possible that his tailored black suit (and especially 

the instep of the trouser leg) is reflective of the “dandyism” introduced into 

Parisian culture during a second wave of Anglomania of the 1820s, in what 

Miranda Gill terms a “defensive reaction of aristocratic identity in the wake 

of the French Revolution.”620 The sitter’s preference to appear in civilian 

garments rather than a military uniform or the distinctly embroidered suit of 

a government or court official accurately reflects the fact that the Prince de 

Wagram chose not to follow in the glorious footsteps of his famous father, 
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Alexandre Berthier, 1st Prince and Duke de Wagram (1753-1815), who was 

among the most distinguished generals and prominent figures of the First 

Empire.621 By contrast, his son’s participation in the military and political 

affairs of the Restoration and July monarchies was only cursory. He showed 

a marked preference for the life of a private citizen and country squire, 

focusing on the management of his family’s estates, complex financial 

portfolios, and extensive landholdings.622 The social position of his wife is 

established in the portrait by her fashionable coiffure and the stately black 

dress. Pure black dyes were extremely costly during the era, and the swathes 

of black fabric in the portraits of the husband and wife underscore the 

personal wealth and exquisite taste of the sitters, in keeping with their 

reputation as leaders of fashionable society.623  

The Berthier de Wagram portraits demonstrate that specific elements of 

royal iconography such as curtains, carpets, throne-like chairs, and 

landscape backgrounds had entered into—and continued to permeate—

aristocratic portraiture well into the nineteenth century. As the power to 

ennoble and grant titles is vested exclusively in the monarch, the visual 

parallels between royal and aristocratic representations illustrate the 

interdependent relationship between the crown and its nobles. The 

recurrence of royal imagery within aristocratic representations symbolises 

the sitters’ upward transition into—and position within—an elevated social 

stratum, denoting a connection with the sovereign, and upholding the 

aristocracy’s mystique as a separate caste. Social historians point out that 

“any organised group is always a stratified social body,” and that 

stratification exists even within the privileged cluster of the aristocracy.624 

The dual title of ‘prince’ and ‘duke’ places Berthier de Wagram at the very 

apex of the noble pyramid. The billowing drapery in the portrait of the Prince 

creates a baldachin-like formation over his head. While baldachins are a 

traditional staple of royal representations, their presence in aristocratic 
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portraiture is rare.625 However, given that the Prince’s mother was a 

Wittelsbach—a scion of the Bavarian ruling dynasty—it can be argued that 

the baldachin provides an oblique reference to the royal blood flowing in the 

sitters’ veins and establishes another signifier of his elevated position within 

his peer group. 

A contemporary viewer would have interpreted the setting of the portraits as 

the Château de Grosbois, a sixteenth-century residence acquired by the 

Prince’s father in 1805.626 The background landscape, tantalisingly glimpsed 

beyond the curtains, is a visual synecdoche for the château’s surrounding 

parklands, which constituted at the time one of the largest private estates on 

the southern outskirts of Paris.627 Throughout the nineteenth century, 

landownership remained one of the cornerstones of noble wealth.628 In 

France, landownership was also inextricably connected with land-taxes 

(foncière), the payment of which gave the (male) proprietor the right to vote 

and stand as a parliamentary candidate.629 Therefore, the background 

landscape also intimates the Prince’s social responsibilities and his 

important role in representing his own (as well as his tenants’) interests 

through his participation in election processes, with the potential to 

influence governmental and political matters. 

If the aristocratic privilege of hunting was only hinted at in the portrait of 

Count von Langenstein, it is symbolised within the portrait of the Prince de 

Wagram by the exquisitely rendered hound in a golden choker.630 As 

mentioned above, hunting portraits had emerged from the middle of the 

eighteenth century to evoke authority, represent noblemen as protectors of 

their landed properties, and “assert their social status and masculinity in an 
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appealingly casual setting.”631 Hunting was of special significance to the 

Berthier de Wagram household, as during the First Empire, the Prince’s 

father held the prestigious office of the Grand Veneur (Master of the Hunt) at 

Napoléon’s court.632 Furthermore, hunting was a popular form of outdoor 

recreation for the aristocratic elite, and hunts within the grounds of 

Grosbois were an exclusive and highly sought after highlight of the Parisian 

social calendar.633  

Marital pendants are frequently permeated with a sense of dynastic pride. It 

is especially evident in the context of ancestral displays, which form an 

integral part of an aristocratic family seat. To this day, the Château de 

Grosbois’ Galerie des Batailles, filled with scenes from famous Napoleonic 

campaigns and sculpted busts of prominent generals, illustrates the origins 

of the Berthier de Wagram dynasty, while portraits of Napoléon I 

demonstrate the special regard of the Emperor and commemorate his visits 

to the castle. Family portraits in the adjacent rooms illustrate their lineage, 

social elevation, and important marital alliances with other aristocratic 

dynasties. Napoléon I was most anxious that his courtiers should marry, 

and at times acted as a match-maker, in order to both supplant and 

replenish the decimated ranks of the pre-Revolutionary nobility.634 The 

marriage of the Prince’s parents in 1808 established a new dynasty. His own 

marriage to Zénaïde Françoise Clary in 1831 was also seen as a politically 

significant event which united two of the most prominent Napoleonic houses: 

the new Princess de Wagram was a niece of the Queens of Spain and 

Denmark, and related by marriage to the Bonaparte and Tascher de La 

Pagerie families.635 Winterhalter’s pendant portraits of the Prince and 

Princess with their children represent a strong dynastic and political 

statement, unveiling the next generation of the Berthier de Wagram family, 

and illustrating the continuation and survival of the Napoleonic aristocracy. 

As discussed earlier in relation to Louis-Philippe and Queen Victoria’s family 

portrait groups, the presence of healthy and immaculately dressed children 
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was viewed as an additional marker of social position contingent upon better 

nutrition and medical care available to the upper echelons of society at the 

time. In a similar vein, the presence of children in the Berthier de Wagram 

portraits, amplified by the flowering shrubs and naturalistic designs of the 

richly-patterned carpets, collectively convey messages of abundance and 

fecundity. Prior to the Enlightenment, the education and upbringing of 

children in upper class households were entrusted exclusively to the care of 

servants. Following the influential writings of Rousseau and his followers, 

parenting was redefined as an essential and inalienable social obligation.636 

By being shown in the act of interacting with their children, the Prince and 

Princess depict themselves as a thoroughly modern family. The portraits 

illustrate the tradition of representing an aristocratic household as an 

exemplary family unit to be emulated by parents from all stations of society. 

The two paintings are notable for the gendered reversal within the marital 

pendant portraits where fathers were traditionally portrayed with their sons, 

and mothers with their daughters. It reflected the separation of the gendered 

spheres within royal and aristocratic households, where fathers prepared 

their sons for succession, while the education and upbringing of their 

daughters was an exclusive female prerogative which focused on their future 

roles as wives and mothers.637 Before the collapse of the ancien régime, 

father-son portraits represented traditional patriarchal authority.638 The 

French Revolution resulted in a profound shift in social attitudes. As argued 

by Amy Freund, it was both a social revolt and a generational conflict, where 

rebellious sons rose against the established hegemony of their fathers.639 

The father-sons representations gave way to symbolically laden portrait 

groups, where family members of all generations and genders mingled 

together in an idealised and egalitarian harmony. From the post-

revolutionary period onwards, father-daughter portraits became extremely 

popular, reflecting the appeal voiced in widely-circulated novels and 

educational treatises of the era for fathers to take a greater part in the 

education of their daughters.640 Winterhalter’s portrait of the Prince de 
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Wagram with his daughter is a continuation of this pictorial tradition. While 

the painting still positions the Prince as the titular head of the family, he 

now also assumes equal responsibility for his daughter’s upbringing, 

protectively guiding her first steps within the public realm. 

The father-son portraits inevitably intimated the droit d’aînesse, the 

hereditary succession by male primogeniture, which was one of the 

traditional methods of transfer and preservation of wealth and landed 

property among the noble elites. During the nineteenth century, titles of 

nobility and headship of a dynasty passed exclusively to the male heir (as it 

still does among the majority of the European noble houses today). 

Napoléon-Alexandre received his hereditary peerage and titles upon his 

father’s death in 1815; just as his son, Alexandre, would inherit them in 

turn upon his father’s death in 1887. However, one of the clauses of the 

Code Napoléon awarded equal inheritance rights to all children irrespective 

of their gender or order of birth.641 Therefore, the portrait of the Prince de 

Wagram with his daughter could also be seen to represent him as an 

adherent of the new inheritance laws.642 Paralleling the elision of visual 

metaphors relating to hereditary privileges in the royal iconography of the 

era, the portrait of the Prince de Wagram with his daughter visually 

downplays his status as a hereditary nobleman and diverts the viewers’ 

attention to the domestic virtues of the new aristocratic order.  

The attributes of wealth and status in the two portraits of the Berthier de 

Wagram family are balanced by the absence of elevated platforms and 

physical barriers between the viewers and the sitters. Their direct 

communicating gazes engage with—and welcome—the spectators within the 

psychological space of their portraits. The perception of openness and 

accessibility suggested by these images of the Prince and Princess reflects 

their active involvement with the community of Boissy-Saint-Léger (where 

the Château de Grosbois is located). They were renowned for their charitable 

contributions towards the renovation and endowment of local schools and 

churches (one of which features the Prince and Princess on a ceiling fresco 
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in the guise of saints).643 The palace and its grounds offered ample 

employment opportunities for the local populace, while the family’s personal 

investment in the railway link between Paris and Boissy-Saint-Léger 

improved the economy of the region. By exploring the possibilities of visual 

vocabulary, Winterhalter merged traditional references to noble wealth, 

social position, and dynastic pride with an emphasis on the new aristocratic 

ideals of exemplary citizenship, civic virtue, and family values. 

The portrait of the Prince de Wagram was exhibited at the Salon of 1838 to a 

predominantly positive critical response. For Jules Janin, for example, the 

excellence of the portrait confirmed Winterhalter’s growing professional 

stature: “M. Winterhalter knows only too well that the reputations of all 

great painters are sustained by their ability to create good portraits.”644 This 

opinion was echoed by Gustave Planche, who wrote:  

If M. Winterhalter was to execute but half-dozen portraits as good as the 

one of the Prince de Wagram, he will not fail to acquire rapidly the 

qualities that would soon render his talent complete.645  

Lenoir complimented the artist upon “the felicitous composition, made more 

agreeable still by the excellence of the palette.”646 L’Artiste pointed out that 

while Winterhalter strived to idealise his sitters, it conceded that the portrait 

of the Prince de Wagram was remarkable for its elegance and seductive 

composition, which “from the very first glance stands out from all other 

portraits at the Salon.”647 Théophile Thoré was forced to admit that 

Winterhalter’s “shiny fabrics and polished boots” surpassed anything that 

had been produced to date by his arch-rival Dubufe. Victor Schoelcher was 

the only exhibition reviewer who emphasised that the artist had conveyed 

most aptly the sitter’s social position: “The accessories correspond with the 

status of the sitter; [there is] a harmony between the subject and the details, 

all too often neglected in contemporary portraiture.”648 
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The critical approbation established Winterhalter’s public reputation as an 

elite portrait specialist. The appearance of Winterhalter’s Portrait of Louis-

Philippe, King of the French at the Salon the following year reaffirmed it. The 

artist’s list of sitters demonstrates that the royal seal of approval invigorated 

the patronage of the French aristocracy. Just like their German 

counterparts, the majority of French aristocrats who commissioned their 

portraits from Winterhalter—such as the Audiffret-Pasquier (cat. 245), 

Bondy (cat. nos. 135, 303), Duchâtel (cat. nos. 136-137), Jaubert (cat. nos. 

64, 80-81), Maillé de La Tour-Landry (cat. nos. 237-238), Montalivet (cat. 

369-371), Montesquiou-Fezensac (cat. 99), Rigny (cat. nos. 100-101), and 

Sainte-Aldégonde (cat. 102) families—occupied prominent positions within 

the court, government, and fashionable society of the July Monarchy. While 

the sitters’ ability to commission portraits from the artist who was lionised 

by the French Royal Family demonstrated their affluence, their portraits 

emphasised once again their exemplary civic qualities and their contribution 

to the welfare of the nation through active involvement in the monarchy’s 

political, social, and cultural affairs.  

It can be observed, however, that certain socially prominent aristocratic 

dynasties—such as the Bauffremont, Brissac, Broglie, Crillon, Gramont, and 

Polignac families, for example—abstained from commissioning their portraits 

from the artist. This segmentation within Winterhalter’s patrons mirrors the 

segmentation of the French high society during the July Monarchy. Known 

variously as Carlists (after the name of the last Bourbon monarch, Charles 

X) or Legitimists (supporting the legitimate Bourbon succession), these 

aristocratic families boycotted the July Monarchy.649 Some departed into a 

self-imposed exile to their country estates or abroad; others demonstratively 

stayed in Paris, entertained exclusively within their own circles, and 

whenever they were in the presence of the Orléans family, defiantly wore 

white lilies, a symbol of the deposed Bourbons.650 As the Victorian diarist, 

Charles Greville, noted after his visit to a Legitimist salon in Paris in 1847:  

There were to be seen all the exquisitely fine people, the cream of 

Parisian society, all the Faubourg Saint-Germain, the adherents of the 
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old and frondeurs of the new dynasty who keep aloof from the Court, and 

live in political obedience to, but in social defiance of, the ruling powers. 

They are knit together by a sort of compact of disloyalty to the de facto 

sovereign, and if any one of them suffers himself or herself to be attracted 

to Court the offender immediately loses caste, is treated with the utmost 

scorn and indignation, and is sure to be deserted by his friends.651 

Winterhalter’s contemporaries and biographers are unanimous in their 

assertion that the artist was a politically neutral pacifist who focused solely 

on his work and family, and whose only other passions were music and 

theatre. However, in the context of the political climate of the day, the 

patronage of Winterhalter by the French Royal Family outwardly declared 

the artist as a public supporter of the July Monarchy. It can be therefore 

argued that the decision to commission a portrait from Winterhalter may 

have become a politically sensitive issue among the aristocratic elites. As a 

favoured painter of Louis-Philippe and his court, Winterhalter was deemed 

to have become their agent. While the Legitimist dynasties turned away from 

him, the prominent figures of the July Monarchy beat a path to his studio. It 

can be argued that a portrait by Winterhalter became akin to a political 

pronouncement, a badge of honour that announced not only one’s belonging 

to the highest echelons of society, but also to the July Monarchy’s political 

and social elite. 

An observation can be made that from the late 1830s onwards, portraits of 

women increasingly came to dominate the corpus of Winterhalter’s artistic 

output, while portraits of men became fewer. While most of the men posed to 

the artist in either plain daytime suit or a sombre evening frock coat, the 

majority of women continued to be depicted in evening gowns. However, 

their portraits are notable for a modest display of unostentatious jewellery 

(see, for example, figs. 4.22, 4.24, and 4.25).652 The women’s appearance in 

Winterhalter’s portraits conflicts with contemporary accounts, which attest 

to the fact that the evening toilettes of female aristocrats were lavishly 
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embellished with fine jewels.653 This dichotomy has never been adequately 

explained. On the one hand, it is possible that the relative absence of jewels 

from the portraits of French noblewomen during the July Monarchy period 

was designed strategically to bring their representations in line with the 

more sober depictions of their spouses. On the other hand, it has been 

observed that the collective memory of the class-based genocide of the 

French Revolution still lingered during the July Monarchy, and that many 

who had escaped the guillotine, or who had lost family and friends during 

the Terror, were still alive during the 1830s and 1840s.654 It can be theorised 

that the general elision of visible signifiers of status and affluence in both 

male and female portraits (as opposed to their recorded appearance at 

evening and formal occasions) reflected the sensitivities surrounding the 

position of the French aristocracy during the nineteenth century. Their 

caution appears prescient in hindsight, as following the collapse of the July 

Monarchy in 1848 (and, later, of the Second Empire in 1870), the titles and 

privileges of the French aristocracy were summarily abrogated.655 

 

Portraits from Queen Victoria’s Court during the 1840s 

The second chapter has demonstrated that the French and Belgian royal 

families were instrumental in introducing Winterhalter to the British court. 

His privileged position as Queen Victoria’s preferred portrait painter meant 

that he did not have to compete with British artists for portrait commissions. 

The majority of his portraits of British aristocrats were also either 

commissioned by the Queen or by those who had official positions at—or 

close personal connections to—the royal court. The earliest among these, 

Portrait of Henry Somerset, 7th Duke of Beaufort, of 1843 (fig. 4.29), was 

commissioned to commemorate the Duke’s investiture as a Knight of the 

Order of the Garter the previous year.656 According to the artist’s 

descendants, Winterhalter was personally recommended to the Duke by 
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Queen Victoria and Prince Albert based upon his availability, speed of 

execution, and competitive prices.657 

Winterhalter approached the portrait of the Duke of Beaufort with verve, 

skill, and confidence. The folds of the voluminous robes and the ceremonial 

sword establish the outer limits of the artist’s favoured pyramidal 

arrangement; the luscious brightness of the Duke’s ceremonial robes is 

balanced against the correspondingly subdued hues of the background 

elements. The physical scale of the portrait gives the Duke added height, 

while his overall demeanour and upright stance place him unmistakeably 

within the prescribed aristocratic mould.658 The traditional iconographical 

elements of a classical column, sandstone pediment, and background 

landscape confirm his elevated social rank and establish his landed status. 

The architectural fragments reference the Duke’s country seat, Badminton 

House.659 The landscape stands for the surrounding estates, also owned by 

the Duke, which were described as “one of the largest [parks] in Britain 

[with] the head of deer, perhaps, the greatest of any.”660 Like the portrait of 

the Prince de Wagram (fig. 4.19), the landscape background here also 

provides an apt allusion to venery, for the Duke occupied the prestigious 

post of Master of the Hounds at Queen Victoria’s court, and his country 

house was the site of the celebrated Beaufort stables and the Badminton 

Hunt, an exclusive annual event spanning three centuries of British 

history.661  

The Duke’s distinctive Garter robes are the focal point of the painting. The 

history and significance of the Order of the Garter were discussed in the 

second chapter. However, it is important to stress that while the monarch 

and the Prince of Wales gain automatic admittance to the Order, and that 

the monarch can also extend honorary supernumerary memberships to the 

royal family and foreign dignitaries, only twenty four peers of the realm are 
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admitted to the Order at any one time. The appointment of the Garter 

Knights is both political and personal as candidates’ names are vetted by the 

monarch and the Prime Minister. Both Queen Victoria and the then Prime 

Minister, Sir Robert Peel (1788-1850), were unanimous in nominating the 

Duke of Beaufort for the Order, with which he was officially invested at 

Buckingham Palace on 12 April 1842.662  

While the ducal title designates the highest aristocratic rank and places the 

title holder at the apex of the British peerage, the privilege associated with 

becoming a Knight of the Order of the Garter acts as the Duke of Beaufort’s 

distinguishing signifier within his social stratum. By commissioning the 

Garter portrait, the Duke of Beaufort not only commemorated his social 

elevation within his peer group, but also created an important 

Handlungsporträt that actively justified his privileged social position. The 

award was the summation of the Duke’s services to the crown and country. 

This included an active political career in the British parliament from 1813 

to 1835 and his civic obligations as High Steward of Bristol from 1835 

onwards. The lofty gaze, the heroic stance, and the ceremonial dress sword 

allude to his military service under the Duke of Wellington during the 

Peninsula Campaign of 1812-1814.663 Just like Winterhalter’s Garter 

portrait of Queen Victoria, the notional meritocracy of the British award 

system turns the portrait of the Duke of Beaufort into an aspirational icon 

for the nation’s subjects encouraging social ascent through active 

participation in the public affairs of the realm. 

In contrast to Winterhalter’s portrait of the Prince de Wagram, the portrait of 

the Duke of Beaufort encapsulates an altogether more traditional and 

archetypal representation of aristocracy. In a similar vein, the close 

association of the Order of the Garter with the monarch—as well as the 

institution of monarchy—places a greater emphasis on the interdependent 

relationship between the crown and its nobles. Unlike their French 

counterparts, Britain’s aristocracy was not subjected to the class-based 

genocide of the French Revolution and had retained its traditional leadership 

within the political, judicial, administrative, military, diplomatic, and 

religious spheres. The Duke of Beaufort’s robustly balanced contrapposto 
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stance, the large stone slabs at his feet, and the sturdy imposing granite 

column in the background reflect the national sense of stability and solidity 

associated with—and encapsulated by—its aristocratic order. 

The usage of noble titles was abrogated in France following the February 

Revolution of 1848, the fall of Louis-Philippe’s monarchy, and the 

proclamation of the Second Republic. Across the Channel, on the other 

hand, the Chartist Demonstration of 10 April 1848 neither shook the 

institution of monarchy nor threatened its noble elites. The enduring sense 

of solidity and self-assuredness of the British aristocracy is again conveyed 

in Winterhalter’s portrait of the Duke of Beaufort’s cousin, Harriet Duchess 

of Sutherland (1806-68) (fig. 4.30). According to Winterhalter’s 

correspondence, the Duchess expressed a wish to be painted by the artist as 

early as 1845, but it took four years and a revolution to accommodate her 

request: after the fall of the July Monarchy, Winterhalter spent prolonged 

periods of time abroad, and the portrait was painted in the summer of 1849 

during one of his extended British sojourns.664 The sittings took place at 

Stafford House, the Duchess of Sutherland’s London home, where Queen 

Victoria observed the artist’s progress on 13 June 1849: “The picture, which 

is far advanced, though without any background, is most successful, & a 

beautiful work of art … quite dans le grand style’.665  

The Duchess’s bell-shaped skirt and cascading train fit themselves elegantly 

into Winterhalter’s favoured pyramidal arrangement. Her figure is effectively 

silhouetted against the background interior, and its outline is echoed in the 

graceful curves and folds of the surrounding curtains and architectural 

embellishments. The bright light illuminates the Duchess’s visage, which is 

imbued with a calm and benevolent expression becoming of her class. 

Contemporary memoirs attest to the high degree of verisimilitude between 

the individual physiognomic features of the sitter and their appearance in 

the painting. The writer Harriet Beecher Stowe (1811-96) commented that 

“the engraving [after the portrait of the Duchess of Sutherland] by 

Winterhalter, which has been somewhat familiar in America, is as just a 
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representation of her as could be given.”666 The Duchess’s son, Lord Ronald 

Gower (1845-1916), claimed that Empress Eugénie, who had not met the 

Duchess of Sutherland before, “recognised my mother—although she only 

knew her from her likeness to her portrait by Winterhalter, the lithographs 

of which were in the print-sellers’ windows.”667  

The artist had conveyed faithfully the sitter’s regal demeanour and noble 

bearing which struck many of the Duchess’s contemporaries. The portrait 

encapsulates the impression that “the beautiful and magnificent” Duchess of 

Sutherland made upon Mrs Andrew Stevenson (1789-1848), wife of the 

American Minister to the United Kingdom, who wrote that the Duchess 

“moves like a goddess, and looks like a queen.”668 It also serves as a veritable 

illustration to Beecher Stowe’s initial impression of the Duchess upon their 

first meeting: 

Lord Carlisle presented me [to the Duchess of Sutherland]. She is tall 

and stately, with a decided fullness of outline, and a most noble bearing. 

Her fair complexion, blond hair, and full lips speak of Saxon blood. In her 

early youth she might have been a Rowena. I thought of the lines of 

Wordsworth: “A perfect woman, nobly planned, / To warm, to comfort, to 

command.”669 

The Duchess’s jewellery, consisting of a gold necklace, large filigree amethyst 

brooch, and heavy gem-set bracelets and rings, complements and reaffirms 

the elevated social position and affluence of the sitter. The abundance of 

jewellery provides a striking contrast to Winterhalter’s more subdued French 

female aristocratic representations from the July Monarchy period (figs. 

4.20, 4.22, 4.24, and 4.25). The conspicuous signifiers of wealth can be read 

as yet another expression of the collective sense of solidity and self-

assuredness of the British aristocracy.  

Once again, in a similar fashion to portrait of the Duke of Beaufort, the close 

relationship between the British nobility and the crown is demonstrated by 

the Duchess of Sutherland’s court train, the purple folds of which are 
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prominently displayed in the foreground of the painting. The portrait was 

completed during the Duchess of Sutherland’s second term as Queen 

Victoria’s Mistress of the Robes, the most senior position in the royal 

household which the Duchess occupied on four separate occasions.670 The 

similarity between the modelling of the hands and flower posies in the 

portraits of the Duchess of Sutherland and Winterhalter’s 1842 portrait of 

the Queen (fig. 2.24) could have been intentional to signify the personal 

friendship between the two women, for the Duchess was one of Queen 

Victoria’s most intimate friends and trusted confidantes.671 If the Duke of 

Beaufort is shown in the Garter Robes to distinguish him among his fellow 

dukes, the portrait of the Duchess of Sutherland not only documents her 

social ascent from an earl’s daughter to a duke’s wife by virtue of her 

marriage but also intimates her elevated position among other peeresses of 

the realm owing to the prestigious court appointment and personal regard of 

the monarch. 

In another contrast to the generalised backgrounds in the majority of 

Winterhalter’s French aristocratic representations, the Duchess of 

Sutherland is depicted against the site-specific and highly identifiable 

Staircase Hall at Stafford House, which was remodelled under her personal 

guidance by the celebrated British architect, Sir Charles Barry (1795-

1860).672 Its grandeur awed Queen Victoria, who famously uttered: “I have 

come from my house to your palace.”673 The vestibule’s interior was modelled 

in the then highly popular Italianate style and reflected the Duchess’s 

passion for Italian culture. Copies after Paolo Veronese’s The Mystical 

Marriage of St Catherine and St Sebastian Exhorting Saints Mark and 

Marcellian to Their Martyrdom are clearly discernible on the right-hand-side 

wall; a marble statue of Jonah after Lorenzo Lotti (1490-1541) is visible on 

the left.674 The background not only provides the additional demonstration of 
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the sitter’s wealth but also illustrates the Duchess’s widely acknowledged 

aesthetic sensibilities and astute art collecting: “She has much artistic taste, 

she is able to appreciate what is good,” commented Queen Victoria.675 Her 

scholarly knowledge impressed no less a cynic than the acid-tongued Comte 

Horace de Viel-Castel (1802-64), Director of the Louvre, who gave the 

Duchess a guided tour of the museum in 1851: 

The Duchess of Sutherland greatly admired the rooms of the Renaissance 

sculpture, the Michelangelos, the Germain Pilons, the Benvenuto 

Cellinis; she spoke of art with passion but also with knowledge.676 

Apart from the conspicuous signifiers of the sitter’s wealth and rank, 

elements of the Handlungsporträt can also be distinguished within the 

overall narrative of the composition. Throughout the nineteenth century, art 

patronage in general, and the commissioning of portraits in particular, 

remained one of the central tenets of aristocratic performance.677 The 

Sutherlands were among the greatest British landowning dynasties, and 

Cassandra Albinson, for example, reads the Duchess’s crossed hands and 

the voluminous folds of fabric around her abdomen as being evocative of “a 

fertility deity” that represents the sitter as an exemplary maternal figure 

both in a literal sense as a mother of eleven children and as a symbolic 

mother-figure to the Sutherland’s employees and tenants.678 As Mrs Andrew 

Stevenson aptly observed at the time, 

I find every English woman has her own pensioners, who look up to her 

as a second Providence. The higher the rank the greater her power of 

doing good. The inclination seems never wanting. Mrs Bowles gave me 

the most delightful account of the Duchess of Sutherland, who says she 

is a little Queen of her own domain, & scatters blessings & happiness 

around her.679 

The trimmings on the Duchess’s dress and shawl have been identified as 

British Honiton lace.680 The Duchess of Sutherland’s reputation as a trend-

setter and leader of fashionable society was widely known, and on several 
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occasions British fabric manufacturers, silk weavers, and lace makers 

approached the Duchess requesting her to commission her garments from 

their materials in the hope that the court and high society would follow her 

example and provide a much needed boost to local industries.681 It is highly 

possible that the sitter chose her garments judiciously with the full 

knowledge that upon completion of the portrait they would be scrutinised 

and copied. Therefore, the cascades of fabrics and laces, which form the 

focal point within Winterhalter’s portrait, can be interpreted not only as 

signifiers of the sitter’s status but also as a political and patriotic statement 

alluding to the Duchess of Sutherland’s commitment to the support and 

promotion of British textile industries. 

An aristocratic mansion is an indelible part of aristocratic pride, and the site 

of the dynasty’s political and social performance. “What has given Stafford 

House its greatest prestige has been the noble influence in the cause of 

charity and freedom with which it and my mother’s name are associated,” 

noted Lord Ronald Gower.682 The Duchess of Sutherland utilised her 

elevated status and exclusive connections at court to further her family’s 

political goals and ambitions, as well as her own, including the ardent 

support for the Whig party, anti-Slavery movement, and the Italian 

Risorgimento. Stafford House was also the London venue where the 

Sutherlands received their tenants, employees, and representatives of 

charitable and benevolent institutions under their patronage. As her 

husband’s health deteriorated, and as his “almost total deafness” debarred 

him from taking part in public affairs and forced him into a “comparative 

retirement from the world and society,” the Duchess of Sutherland actively 

took a central role as the public face of the dynasty.683 Fittingly, in her 

portrait, she welcomes the viewer, without barriers or impediments, at the 

famous glass-door entrance that was traditionally opened only for royal 

visitors, placing her wealth, influence, and social position at the service of 

the greater good of the nation. 

Winterhalter continued receiving portrait commissions from the British 

aristocracy well into the 1860s (a small selection will be considered within 
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the concluding paragraphs of the chapter). Parallel to the observations made 

about Winterhalter’s portraits of French aristocracy, it can be also observed 

that portraits of British noblemen became fewer, smaller in size, and with a 

sartorial preference for plainer daytime or evening garments (fig. 4.32). By 

contrast, portraits of women varied in size significantly, from half-length to 

full-length representations, with a clear preference for the display of evening 

toilettes and fine jewels.684 The majority of portrait commissions continued 

emanating from those aristocratic dynasties whose members were closely 

connected to—or held official positions at—the British Court. For example, 

Anne Countess Howe (1817-77), who was painted by Winterhalter in 1849, 

was a lady-in-waiting to Queen Adelaide (fig. 4.33); while Lady Clementina 

Villiers (1824-58), who was painted by Winterhalter in 1856 (fig. 4.34), was a 

daughter of George Villiers, 5th Earl of Jersey (1773-1859), who held the 

prestigious position of Master of the Horse at Queen Victoria’s court.685 The 

garments, accessories—as well as their financial ability to commission a 

portrait from the favourite artist of the British Royal Family—manifested the 

status and affluence of the sitters. The portraits reminded the spectators of 

their connection with the court and active participation within the social, 

political and cultural spheres to illustrate their contribution to the welfare of 

the state and visually justify their privileged position. 

 

Portraits during the Second Empire from the 1850s  

Following the proclamation of the Second Empire on 2 December 1852, and 

Winterhalter’s successful completion of the official portraits of the Emperor 

and Empress of the French in 1853, Empress Eugénie publicly championed 

the artist as her preferred image-maker. Portrait commissions from French 

aristocracy followed suit. The portrait of Jules de Noailles, Duc d’Ayen 

(1826-95) (fig. 4.35), painted by the artist in 1856, broadly continues the 

template established by Winterhalter’s earlier representations of French 
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noblemen in civilian dress. The markers of status and affluence are, once 

again, expressed subtly through the sitter’s composed expression and noble 

deportment, while contemporary viewers would have arguably distinguished 

in his sombrely coloured garments the presence of bespoke tailoring and 

costly fabrics. The surrounding landscape alludes not only to the sitter’s 

wealth (his family were one of the largest landowners in France) but, as 

established previously, also to his civic consciousness as a responsible 

landlord, voter, and taxpayer. 

In a similar vein, Winterhalter’s portrait of Mélanie de Bussière, Comtesse de 

Pourtalès (1838-1913) (fig. 4.36), completed in 1857, adopts fundamental 

aspects of the artist’s earlier representations of French noblewomen. The 

visual vocabulary of the calm expression and upright carriage, fashionable 

hairstyle, elegant gown, and the landscape background establish the social 

position of the sitter. The date of the portrait suggests that it was 

commissioned to commemorate Mélanie de Bussière’s marriage to Edmond, 

Comte de Pourtalès-Gorgier (1828-95), and thus reflects the sitter’s altered 

status and upward mobility within her own aristocratic milieu. Although the 

Countess was the wife of one of the richest men in Paris, in the portrait she 

wears no jewellery save for a wedding ring.686 The artist maintained a visual 

austerity in his French female aristocratic representations (see, for example, 

figs. 3.29, 4.37, and 4.38), a trend that can be also perceived in comparable 

portraits by Édouard Dubufe (1819-83), who replaced his father, Claude 

Marie Dubufe, as Winterhalter’s chief competitor in the realm of society 

portraiture during the Second Empire (figs. 4.39 and 4.40).687   

Alexander Freiherr von Hübner (1811-83), the Austrian ambassador to 

France during the first decade of the Second Empire, wrote that Parisian 

drawing rooms were increasingly populated by Eastern European 

aristocracy.688 This is most aptly reflected in Winterhalter’s portraits from 

the 1850s and 1860s, which were predominantly commissioned by the 

gilded aristocracy of Imperial Russia.689 Though Russian names began 
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appearing on Winterhalter’s client lists from the middle of the 1830s, 

Russian patronage of the painter remained sporadic until the late 1850s 

most likely owing to the unprecedented flowering of native artistic talent in 

Russian portraiture during the first half of the nineteenth century. Such 

artists as Vladimir Borovikovsky (1757-1825), Dmitry Levitzky (1735-1822), 

Orest Kiprensky (1782-1836), and Karl Bryullov (1799-1852) vied with each 

other for the attention of the Russian court and aristocracy, and amply 

satisfied their sitters’ representational needs. With the deaths of these 

artists, an artistic vacuum arose in Russian portraiture, which was not too 

dissimilar to the situation in Britain after the death of Sir Thomas Lawrence 

in 1830.690 No comparable Russian portrait painter (perhaps with the 

exception of Ivan Makarov (1822-97) who successfully emulated 

Winterhalter’s style and technique) would emerge until the late 1860s when 

the likes of Ivan Kramskoy (1837-87) and Ilya Repin (1844-1930) appeared 

in the Russian artistic firmament. 

Furthermore, during the dictatorial reign of Nikolai I, from 1825 to 1855, 

broad travel restrictions were imposed upon Russian citizens, while during 

the Crimean War of 1853-56 they were banned from French territories.691 

Following the succession to the Russian throne in 1855 of the more liberal-

minded Emperor Alexander II (1818-81), and the French-brokered peace 

negotiations at the conclusion of the Crimean War in 1856, the Russian 

elites re-established their enclaves in Paris.692 In a similar pattern to the 

artist’s patronage by other national elites, Winterhalter’s championship by 

the Russian Imperial Family was integral to the rise of the artist’s popularity 

among the court aristocracy. The Dowager Empress Alexandra Feodorovna 

(1798-1860), appears to have initiated the wave of Russian patronage of the 

artist in the second half of the 1850s by commissioning from Winterhalter a 
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portrait in 1856 (fig. 4.41).693 Portrait commissions from the Russian 

Imperial family quickly followed (figs. 4.43 and 4.44),694 and shortly 

afterwards the Russian aristocratic elite also began clamouring for 

Winterhalter’s attention.  

Winterhalter’s portraits of Russian noblemen in civilian dress do not deviate 

iconographically from the aforementioned portraits of their Western-

European counterparts, with the underlying emphasis placed on social 

responsibilities and civic consciousness. It can be argued that the neutral 

background in the portrait of Count Aleksei Alekseievich Bobrinsky (1800-

80) (fig. 4.45), who was a grandson of Catherine the Great, an influential 

figure within the government and court circles, and one of the greatest 

landowners and railway investors of the Russian Empire, mitigates against 

his elevated rank. The unfastened jacket and clutched glove seemingly deny 

the intent of posing for a portrait and capture the Count in the act of actively 

attending to his duties. Viewed in the context of the socio-political 

atmosphere of the mid-nineteenth-century Russian Empire, the portrait 

illustrates the prevalent attitudes of the Russian nobility, who strove to 

distance themselves from their traditional perception as ‘the idle rich’, and 

who, in the absence of a distinctive middle class, served their monarch and 

their country at all levels of the bureaucratic, diplomatic, military, and 

judicial systems.695  

The portrait of Count Pavel Andreievich Shouvalov (1830-1908) (fig. 4.46), 

which depicts the sitter in a military uniform, epitomises another dominant 

mode of male aristocratic representation during the era. The previous 

chapters have demonstrated the significance of military uniforms in portraits 

of European sovereigns representing the archetypal Handlungsporträt, which 

focused upon their traditional leadership of the armed forces and their role 

as the ultimate protectors of their subjects. In a similar vein, the portrait of 

Count Shouvalov emphasises the performative function of the aristocratic 

elites by demonstrating their patriotism to their country through the service 
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in its military forces, and, given their vanguard role on the battlefield, their 

readiness to sacrifice themselves in defence of the nation. 

The army’s role as “social stairway” (to borrow Pitirim Sorokin’s 

expression696) has long been recognised, and the portrait of the Count 

illustrates the rapid professional advancement of the thirty-year-old sitter. 

Shouvalov commenced his training in the prestigious corps de pages at the 

age of eleven, and by the age of twenty-four, had become an ADC to the 

Grand Duke Nikolai Nikolaevich of Russia (1831-91), with whom he fought 

valiantly in the Crimean Wars. By his late twenties, he was already an 

integral part of the Russian Imperial War ministry, being appointed its 

diplomatic envoy to France and advising Napoléon III during the Italian 

campaigns.697 The date of the portrait suggests that it was commissioned to 

commemorate Shouvalov’s diplomatic posting to France and his gazetting as 

colonel. The display of insignia and elevated military rank distinguish the 

sitter within the stratified hierarchies of both the Russian nobility and 

Imperial officers’ corps. 

Although only a few of Winterhalter’s portraits of noblemen in military dress 

have come to light (see, for example, figs. 4.48 and 4.49), the broader 

contextual evidence of nineteenth-century portraiture clearly indicates that 

sitting for a portrait in military uniform was by no means limited to the 

Russian aristocracy but was increasingly adopted by European elites 

towards the middle and second half of the century as one of the favoured 

masculine representational modalities.698 While civilian garments could 

make it difficult to identify the social position of the sitter with any degree of 

precision, a uniform, on the other hand, allowed greater preservation of their 

upper class visibility amidst the era’s prevailing ‘democratisation’ of male 

clothing. Furthermore, the colour, style, and distinct insignia directly 

identified the national allegiance of the wearer and stressed the virtues of 

loyalty and patriotism. Given the monarch’s traditional leadership of the 

armed forces, his personal approval and acknowledgement of promotions 

and his presentation of medals and awards, as well as the prominent 
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positions which were traditionally held in the army and navy by members of 

the royal family, a military uniform also gave greater prominence to the 

interdependent relationship between the aristocracy and their sovereign. The 

increasing popularity of the military uniform in aristocratic portraits also 

reflects the fact that regimentals had become widely accepted as day, court, 

and formal evening wear throughout Europe. The French diplomat, Comte 

de Saint-Aulaire, compared a reception at the Tuileries during the July 

Monarchy to a military review with ladies taking part, while a British visitor 

to St Petersburg during the reign of Alexander II commented that the 

number of persons in plain evening dress at an official function could be 

counted on the fingers of one hand.699 

As with other national groups, the artist’s portraits of Russian women 

outnumber those of men. In 1858, Winterhalter completed his celebrated 

portrait of Princess Tatiana Aleksandrovna Yusupova (1828-79) (fig. 4.47). 

As with his earlier aristocratic portraits, the serene facial expression, regal 

countenance, and haughty demeanour are combined with the fashionably 

voluminous coiffure, the splendid gold, ruby, and pearl jewellery, and the 

sumptuous gown of lace, silk, gauze, and taffeta to establish the social 

position of the sitter and demonstrate the wealth of her family, who were one 

of the richest aristocratic dynasties of Imperial Russia.700 The abstracted 

glimpse of sprawling parklands in the background of the composition stands 

for the Yusupov family’s substantial landholdings—the major source of their 

fortune, which was estimated to be second only to the Romanovs. The 

imposing marble column and the billowing burgundy curtain, which 

constitute an iconographic nexus between royal and aristocratic portraiture, 

possibly allude to the Yusupovs’ alleged descent from the Tartar princes and 

their kinship with the Russian Imperial family.701 

The date of Princess Yusupova’s portrait suggests that it may have been 

commissioned to commemorate the sitter’s marriage to Prince Nikolai 

Borisovich Yusupov (1827-91). Only eighty years prior, the Princess’s 

grandfather, Jean-François Ribeaupierre (1750-90), a medical student at the 

University of Leyden from a Swiss-Alsatian middle-class family of modest 
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means, came to Russia on the invitation of his fellow students, Russian 

aristocrats Count Stepan Stepanovich Apraksin (1757-1827) and Prince 

Nikolai Borisovich Yusupov (1751-1831).702 His subsequent marriage to the 

wealthy aristocratic heiress Agrafena Aleksandrovna Bibikova (1756-85) 

enabled his social ascent within Russian society. His son, Aleksandr 

Ivanovich Ribeaupierre (1781-1865), steadily forged his career as an imperial 

adjutant, court chamberlain, and diplomat, and was rewarded for his 

services with a comital title.703 The marriage of his daughter Tatiana to 

Prince Yusupov, commemorated by Winterhalter’s portrait, represents 

therefore not only a record of the sitter’s personal social elevation 

consequent upon her entry into one of the wealthiest and most prestigious 

aristocratic dynasties, but also celebrates the Ribeaupierre family’s rapid 

ascent to the highest echelons of Russian nobility. 

The fact that the portrait was painted in Paris bears a special significance, 

and not only because geographic mobility was regarded as a marker of the 

social elites.704 Following the Westernisation of Russia by Peter the Great 

(1672-1725), France had emerged as the epitome of taste and refinement for 

the Russian aristocracy.705 The prestige and popularity of French art and 

artists among Russian patrons grew exponentially, and several generations 

of the Yusupovs were among the most ardent Russian collectors of French 

contemporary art during the eighteenth and nineteenth centuries.706 

Furthermore, Paris was a coveted destination for Russian noblewomen. As 

expressed by one of Winterhalter’s patrons, Varvara Dmitrievna Rimskaia-

Korsakova (1833-78) (fig. 4.50):  

Paris is a temple of taste. Nowhere do we find the same ateliers, the same 

treasure troves of jewellery. A woman who is considered merely pretty 

elsewhere becomes exquisitely beautiful here. It transforms her; idealised 

her; imparts a new demeanour upon her; changes her silhouette. In the 

end she does not recognise herself: it is a complete transformation.707 
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Winterhalter’s success on the Parisian art scene and his popularity with the 

Russian Imperial Family and the crowned heads of Europe made his 

portraits a desirable commodity for the Russian aristocracy.708 By having 

herself painted in Paris by the elite portrait specialist while posing in what is 

believed to have been one of the early creations by Charles-Frederick 

Worth,709 Princess Yusupova demonstrated not only her wealth but also her 

superior taste and refinement. 

Although Winterhalter was painting the portrait of Princess Yusupova at the 

same time as portraits of French noblewomen, it conveys, by comparison, a 

greater sense of the aristocratic archetype. Unlike the portraits of Comtesse 

Mélanie de Pourtalès (fig. 4.36), Baronne Anne de Bourgoing (fig. 4.37) and 

Baronne Alexandrine de Gourgaud (fig. 4.38), there is no effort to downplay 

or disguise Princess Yusupova’s wealth and rank: the splendour of the dress, 

the sumptuousness of the jewels, and the traditional iconographic elements 

of columns, curtains, and landscape are boldly thrust forth. The same 

observations can be made about Winterhalter’s portraits of other Russian 

noblewomen, including Countess Sofia Mikhailovna Shouvalova (fig. 4.51), 

Countess Varvara Alekseievna Musina-Pushkina (fig. 4.52), and Sophia 

Petrovna Naryshkina (fig. 4.53). Even in the portraits of Winterhalter’s chief 

competitor, Édouard Dubufe, images of Russian female aristocrats are 

distinguished from those of their French counterparts by a greater 

conspicuous display of signifiers of status and affluence (fig. 4.54).  

The memoirs of the era confirm that in the Parisian ballrooms Russian 

women outshone everyone in the sheer display of dazzling magnificence. 

According to the contemporary diarist Mme van de Velde, the splendour of 

the Russian aristocracy in the third quarter of the nineteenth century 

“dwarfed to insignificance those of other European courts” with “a wealth of 

decoration and costume, a glitter of arms, a sparkle of diamonds, and a 

richness of colour.”710 The journalist Felix Whitehurst described the dress of 

the aforementioned Varvara Rimskaia-Korsakova at a court reception on 21 

February 1865 as being “literally massive with precious stones,” while at a 

ball on 27 January 1870 he admired her ample décolleté covered with “whole 
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mines of uncut stones.”711 Another of Winterhalter’s sitters, Princess 

Ekaterina Aleksandrovna Dadiani (1816-82) (cat. 778), was described at her 

daughter’s wedding on 14 May 1868 as wearing a dress that seemed to be 

“chiefly diamonds and some white substance in-between.”712  

Winterhalter’s portraits of Russian noblewomen reflect the incalculable 

wealth of the upper echelons of the Russian aristocracy. While it was also 

traditionally derived from income-yielding landholdings, in the absence of 

competing middle classes (which arose in Russia only after the 

Emancipation of the Serfs in 1861), the Russian nobility also actively 

participated within such traditional spheres of influence of the European 

bourgeoisie as the industrial, mining, railway, and financial sectors.713 

Furthermore, the more brazen display of wealth and status is also reflective 

of the fact that the privileged position of the Russian elites remained 

inviolate throughout the nineteenth century. The waves of revolutions and 

wars in Western Europe during the late eighteenth and early-to-mid-

nineteenth centuries shook the very foundations of the social order by 

toppling crowns, establishing constitutional monarchies and republics, 

decimating the fortunes of European royal and aristocratic families, and 

periodically abolishing titles of nobility.714 

By contrast, the Russian Empire remained staunchly absolutist. The 

revolutionary fervour of Western Europe barely penetrated its borders. The 

short-lived Decembrist Uprising of 1825 and periodic unrests in Poland 

(then under Russian control) were brutally put down. Throughout the 

nineteenth century (and indeed until the proclamation of the First World 

War in 1914), the Russian aristocracy had few reasons to downplay their 

wealth, social status, and their close interdependent relationship with the 

Imperial court.715 These latter aspects are reinforced in a second version of 

Princess Yusupova’s portrait, where the garments and jewellery of the 

original composition are supplemented by further embellishments, including 

the historic double-tier pearl and diamond Grand Sévigné tiara; an 

extraordinary tasselled shoulder braid of large pearls; the diamond insignia 
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of the Imperial lady-in-waiting; and the Royal Bavarian Teresien-Order (fig. 

4.55).716 The background of the portrait was also altered to include a highly 

recognisable silhouette of the family’s renowned palatial estate, 

Arkhangelskoie.717  

After more than two decades of negative reaction from the French art critics, 

Winterhalter, understandably, seemed rather reluctant to show his works at 

the Salon. As one of Winterhalter’s patrons, Princess Sofia Gagarina (1822-

1908), wrote in a letter to Alfred Emilien, Comte de Nieuwerkerke (1811-92), 

Director of the Imperial Museums, on 5 April 1859, “Mr Winterhalter did not 

expect to be exhibiting this year.”718 However, following the encouragement 

and recommendations from his clients and Nieuwerkerke, Winterhalter 

reconsidered his decision and submitted several works to the Salon of 1859, 

including the Portrait of Princess Maria Vasilievna Woronzova (fig. 4.56), 

which the Princess Gagarina deemed personally “a true chef-d’oeuvre.”719  

Princess Maria Woronzova (1819-95) was a notable personality of the day. 

Born into one of the most esteemed Russian princely dynasties, the 

Troubetzkoy family, she was the daughter-in-law of the Viceroy of the 

Caucasus and the confidante of the Empress Alexandra Feodorovna.720 

Winterhalter painted her standing, full-length, out of doors, in a day dress of 

burgundy-coloured velvet, which contrasted effectively against the emerald 

foliage dappled with sunlight.721 The artist captured Woronzova’s reputedly 

voluptuous features: 

Grand, with big eyes and prominent black eyebrows, Princess Woronzova 

sat next to Poltorazky, touching his feet with her crinoline and peering into 

                                                           
716

 Ferrand 1991, 68. 
717

 Berezina 1983, 489. 
718

 Letter from Princess Sofia Gagarina, in Paris, to Alfred-Emilien, Comte de Nieuwerkerke, Paris, 5 
April 1859; AMN, Dossier Salon 1859. The Princess and her family were painted by Winterhalter ca. 
1858-1859 (see cat. nos 638-640). Comte de Nieuwerkerke and his wife were painted by Winterhalter 
in 1840-1841 (see figs. 3.41 and 4.22).  
719

 Paris 1859, no. 3012; letter from Princess Sofia Gagarina, in Paris, to Alfred-Emilien, Comte de 
Nieuwerkerke, Paris, 5 April 1859; AMN, Dossier Salon 1859.  
720

 Chereisky 1989, np; Lermontov 1981, 347. 
721

 The portrait was destroyed by fire before a colour photograph of it was taken, and no copies (in oil 
or watercolour) have emerged to date. Its colour scheme is known from eye-witness accounts (see, 
for example, Berlin 1906, 2: 1612, no. 2004). A copy of Winterhalter’s portrait appears in the 
background interior in one of the scenes from The Picture of Dorian Gray (1945, MGM). However, the 
scene was shot in black-and-white. The whereabouts of the copy (used on the set) is currently 
unknown. 



215 
 

his cards. She had in her words, in her glances, in her smiles, in all 

movements of her body and even in her perfume something that made 

Poltoratzky forget himself, to become oblivious to everything but the 

sensation of her physical presence next to him.722  

The haughty demeanour, tilt of the head, direct gaze, and quizzically arched 

eyebrows convey the reportedly formidable and somewhat unapproachable 

character of the Princess, which struck her contemporaries with awe and 

was immortalised by a number of Russian poets and writers, including 

Alexander Pushkin (1799-1837), Mikhail Lermontov (1814-41), and Lev 

Tolstoy (1828-1910).723  

The wealth and status of Princess Woronzova and her family are expressed 

in the portrait with Winterhalter’s customary ease and elegance utilising 

familiar iconographic signifiers such as the fashionable hairstyle of 

trembling curls and swathes of delicate lace. Cascading folds of the 

voluminous velvet gown add to the perception of the sitter’s physical height. 

The landscape setting—the traditional symbol of landed wealth—is most 

likely to be a visual synecdoche for the Woronzovs’ sprawling parklands 

surrounding their fabled castle in Alupka, on the Crimean Peninsula.724 The 

Princess rests her right hand on a stone pillar, which is another favoured 

trope of royal and aristocratic portraiture. Although pillars and columns are 

more frequently found in an interior setting, its strategic incorporation 

within the landscape background reinforces messages of the sitter’s elevated 

social standing. Winterhalter rarely received requests from Russian 

aristocrats to paint full-length portraits.725 It can be argued that the 

Woronzovs’ commission is another illustration of their affluence, as well as 

an acknowledgment of their vice-regal status and a designation as ‘Svetolst’, 

comparable to the Western-European ‘Serene Highness’, an honorific which 

was conferred by the Emperor upon the most prominent noble families in 
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recognition of their outstanding contribution and services to the Russian 

Empire.726 

When the portrait was unveiled at the Salon of 1859, the critics were forced 

to acknowledge Winterhalter’s ability to convey through his paintings the 

status and affluence of his sitters (for the first time in twenty years since 

Victor Schoelcher first reviewed the artist’s Portrait of the Prince de Wagram). 

Perrin stated laconically: “The portrait of Princess Woronzova has an 

aristocratic and princely allure.”727 Buchere de Lépinois elaborated upon the 

point, writing: 

As for Winterhalter, for the last twenty years he has frequented the 

society of no one but princesses. One finds that he imparts upon his 

clients an air of nobility which can be distinguished from a distance of 

thirty paces. It is the same with his grande princesse at the Salon, whose 

head touches the sky but whose feet do not touch the ground: now that 

is an evident proof of her twenty four quarterings!728 

Paul Mantz, writing for the influential Gazette des Beaux-Arts, chose to 

redeploy various clichés traditionally directed by the French critics against 

the genre of portraiture in general and Winterhalter in particular. He 

referred to Winterhalter as “an artist that no prudent quill can inscribe with 

all seriousness”, finding him “mannered … false … faded, insipid, and 

tasteless … [with] all the faults in the world.”729 Mantz felt that, try as he 

might, Winterhalter could never live up to the reputation of such Old 

Masters as Velazquez, Gainsborough, and Reynolds. The critic chose to 

either ignore or overlook the social significance of garments in royal and 

aristocratic portraiture, and directed his harshest invective against the 

prominent place occupied in the portrait by the model’s attire: “The gravest 

mistake most certainly is to give more importance to the costume and create 

a portrait not of a woman but of a dress.”730 However, even Mantz, in the 

end, was forced to concede that Winterhalter “obviously has a taste for a 
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certain elegance and aristocratic countenance, which is missing all too often 

from our more capable painters.”731  

Winterhalter’s portraits of Russian noblewomen from the late 1850s came to 

be regarded as a reassertion of his professional stature and artistic 

acumen.732 For example, Jean Rousseau wrote in Le Figaro:  

Winterhalter’s star, without having accomplished a very great revolution, 

shines more brilliantly this year than [at the Salon] two years ago. His 

talent for stage directing can never be overlooked. His portrait of Princess 

Woronzova, though of slightly exaggerated proportions, displays rare 

qualities of pride and refinement.733 

De Montaiglon agreed, writing in Revue Universelle des Arts:  

Among the very best portraits is undoubtedly that of a Russian Princess 

in the ‘over-crinolined’ dress of red velvet, by Winterhalter. It has 

opulence and movement, and, although it is painted à la mode, it has 

enough of the sparkle of Lawrence for it to be taken seriously as work of 

art.734 

Taxile Delord, weighing into the ongoing competition between Winterhalter 

and Dubufe for supremacy in the portrait market, readily awarded (though 

in a somewhat underhanded manner) the winner’s palm to the former: 

But the grand painter of the aristocracy is Winterhalter! There is not a 

single pretty face among the northern aristocracy that had not posed for 

him. Winterhalter paints no one but princesses: there are two of them at 

this year’s Salon. These two portraits would throw the beautiful ladies in 

a state of a great confusion. One truly hesitates between Winterhalter 

and Dubufe … Personally, if I were a woman, I would not hesitate for a 

moment and choose Winterhalter; he is infinitely more of a painter than 
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Dubufe; and his arrangements are just as skilful: the dress in his 

portrait … is a true masterpiece.735  

The Russian aristocracy continued commissioning portraits from 

Winterhalter well into the late 1860s. While male portraits were fewer in 

number, there was a greater balance between their presentation in either 

civilian garments or military uniform. Women’s portraits dominate. The 

overwhelming majority of the portraits represent those who either held—or 

whose spouses occupied—a prominent position within the Imperial 

establishment. The portraits can be said to illustrate the Russian 

aristocracy’s active performance of their duties and contribution to the 

welfare of the nation through their influence at the epicentre of autocratic 

power. However, as demonstrated above, there is also a greater emphasis 

on—and no effort to subvert—either the visible signifiers of wealth and 

status or their interdependent relationship with the crown. A parallel can be 

drawn between Winterhalter’s representations of the Russian and British 

aristocracy to suggest that, in contrast to the French aristocracy, their 

portraits reflect the unshakeable sense of stability and confidence shared by 

the ruling classes of these two nations.  

 

Portraits from the 1860s and early 1870s 

Winterhalter remained in constant demand during the 1860s and early 

1870s, with his list of patrons led by the crowned heads of Europe, including 

the ruling houses of Austria, Belgium, Great Britain, France, Mexico, the 

Netherlands, Prussia, Russia, and Württemberg, for whom he completed 

more than sixty portrait commissions.736 The rapid development of railway 

networks and the introduction of steam engines improved the geographic 

circulation of social elites, with Winterhalter travelling to meet his august 

sitters either at their respective capital cities or fashionable spas.737 There 
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was also no shortage of portrait commissions from European aristocracy, 

who travelled to meet the artist at his Parisian studio, or contrived to 

arrange for a sitting during the artist’s trips to the health resorts of Germany 

and Switzerland. Whereas the previous three decades had seen a gradual 

introduction (or an increase) of particular national groups amongst 

Winterhalter’s patrons, the composition of his clientele during the 1860s 

became decidedly more cosmopolitan though it was still dominated (to a 

certain degree) by the French, British, and Russian aristocracy.738   

Male portraits continued to dwindle within Winterhalter’s oeuvre: of the 

nearly seventy portraits of European aristocracy painted by Winterhalter 

between 1861 and 1873, fewer than ten were of men.739 They also decrease 

in size: no full-length presentations can be found in later decades to match 

those of Napoléon-Alexandre, Prince and Duke de Wagram, of 1837, or Henry 

Somerset, 7th Duke of Beaufort, of 1843. Male portraits from the 1860s and 

early 1870s show the sitters at bust- to half-length and continue depicting 

European noblemen in either civilian or military attire as has been observed 

in the majority of the artists’ portraits during the preceding decades.  

For example, in 1863, Winterhalter painted the portrait of William Douglas-

Hamilton, 12th Duke of Hamilton, 9th Duke of Brandon (1845-95), which 

shows the sitter at half-length, in sharp profile, with his back to the viewer 

(fig. 4.57).740 The Duke was among the richest men and greatest landholders 

of Victorian Britain, and (through his mother, a Princess of Baden) a cousin 

of the ruling dynasties of Russia, Prussia, and France. The date of the 

portrait suggests that it was painted following his father’s death to mark the 

sitter’s succession to the ducal titles. It was also a publicly known image of 

the young Duke, for it was popularised through a lithograph by Friedrich 
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Weber (1813-82).741 However, neither the social position nor the national 

identity of the sitter can be deduced with any degree of precision in the 

Duke’s portrait, and only a seasoned eye would distinguish “the superior 

cut” and costly fabrics of his garments.742 The portrait is representative of 

Winterhalter’s male portraits of European aristocracy of the era, which are 

notable for the continuing reduction of visible signifiers of wealth and status. 

As fashion historians Oscar Fischer and Max von Boehn pointed out:  

From the 1860s, the tendency [of men’s fashions] has been to have 

nothing peculiar about their attire to draw attention to them… when he 

appears in public he may only venture by the superior cut of his 

garments to aim at any distinction.743 

The second dominant representational mode in male portraiture of the 

period is reflected in Winterhalter’s portrait of the Duke’s younger brother, 

Lord Charles Douglas-Hamilton (1847-86), who was painted in 1866, and is 

shown in the uniform of the lieutenant of the 11th Hussars of the British 

Army (fig. 4.58). It can be argued that, in the context of British succession 

laws, the portrait alludes to the fact that in Britain titles of nobility and the 

bulk of landed estates still devolved upon the eldest male heir. Hence a 

career in the army was one of the few available income-deriving alternatives 

for younger sons of peers. On the other hand, however, the portrait is also 

broadly indicative of the continuous engagement of aristocratic elites within 

their country’s armed forces, and it places an enduring emphasis on their 

exemplary qualities of authority, leadership, military valour, and patriotism. 

As Linda Colley aptly observed,  

All aristocracies have a strong military tradition... It gave them a job and, 

more importantly, a purpose, an opportunity to carry out what they had 

been trained to do since childhood: ride horses, fire guns, exercise their 

undoubted physical courage and tell other people what to do …744 

In contrast to the civilian garments worn by his older brother, Lord Charles 

Douglas-Hamilton’s uniform establishes his national identity and his social 
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position with a greater degree of precision. The correlation between his 

portrait and military portraits of his royal counterparts (see, for example, 

cat. nos. 785, 808, 826) also imparts a greater emphasis on the traditional 

interdependent relationship between the crown and its nobles. 

Winterhalter’s female portraits of the era, such as those of Princess Anne 

Murat (fig. 4.59); Julia Baroness Middleton (fig. 4.60), and Princess Sofia 

Aleksandrovna Radziwill (fig. 4.61), which, incidentally, were all painted in 

Paris within a year of each other, appear at first glance to continue the 

artist’s established pattern of aristocratic portraits of the earlier decades 

with little deviation from his standard repertoire of serene facial expressions, 

elegant poses, fashionable garments, and landscape backgrounds.745 

However, as will be demonstrated below, upon closer examination, subtle 

differences in the portrayal of women from different national backgrounds 

will become apparent.  

For example, the French Princess Anna Murat (1841-1924) was a great-niece 

of the Emperor Napoléon I and a very wealthy young woman (her mother was 

an American heiress).746 She was an intimate of the Court of the Tuileries, 

and a confidante of the Empress Eugénie.747 In his 1862 portrait, 

Winterhalter faithfully depicts “her delicate features, sparkling eyes and 

golden hair”, as recorded by her sister,748 and accentuates her “beautiful 

shoulders and a lovely bust”, which, according to Jean-Philippe Worth, more 

than compensated for her ample Rubenesque proportions: “She was rather 

fat, but as no hips could be too wide at the time, that did not matter.”749 

However, no “diamond marguerites” adorn her hair; no pearl necklaces grace 

her décolleté; no gold bracelets burden her wrists. Like the majority of his 

French female aristocratic representations, Winterhalter conveys her 

elevated social position subtly through the serene facial expression and 

noble deportment; her fashionable hairstyle à la l’impératrice; and the 

evening gown of light vaporous fabric in imitation of the influential tastes of 

the trend-setting Empress Eugénie. The portrait continues the relative 
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reduction of conspicuous symbols of wealth and status from the portraits of 

French noblewomen. The only decoration is a prominent sprig of violets, a 

well-known emblem of the Bonaparte family, which illustrates the sitter’s 

exclusive membership of the dynasty and her commitment to its causes.  

Winterhalter’s portrait of Lady Middleton (1824-1901), of 1863, replicates 

the artist’s established template for the depiction of Britain’s aristocracy. 

The noble features, haughty demeanour, and physical height identify the 

sitter as a member of the social elite. Her wealth is conveyed not only 

through the splendid gown of costly lace, gauze, and taffeta, but also 

through the diamond stars in her headdress, diamond riviere necklace, and 

prominent gold and gem-set brooches, bracelets, and rings. Like 

Winterhalter’s earlier portraits of Lady Middleton’s compatriot, the Duchess 

of Sutherland, the interdependent relationship between the British nobility 

and the crown is represented by the magnificent satin-lined and lace-

trimmed purple court train that cascades from the Baroness’s waist. The 

landscape background refers to the landed status of the sitter; while the 

sturdy columns and architectural details continue the message of stability 

and security associated with the British aristocratic order. The billowing 

curtain that makes a baldachin-like formation over the sitter’s head, as well 

as the composition’s conspicuous indebtedness to Thomas Gainsborough’s 

Portrait of Queen Charlotte (fig. 4.62) and Winterhalter’s Portrait of Queen 

Victoria (fig. 4.63) suggest the artist’s personal awareness of the sitter’s 

illustrious descent from Charles II and her consequent kinship with the 

British Royal Family. 

The wealth and status of the Russian Princess Sofia Aleksandrovna Radziwill 

(1806-89), whose portrait was completed by the artist in 1864, are likewise 

clearly constructed through the obligatory calm demeanour, elegant hand 

gesture, and upright carriage of the sitter; the elaborate hairstyle of 

cascading curls; the costly gown of delicate silks and shimmering taffeta; 

and the billowing black lace shawl. Princess Radziwill also displays her 

treasure trove of jewels, consisting of a five-strand pearl necklace, diamond 

brooches, and innumerable rings and bracelets, which compete in their 

magnificence with Winterhalter’s depictions of her compatriots and contrasts 

greatly with the more subdued appearance of their French counterparts. 
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The fact that portraits of women far outnumber those of men within 

Winterhalter’s oeuvre has become a recurrent refrain throughout the 

chapter. The survey of Winterhalter’s oeuvre clearly demonstrates that 

among his portraits (that have come to light), the full-length marital 

pendants of the Berthier de Wagram family are unique; and only a few three-

quarter-length pendant portraits of aristocratic couples are known.750 In the 

majority of cases, when the artist received a commission to paint either a 

full-length or a three-quarter-length portrait of a wife, the accompanying 

portrait of her husband was limited to a modest head-and-shoulders 

likeness (see, for example, figs. 4.68 and 4.69), and even that was frequently 

entrusted to an entirely different, lesser known and less expensive painter.751 

Given the affluence of Winterhalter’s aristocratic clients, it is unlikely that 

financial considerations influenced their decision to choose only one member 

of the family to pose for the celebrated artist.752 

Amy Freund has observed an increased instance during the French 

Republican period of 1789-1804 of modestly sized head-and-shoulder 

portraits of male sitters with neutral backgrounds.753 It afforded a greater 

disguise for the signifiers of wealth and status in the garments of the sitter, 

and gave the portrait an “intimacy and intense psychological presence” 

demanded by “revolutionary transparency.”754 Cassandra Albinson has 

noted a similar “desire to erase visual class distinction” in the portraits of 

British nineteenth-century noblemen.755 It can be argued that by opting for 

austerity in dress and eschewing either extravagant or expensive portrait 

commissions, Winterhalter’s male aristocratic sitters strove to emphasise 
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their exemplary virtues, personal moderation, and civic consciousness 

through active participation in public and military service.756  

A larger number of—and a greater extravagance within—Winterhalter’s 

female aristocratic portraits broadly reflects the contrasting social attitudes 

towards female upper-class self-representation. Amidst the broad 

restrictions placed upon property ownership by women, the family’s 

patriarch was obliged to provide for their wellbeing. As observed by Thorstein 

Veblen in The Theory of Leisure Class:  

By virtue of its descent from a patriarchal past, our social system 

makes it the woman’s function in an especial degree to put in evidence 

her household’s ability to pay. … The women being not their own 

masters, obvious expenditure and leisure on their part would redound 

to the credit of their master rather than to their own credit. … 757 

Throughout his study, Veblen emphasised the pivotal role of garments in 

identifying the individual’s social status.758 A separate section of his treatise 

is dedicated to the analysis of the way in which this goal is achieved by 

upper-class women: 

In woman’s dress there is obviously greater insistence on such features 

as testify to the wearer’s exemption from or incapacity for all productive 

employment. … It has in the course of economic development become the 

office of the woman to consume vicariously for the head of the household; 

and her apparel is contrived with this object in view.759     

The fashion historian Marie Simon enumerates up to six distinct styles of 

gowns that upper-class women wore during different times of the day.760 

While the social mores of the era dictated that only modest garments with 

few decorations were permissible during daytime, evening gowns, on the 

other hand, were among the most extravagant outfits in terms of complex 

combinations of fabrics, colours, textures, and accessories. Throughout the 
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course of the day, women were habitually hatted and buttoned up to their 

ears. However, paintings by Winterhalter and his contemporaries 

demonstrate that, more often than not, women tended to pose for portraits 

in evening toilettes where the diaphanous sleeves, the plunging décolleté, 

and the superbly coiffed heads provided an incomparable opportunity for the 

display of jewellery. It can be posited, therefore, that a greater extravagance 

that was permitted to women in their manner of dress and self-fashioning 

was amply reflected in the portraiture of the era.  

The popular and critical response to portraits of noblewomen demonstrated 

that, apart from embodying the traditional exemplary qualities of beauty, 

virtue, and motherhood, their portraits were also expected to preserve an 

aristocratic mystique and represent them comme il faut as paragons of taste, 

fashion, and refined manners as indelible attributes of their upper-class 

status.761 Winterhalter’s portraits reflect the fact that while male social 

identities were increasingly disguised in the relative anonymity of suits and 

uniforms, in life as in art female representations increasingly functioned as 

“virtually the sole exponent of the household’s pecuniary decency” and 

promotional vehicles of their family’s affluence and social standing.762 

Furthermore, as Julia Ballerini has observed, the female figure was the 

prominent national allegory in nineteenth-century art and representations of 

women in national costumes as “icons of geopolitical entity” were widely 

accepted.763 While Ballerini’s thesis centres on portrait photographs of 

women in an Alsatian costume (who wore it in protest against the German 

annexation of Alsatian provinces (fig. 4.67)), dressing up as countries and 

continents was generally popular at high society masked balls. Empress 

Eugénie’s aforementioned playful commission to Édouard Dubufe to portray 

women of her court as allegories of various nations shows that this trend 

was extended from generic representations to individual portraits (figs. 3.25-

3.28).764 The examination of Winterhalter’s royal representations has 

demonstrated the artist’s ability to imbue his august sitters with the 

symbolism of the countries they governed as well as distinguish between the 

various political regimes they represented. It can be similarly argued that the 
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subtle differences observed in his portraits of aristocratic women from 

various national backgrounds demonstrate the artist’s engagement with the 

traditional representation of women as tropes of their respective nations that 

reflect the social and political differences of the countries from which their 

dynasties hail.  

 

Conclusion 

The examination of Winterhalter’s portraits of European aristocracy and 

their contextualisation within his oeuvre has demonstrated that royal 

patronage was of the utmost importance either in generating or re-

invigorating the artist’s patronage by aristocratic elites. Winterhalter 

retained in his representations of the aristocracy the serene and regal 

countenance of his royal clients, and at times subtly altered their physical 

appearance to bring them in line with the prevalent physical ideals of their 

class. Responses from the artist’s aristocratic patrons and their milieu 

attested to their continuing admiration of his ability to capture a faithful 

likeness. The specific technical skills which were observed in Winterhalter’s 

royal representations—such as the detailed attention to the rendering of 

faces; a more vigorous brushwork in the treatment of garments and 

accessories that conveyed their differing textures; a solid compositional 

structure and a coherent colour scheme that gave centrality to the figure 

and brought the sitter visually forth from within the picture plane—also were 

liberally employed in his portraits of the aristocracy.   

However, to paraphrase Amy Freund, Winterhalter and his clients “reworked 

a standard format to fit new artistic and social hierarchies.”765 His male 

portraits demonstrate that by the second quarter of the nineteenth century, 

the garments of European noblemen had undergone a similar sartorial 

transition as those of the ruling elites, and that emphasis had shifted in 

their portrayal towards the expression of exemplary virtues of civic 

consciousness, social responsibility, and state or military service. While their 

portraits carefully negotiated their position as a class amidst the changing 

socio-political environment of the era, the inclusion of traditional vestiges of 
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royal portraiture as oblique references to their interdependent relationship 

with the crown, and an allusion to their landed wealth and status, 

maintained their aristocratic identity and exclusivity as a separate caste.  

The contrasting attitudes that were adopted towards female self-

representation during this era allowed for a greater encapsulation of a 

traditional aristocratic archetype within Winterhalter’s portraits of women 

primarily through a greater emphasis on conspicuous signifiers of wealth 

and status in garments and accessories. While women’s portraits still evoked 

the exemplary qualities of beauty, virtue, and motherhood, they also 

functioned as promotional vehicles of their family’s affluence, social 

standing, national identity, and courtly connections.  
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CHAPTER V: 

 
REFLECTING SOCIAL MOBILITY 

 

 

Introduction 

The research into the social background of Winterhalter’s clients reveals that 

the artist enjoyed the patronage of middle-class sitters throughout his 

career. They appear in some of his earliest portraits from the late 1820s; 

they supported him through the ‘lean’ years of the Second Republic from 

1848 to 1852 (when commissions from the French aristocracy had waned); 

and embraced him after his return to Germany following the collapse of the 

Second Empire in 1870. It can be stated that their patronage continued even 

posthumously, as the Metzler family, who were among Winterhalter’s last 

clients, underwrote the costs of his funeral and the construction of his tomb 

adorned with a sculpture of a mourning angel.766  

Social historians define members of the middle classes as those who were 

not of royal or aristocratic descent, and who, either through self-

employment, investment, inheritance, or education, were able to rise from 

the manual-labouring, wage-earning urban working classes or rural 

peasantry to become independent business owners, tertiary-educated 

professionals, and government bureaucrats.767 Advancement from within the 

ranks of the civil service has been traditionally recognised as a “social 

elevator” which facilitated upward mobility.768  

From the second half of the eighteenth century, the middle classes had 

emerged as some of the most ardent consumers of portraiture.769 As pointed 

out by Jennifer W. Olmstead, “portraiture particularly appealed to the 

nascent bourgeoisie for its ability to affirm publicly the newfound power and 
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solidarity of that class.”770 The sheer scale of the patronage provided an 

important stimulus to the livelihood of artists, with a growing number of 

portrait painters entering the increasingly crowded market place.771 Regular 

public exhibitions of contemporary art provided them with the most 

advantageous forum—and the ultimate promotional vehicle—to display their 

skills and advertise their talents in the hope of expanding their client base. 

Competitive pricing encouraged the bourgeoisie’s appetite for portraiture.772 

For example, Honoré de Balzac (1799-1850) described Pierre Grassou, the 

principal character of the eponymous novel published in 1839, as a 

celebrated artist, who 

… does not miss a single Salon, and who passes in the bourgeois 

society for a good portrait painter… There is not a single family 

portrait between the Barrière du Trône and rue du Temple that is 

not painted by this fine artist, and which would not have brought 

him less than five hundred francs a piece.773  

Winterhalter’s fees were more substantial. In 1845 he was paid eight 

thousand francs for the full-length portrait of the King of the French (fig. 

2.36);774 while in 1853 he received twenty four thousand francs for the pair 

of pendant portraits of the Emperor and Empress of the French (see figs. 3.1 

and 3.2).775 Honoré de Balzac’s novel, La Cousine Bette, the narrative of 

which takes place during the July Monarchy, and where the question of 

money is frequently discussed, places these sums within the economic 

context of the period.776 For example, the novel’s main character, Mlle 

Lisbeth Fischer, a single lower-middle-class woman, lives modestly but 

comfortably on five hundred francs a year, while her nephew, M. Victorin 

Hulot d’Evry, a Law Court barrister, draws a salary of 30,000 francs a 

year.777 In La Dame aux camélias by Alexander Dumas fils (1824-95), 

Armand Duval and Marguerite Gautier calculate that eight to ten thousand 
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francs a year would suffice to rent a substantial, fully-furnished, and fully 

staffed house on the outskirts of Paris, where they would be able to live in 

relative comfort.778 These examples reinforce the argument that the act of 

commissioning a portrait from Winterhalter was a luxury afforded only by 

the highest echelons of the bourgeoisie.779  

Social historians agree that by the middle of the nineteenth century vast 

divisions already existed within the middle-class social stratum.780 At its 

apex were banking and industrial elites whose lifestyles and social 

aspirations formed the nexus where the barriers that historically separated 

the aristocracy from the middle class were increasingly elided. They broke 

away from the tradition of living within or close to their business premises 

and erected increasingly palatial dwellings within the newly established, 

elegant, and affluent parts of the city.781 They bought country properties 

from the landed aristocracy and assumed lifestyles that resembled those of 

the former occupants.782 Their traditional endogamous marital unions were 

gradually giving place to intermarriages with aristocratic dynasties. Their 

invaluable services to the governments of their respective nations were 

increasingly recognised and rewarded with titles of nobility, which gave them 

an entrée into rarefied court circles.  

The chapter will argue that the portrait commissions offered to Winterhalter 

by middle-class patrons reflected their upwardly-mobile social aspirations 

and fitted within the wider context of bourgeois emulation of the modes and 

manners of the ruling elites. An examination of their commissions will 

demonstrate that the artist’s growing popularity among this social stratum 

was predicated not only upon his artistic skills and professional reputation 

as an elite portrait specialist but also upon his ability to imbue their 

portraits with the bearing, countenance, and appearance of his royal and 

aristocratic patrons.  

                                                           
778

 Dumas 1858, 226-227. 
779

 Galignani 1867 provides the following statistics: a servant could be hired from as little as five francs 
a day (12); a female sales assistant earned between 300 to 500 francs per annum (44); a professional 
laborer could potentially earn up to twenty francs per day (44); senators received 30,000 francs per 
annum for life (57); and the ten ministers of state received 100,000 francs per annum each (60). 
780

 Pilbeam 1990, 4, 7ff, 299; Blackbourne 1991, 13; Augustine 1991, 46. 
781

 Blackbourne 1991, 9; Augustine 1991, 49-52. 
782

 Pilbeam 1990, 62. 



231 
 

Portraits from the early Munich and Karlsruhe Periods 

As was established in the first chapter, Winterhalter’s lithographs after 

Stieler’s portraits of the King of Bavaria and his family, for which the artist 

received public and critical acclaim, were pivotal to the formation of his 

burgeoning portrait practice in Munich from the middle of the 1820s. Among 

his earliest clients were members of the local middle-class and kleinadeligen 

(lower aristocratic) milieu, such as an unidentified Austrian civil service 

official and his wife, whose portraits Winterhalter executed in 1829 (figs. 5.1 

and 5.2).783 As only one other work in oils painted by Winterhalter prior to 

1829 has been identified, they are also an important indication of the artist’s 

progress in this medium, in which he commenced working in 1825 both at 

the Academy and at the studio of Joseph Stieler.784  

The civil servant and his wife are depicted by Winterhalter with naturalism, 

humanistic sensitivity, and sobriety, without any recourse to flattery. These 

portraits emerge as the earliest known and quintessential examples of the 

Biedermeier style within Winterhalter’s oeuvre. Scholars of the Biedermeier 

movement point out that the period is inextricably linked with the 

concomitant establishment and rise of the bourgeoisie. While the style was 

by no means exclusive to this social stratum, it came to be seen as being 

synonymous with it.785  

An important aspect of middle-class portraiture of the Biedermeier period 

was the placement of sitters within interior settings.786 As mentioned in 
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previous chapters, landscape backgrounds in royal and aristocratic portraits 

stood as an indication of the main source of the sitters’ income which came 

from landed wealth. It can be argued, on the one hand, that the interior 

setting of the majority of middle-class portraits reflects the fact the bourgeois 

wealth came from the urban, office-based environment of finance, business, 

and bureaucracy. On the other hand, it can also be posited that the interior 

setting conflates middle-class representations with the aristocratic cabinet 

de travail archetype and its attendant virtues of work ethics and civic 

consciousness. 

In his portrait of the unidentified Austrian official and his wife, Winterhalter 

established the civil servant’s social rank and conveyed his status as an 

important public office bearer through various accessories including the 

elaborate silver embroidery on his stiff upstanding collar; the Austrian 

Imperial cipher on the conspicuous silver buttons; and the elaborately 

chased hilt of his ceremonial sword, which is visible in the lower right hand 

corner of the painting. The artist does not disguise the age of his sitter, and 

it should be noted that longevity was associated with the upper social 

milieu.787 Furthermore, as it was acknowledged that “social climbing 

demands time”, longevity into old age was also recognised as a vital factor 

that enabled an individual to progress within his field and attain personal, 

social, or professional advancement.788   

As income-earning opportunities for middle-class women were generally 

limited, it was the husband’s responsibility to provide for his wife’s 

wellbeing. The upward mobility of the husband resulted in the improved 

lifestyle of the spouse. These aspects are amply reflected in the portrait of 

the civil servant’s wife, whose fashionable attire is accentuated by a costly 

cashmere shawl embellished with delicate embroidery. The sitter’s jewellery 

is tastefully restrained and adheres to the aforementioned Biedermeier 

sensibilities. It consists of drop-earrings and a double-strand pearl necklace 

with a star-shaped pearl and diamond pendant. According to the inscription 

on the reverse of the paintings, the portraits commemorate the couple’s 
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Silver Wedding Anniversary, and the jewelled ornament may have been both 

a wedding present and a family heirloom. 789 

The two portraits are indebted compositionally to Joseph Stieler, and 

especially to his portraits of Maximilian I Joseph, King of Bavaria, and Queen 

Caroline of Bavaria, which Winterhalter had lithographed in the middle of 

the 1820s (figs. 1.20 and 1.18). Just like the royal pair, both the civil servant 

and his wife are depicted at half-length and in semi-turn; the male gaze 

transcends beyond the picture plane, while the female gaze communicates 

directly with the viewer. The overall composition of the female portrait 

follows closely the design of Stieler’s portrait of the Queen, including such 

details as the woollen wrap, lace collar, and fashionably curled hair under 

an elaborate headdress, which echoes the silhouette of the Queen’s beret 

with an ostrich feather. The brushwork is likewise indebted to Stieler, and 

appears to be tight and precise; the sitters’ features, different textures of 

skin, hair, fabrics, and details of the accessories are conveyed with a minute 

precision.  

The broad correlation between the two sets of pendant portraits reflects the 

fact that although royalty and aristocracy were the traditional consumers of 

portraiture, with the rise in demand for portraits from the middle classes, 

artists had adapted traditional aspects of the ruling elite’s iconography to 

create compositional archetypes that best reflected the ambitions of this 

expanding social stratum. Members of royal and aristocratic families knew 

instinctively how to pose for their portraits, which both imitated depictions 

of their ancestors and reflected their upbringing and learned codes of social 

behaviour. Winterhalter’s portraits from the late 1820s and early 1830s 

demonstrate that even in this early period of his career, he had begun to 

imbue his middle-class sitters with the aura of social elites. Their poses, 

countenance, garments, and accessories frequently echo the artist’s royal 

and aristocratic representations. As such, it can be argued that 

Winterhalter’s portraits reflect the upwardly mobile aspirations of his 

middle-class patrons.  
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Portraits during the July Monarchy 

As has been noted, from the middle of the eighteenth-century, the middle-

classes emerged as major consumers of the art market. The interest in art 

buying was born out of the natural impulse to beautify their environment 

and reflect both their personal tastes and social aspirations. The 

aforementioned public exhibitions of contemporary art provided middle-class 

art collectors with independent opportunities to exercise their own aesthetic 

judgement. The grandiose, dramatic historical pictures, in which the 

academicians revelled, appear to have been less appealing to middle-class 

art consumers. They gravitated towards more intimately scaled pieces, which 

were easier to live with, and towards subject matter that was both modern 

and readily comprehensible. They favoured naturalistic landscapes, still 

lives, and narrative genre scenes. Winterhalter’s studies of Mediterranean 

peasants, which dominated his Italian period between 1832 and 1834, had 

already generated a following among the German bourgeoisie (see, for 

example, fig. 1.39, and cat. nos. 23 and 35, which were acquired by German 

middle-class collectors). The genre scenes which Winterhalter had submitted 

to the Salon exhibitions between 1836 and 1838 were embraced by French 

middle-class art collectors: for example, the Parisian specialist art supplier 

and general retailer Louis-Auguste Asse (1799-1869) purchased Il Dolce 

Farniente from the Salon of 1836 (fig. 2.5).790 The acquisition of The 

Decameron from the Salon of 1837 (fig. 2.6) by the merchant-turned-

politician Jacques Paturle (1779-1858) for the then enormous sum of ten 

thousand francs made international headlines.791 

Winterhalter’s client list reveals that his public success at the Salon also 

generated an influx of portrait commissions from the French bourgeoisie. 

The portrait of Mme Eulalie Akermann (1819-91), whom the artist painted in 

1838, appears to have been among the earliest portraits of French middle-

class sitters within his oeuvre (fig. 5.3). Little is known of the circumstances 

surrounding Mme Akermann’s portrait commission. The sitter, born Louise 

Marie Eulalie Boquet de Saint-Simon, was married in 1836, and the date of 

the portrait suggests that it may have been a belated wedding commission. 

                                                           
790

 Turner 1996, 2: 613-4. 
791

 Winterhalter 1987-88, 30. 



235 
 

Her father was one of the highest ranking bureaucrats at the Treasury 

(caissier central de trésor), most recently promoted to the chairmanship of 

the State Debt Committee (directeur de la dette inscrite).792 Her husband, 

François-Adolphe Akermann (1809-90), was descended from a long line of 

Franco-Belgian bourgeoisie, who were active in the areas of law, trade, and 

finance.793 He was an important public official, who held a series of posts as 

the receiver-general in regional finance departments, and was a conspicuous 

figure in the world of Parisian merchant banking. The involvement of Mme 

Akermann’s father and husband in the closely-knit Parisian financial sector 

suggests a possible link to the Seligmann von Eichthal family, which may 

have influenced their decision to commission a portrait from Winterhalter.794  

The golden-brown hues that dominate the tonal range of the portrait as well 

as the warm shawl wrapped around the sitter’s shoulders suggest that the 

work may have been executed in autumn. Therefore, the portrait possibly 

post-dates the well-publicised appearance of Winterhalter’s portraits of the 

Berthier de Wagram family at the Salon in the spring of 1838; as well as the 

receipt of his first commissions from the French and Belgian royal families in 

the late summer of that year.795 The Akermanns’ ability to commission a life-

size, three-quarter-length portrait from Winterhalter, who was already 

employed by various royal and aristocratic elites, demonstrated the wealth 

and social aspirations of the sitter’s family.  

The composition of the portrait broadly adheres to the artist’s royal and 

aristocratic representations of the era. Winterhalter imbued his model with 

the serene demeanour and graceful carriage of her august counterparts. He 

established her affluence by the fashionable coiffure and white muslin gown, 

which is embellished with delicate laces and intricate embroidery. These 

details convey the stylish elegance and unostentatious taste of the young 

woman. The cashmere shawl, wrapped around the sitter’s shoulders and 

arms, stands as another prominent status symbol given the costliness of 
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this beautiful accessory.796 While Mme Akermann wears an evening gown, 

her jewellery is limited to a few rings, including a wedding band. As 

demonstrated in the previous chapter, the relative absence of jewellery is a 

recurrent feature of Winterhalter’s female aristocratic portraits of the July 

Monarchy period, which further aligns Mme Akermann’s portrait with the 

artist’s royal and aristocratic representations of the era.  

In parallel to the compositional similarities that were observed between the 

portraits of Bavarian sovereigns and the Austrian civil servant and his wife, 

the origins of the pose and appearance of Mme Akermann can be related to 

Winterhalter’s royal portraits. The combination of the white dress and a 

reddish-brown shawl may have been inspired by Winterhalter’s Portrait of 

Sophie Wilhelmine Großherzogin von Baden with her Son Wilhelm (fig. 4.11); 

while the three-quarter-length cropping, upright seated pose, and the direct 

gaze of the sitter may have been modelled on his Portrait of Louise-Marie, 

Queen of the Belgians, with her Son, the Duc de Brabant, on which the artist 

was most likely working at the time (fig. 2.8). Mme Akermann’s portrait 

demonstrates the artist’s continuous reliance on selected aspects of royal 

portraiture to imbue his middle-class sitters with the same understated 

glamour found in his images of the social elites. 

Mme Akermann is shown seated at an open terrace with sprawling 

parklands and a mountainous vista beyond. The presence of a landscape 

background contrasts with the aforementioned traditional interior settings 

for portraits of the middle-classes.797 Although an inscription by the artist on 

Mme Akermann’s portrait indicates that it was painted in Paris, it can be 

argued that the marble terrace and receding landscape stand for the family’s 

estate, Château de Coulonge, in the Sarthe region. The portrait reflects the 

observations made by social historians that the ownership of a country 

estate was “a cherished lifestyle aspect” of the French bourgeoisie.798 Land 

was a profitable investment and an additional source of income. More 

importantly, property values raised the individual’s net worth, and, in 

France, the amount of land-tax (foncière) payable gave the (male) owner the 
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right to vote and stand as a parliamentary candidate.799 It can be argued 

that the inclusion of a landscape background in portraits of Winterhalter’s 

middle-class patrons illustrates the (newly acquired) landed wealth of their 

families, and—specifically in the case of the French bourgeoisie—

demonstrates their social conscience through the desire to play an 

increasingly active role in governmental and political matters.    

The social historian Pamela M. Pilbeam commented that landed wealth, 

marriage alliances, and noble titles were “the crowning glory” of an elite 

stratum of the French bourgeoisie.800 As I will demonstrate below, few of 

Winterhalter’s portraits encapsulate these upwardly mobile aspirations of 

the middle-classes more boldly than the grandiose full-length and over-life-

size portrait of Comtesse Rosalie Duchâtel (1817-78), with her son, Vicomte 

Charles Tanneguy Duchâtel (1838-91), completed by the artist in 1841 (fig. 

5.4). The sitter’s grandfathers, Jean-Baptiste Paulée and Ignace Joseph 

Vanlerberghe, were business partners and successful grain merchants 

whose wealth came from generous government contracts as provisions’ 

suppliers to the French armies, as well as their investments in government 

bonds and real estate.801 Their substantial wealth and property holdings 

gave rise to rumours that they had profited unduly as sales agents for the 

estates which were expropriated by the French government in the wake of 

the 1789 Revolution from members of the First and Second Estates (the 

royal family, nobility, and the church).802  

Such rumours illustrate the fact that the French Revolution offered some of 

the wealthy urban and provincial bourgeoisie an unprecedented opportunity 

to acquire nationalised properties, thus realising their ambitions of wealth, 

political influence, and social elevation.803 Vanlerberghe’s daughter, Sophie-

Angélique, married Paulée’s only son, Jean-Baptiste; and their only child 

(and Winterhalter’s sitter), Rosalie Paulée, became one of the richest 

heiresses in France.804 Her husband, Charles Tanneguy Duchâtel (1803-67), 

was a hereditary noble whose family was raised to the comital rank by 
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Napoléon I, and who served as the government minister for Commerce and 

Finance during the July Monarchy. Their marriage was the Paulée family’s 

“crowning glory.” The portrait also illustrates that in the course of the 

nineteenth century intermarriages between the hereditary nobility and the 

upper echelons of the bourgeoisie became more widely accepted.805  

The compositional framework of the painting is indebted to Winterhalter’s 

Portrait of Zénaïde Clary, Princesse et Duchesse de Wagram, with her son, 

Alexandre Berthier de Wagram (fig. 4.20). Comtesse Duchâtel’s figure exudes 

a similar sense of confidence, serene countenance, and noble carriage. The 

(rare for Winterhalter) visible disproportion between the head and the body 

of the sitter bears evidence of the artist’s penchant for elongating the 

silhouettes of his models to comply with the prevalent physical ideals of the 

upper-class elite. The wealth and social status of the Countess are conveyed 

not only by the fashionable hairstyle, the headdress of costly black lace, and 

the voluminous garnet-coloured velvet gown, but also by the background 

elements that allude to landed wealth—the source of the aristocratic pride 

and the object of the middle-class desire.  

The portrait of Comtesse Duchâtel with her son is also broadly comparable 

in size and composition to the Portrait of Hélène, Duchesse d’Orléans, with 

her son, the Comte de Paris (fig. 2.27). It can be assumed that the price of six 

thousand francs that Winterhalter had received for the royal portrait would 

be similar to the fee Winterhalter charged the Duchâtels for a similar full-

length double-figure composition.806 As indicated earlier, it represented a 

substantial sum in the context of the era and reflects the incalculable wealth 

that Rosalie Paulée brought into the Duchâtel family. The Countess’s son, 

the three-year-old Vicomte Charles Duchâtel, enlivens the composition by 

interrupting his mother’s regal performance by tugging irreverently on her 

skirts while throwing a cheeky look back at the viewer. The earlier chapters 

have demonstrated that the evocation of family values was an important 

aspect of nineteenth-century portraiture across all classes, but that within 

royal and aristocratic portraiture, such representations also intimated the 
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hereditary succession and continuity of the line. Like the Duchesse 

d’Orléans and Princesse de Wagram, Comtesse Duchâtel poses as an 

integral link in the continuation of her husband’s noble family. The detail of 

the intertwined hands of mother and son illustrates the generational transfer 

of wealth between the middle and upper classes. The portrait stands as one 

of the most remarkable celebrations of the bourgeoisie’s rapid advancement 

in prosperity and social triumph during the July Monarchy. 

 

Portraits of Édouard André from ca.1845-49 and 1857  

By the middle of the 1840s, Winterhalter’s reputation as the Fürstenmaler 

Europas had been firmly established. The flow of portrait commissions from 

the closely interconnected Parisian banking elites also steadily increased: 

their ability to compete for the artist’s attention with members of royal and 

aristocratic families conveys the scale of their wealth. From the middle of the 

1840s, both Franz Xaver Winterhalter and his brother, Hermann, began 

receiving portrait commissions from the André family, whose patronage 

would continue into the late 1850s. The Andrés were a banking and 

merchant dynasty, who had established offices throughout France, 

Switzerland, Germany, Italy, and Spain. They imported exotic foods and 

spices from Northern Africa and the East; administered currency exchange 

and maritime loans; and even maintained a small fleet of merchant 

vessels.807 They also bought large tracts of empty or dilapidated sites in 

Paris, and property development became an important source of the family’s 

income.808  

The André family’s commissions included a portrait of the teenage Édouard 

André (1833-94) (fig. 5.5), who was a grandson of the head of the Parisian 

branch of the family, Dominique André (1776-1844).809 The portrait depicts 

the boy at just over half-length, at semi-turn to the right, and addressing the 
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viewer with a calm and mature expression. He wears the ubiquitous sombre 

garments of a mid-nineteenth-century gentleman, which are 

indistinguishable from those of his royal or aristocratic counterparts, who, 

as established in the previous chapters, in the aftermath of the French 

Revolution, had widely adopted the sensible clothing of the merchant 

classes. The conspicuous presence of a book, held in Édouard’s right hand 

and bookmarked with his index finger, conveys both the integral role that 

education played in social advancement as well as the boy’s preparation to 

join the family’s business concerns. However, when Winterhalter was 

approached to paint the same sitter nearly a decade later, in 1857, Édouard 

André posed for the artist in the splendid red, gold, and green uniform of an 

officer of the Imperial Guard (fig. 5.6). Close examination of the second 

portrait will demonstrate the extent to which a military uniform became one 

of the fetishised ‘objects of desire’ for the middle classes, and another aspect 

of their emulation of the upper echelons of society. 

As mentioned in the previous chapters, the leadership of the armed forces 

was traditionally the privileged domain of royalty and aristocracy, and that 

in the course of the nineteenth century portraits depicting sitters in military 

uniform became a favoured means of representing social elites.810 Officers’ 

uniforms differed significantly from those of rank and file soldiers in terms of 

the bespoke cut and superior materials of the garments. The sumptuous 

decorations designated the rank and function of the wearer within the armed 

forces. While military uniforms were designed for comfort and ease of wear 

on the battlefield, their distinct silhouettes included broad shoulders made 

wider still by braids and epaulettes; short jackets tapering to a cinched 

waistline; and tight breeches to show off muscular legs and buttocks. The 

headwear of various sizes and footwear with heels up to several inches high 

(to enable officers to walk comfortably while wearing spurs) made officers 

look significantly taller than their civilian counterparts. At the time when 

physical height, litheness, and athleticism were equated with good breeding 

and noble descent, several treatises of the era stated openly that a uniform 

could do wonders even for a body of the most average proportions.811 
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The military personnel from lower and middle class backgrounds often 

lacked either educational opportunities or, more importantly, social 

connections to enable their ascent through the officers’ ranks.812 In France, 

however, this situation had changed with the Republican Revolution of 1789 

and the creation of the National Guard, which was established in 1791 to 

maintain law and order, and protect the constitution and the country. Their 

ranks were drawn from civilian reserves, and were dominated by the lower 

and middle classes. During the July Monarchy, the National Guard officers 

had the right to wear their uniform during the day and at formal and court 

occasions as an acknowledgement of their ongoing support and loyalty to the 

crown. For example, Honoré de Balzac introduces the unprepossessing 

figure of the wealthy middle-class merchant Celestin Crevel in La Cousine 

Bette as “a stout man of medium height, in the uniform of a captain of the 

National Guard”.813 He writes further: 

Among the good Parisians, there are those who fancy themselves 

infinitely more attractive in uniform than in their ordinary garb, and who 

credit the fair sex with so depraved a taste as to be favourably impressed 

by a bearskin cap and regimentals. The physiognomy of this captain in 

the Second Legion exhaled a smug self-satisfaction which imparted an 

additional glow to his fat, ruddy cheeks. By the halo which wealth 

acquired in business bounds around the brow, it was easy to identify him 

as a retired shopkeeper. In like manner you may be sure that the ribbon 

of the Legion of Honour was not lacking on his chest, ostentatiously 

inflated à la Prussienne.814 

Balzac’s description of Celestin Crevel in his regimentals encompasses the 

notions of the patriotism and authority, as well as affluence, social status, 

and, last but not least, (presumed) physical appeal, that were traditionally 

associated with military uniforms in the middle of the nineteenth century.  

Like the fictitious Celestin Crevel, little in Édouard’s family background 

linked him initially to the military tradition. The André family tended to 

favour endogamous marital unions: Édouard André’s father, Ernest André 

(1803-64), was married firstly to Louise Mathilda Cottier (ca. 1810-35), who 
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was Protestant, middle class, a cousin, and a daughter of a business 

partner.815 However, upon her death, Ernest broke with the family tradition 

and married Aimée-Louise Gudin de la Sablonnière (1812-77).816 She was 

Catholic, aristocratic, and came from a family with a strong military 

tradition. Her father, Count Charles-Etienne Gudin de la Sablonnière (1768-

1812), was a Napoleonic general, senator of the Empire, and a war hero, who 

was killed during the Russian campaign at the battle of Smolensk in 1812. 

Her relations included such distinguished generals and prominent 

Bonaparte personalities as François Joseph Lefebvre, Duc de Dantzig (1755-

1820) and Édouard Mortier, Duc de Trévise (1768-1835). As the family 

biographer Virginie Monnier put it, by marrying into the Gudin family, 

Ernest André “walked into the Imperial epic.”817 The new Mme André 

effectively took charge of her step-son’s education, and arranged to enrol 

him into the prestigious Saint-Cyr Military Academy, which was traditionally 

the exclusive training ground for members of royal and aristocratic 

families.818 

After his graduation in 1856, Edouard was admitted to the Imperial Guard, 

the most prestigious cavalry regiment in France.819 The officers were chosen 

as much on the basis of the excellence of their education as well as their 

fortune and family connections. They stood in the personal service of the 

Emperor of the French; they rode only thoroughbred horses; even the choice 

of furnishings, plate, and cutlery in their mess was personally supervised by 

the Emperor.820 Lastly, their uniform of dark green, garnet and gold, as 

captured in Winterhalter’s portrait, made their regiment one of the most 

elegantly attired in the cavalry. The date of the portrait, which was 

completed by the artist in 1857, suggests that it was commissioned to 

commemorate the sitter’s graduation from the prestigious Saint-Cyr 

Academy and his admittance into the elite officers’ corps of the Imperial 

Guard.821 
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The painting is indebted compositionally to Winterhalter’s portraits Friedrich 

I Großherzog von Baden (fig. 5.8), Alexander II, Emperor of All the Russias (fig. 

5.9), and Karl, Crown Prince of Württemberg (fig. 5.10), which were all 

executed between 1855 and 1857. Édouard André’s portrait repeats the 

three-quarter-length cropping, semi-profile stance, and direct 

communicating gaze of the royal sitters. The slightly bent elbow resting on 

the hilt of the sword echoes the corresponding detail in the portraits of the 

Emperor Alexander II and the Crown Prince Karl; while the prominent 

dolman, and especially the angle of its upright feather is modelled almost 

directly on a similar headdress in the portrait of the Russian Emperor. It is 

plausible that the family’s choice of Winterhalter for the second portrait 

commission was predicated not only upon their earlier patronage but also 

upon an expectation that the artist would depict Édouard André in the 

established mould of his royal and aristocratic representations.  

The portrait encapsulates, within a single image, the acknowledged 

reputation of education and a military career as established vehicles of social 

elevation. It also reflects the increasing role that the bourgeoisie—and in 

particular the French bourgeoisie—played in the social and political affairs of 

the nation. Furthermore, through the inextricable association between the 

army and the sovereign, the portrait reveals the middle-class desire to 

emulate aristocratic privileges by creating, maintaining, and intimating their 

interdependent relationship with the institution of monarchy. While Édouard 

André resigned from the army in 1859 to focus on his family’s business 

concerns, his portrait by Winterhalter in the uniform of an officer of the 

Imperial Guard remained on prominent display within his palatial home on 

the Boulevard Haussmann throughout his lifetime.822 To this day, it 

continues greeting every visitor in the vestibule, commemorating—and 

reminding viewers—of the attainment of the privileged position of an 

                                                                                                                                                                      
for the Italian campaign in which he participated, was awarded to him on 30 September 1859, two 
years after the portrait was painted. Another medal is the Order of the Medjidié of Turkey, of which 
his father was a commander, and which the Grand Chancellery of the Legion of Honour authorized 
Édouard André to wear (see Monnier 2006, 108-110). 
822

 Monnier 2006, 110. Under the influence of his wife, the artist Nélie Jacquemart (1841-1912), he 
also developed a deep interest in the arts as patron, collector, and part-owner of the popular arts 
magazine, Gazette des Beaux-Arts. Edouard André and Nélie Jacquemart had assembled one of the 
finest private collections of the Renaissance and Rococo art, which they bequeathed to the Académie 
Française, complete with their elegant mansion on the Boulevard Haussmann (see Jacquemart-André 
2003, 4-7, 56-58). 



244 
 

Imperial Guard officer by a son of the bourgeoisie, who was thus able to 

acquire the allure hitherto reserved by Winterhalter for the male sitters from 

the highest echelons of ruling and aristocratic elites.  

 

Portraits from the 1860s 

Biographical and genealogical research into the background of Winterhalter’s 

sitters reveals that among his patrons were members of the New World 

‘meritocracy’. In 1866, he painted a portrait of Sarah Alexander, Mrs Philip 

Vanderbyl (1835-1905) (fig. 5.11), whose ancestry and social background 

were markedly different to that of the artist’s patrons of royal and 

aristocratic descent. The sitter’s grandfather, the Middlesex-born Edward 

Wills (1778-1811), as well as her step-father, the Canadian-born William 

Redfern (1774-1833), were sentenced to death in 1797 respectively for 

highway robbery and ship mutiny. In both cases their capital punishment 

was commuted by transportation “for the terms of their natural life” to the 

penal colony of New South Wales.823 Both were pardoned in 1803. Wills 

became a respected general merchant in Sydney “of generous disposition 

and undoubted integrity”, whose early death at the age of thirty three was 

billed as “universally regretted” and an “unconscionable affliction.”824 One of 

his daughters, Sarah Wills (1796-1875), married Redfern, who by then had 

risen to become one of the leading surgeons, merchants, and property 

owners of Sydney, with an inner-city suburb bearing his name today.825 His 

newly-found social status and affluence were expressed in his desire to have 

their son educated in Britain, but Redfern died shortly after his arrival in 

Edinburgh in 1833. His widow remarried the Glaswegian-born James 

Alexander (1800-77), and after returning to Sydney and stabilising the 

fortunes of the family’s merchant company, Redfern Alexander, they 

returned to England to open a branch office. It was also in England where 

the couple’s daughter, and Winterhalter’s future patron, Sarah Alexander, 

was born. 
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In 1853, Sarah married the South-African-born graduate of the University of 

Edinburgh Philip Vanderbyl (1827-92). He joined the family company, and 

under his leadership the London-based office of Redfern Alexander became 

one of the most prominent merchant houses for Australian and New Zealand 

businesses. Vanderbyl’s business acumen did not go unnoticed, and in 1863 

he was appointed to the Board of Directors of the National Bank.826 This 

resulted in greater public visibility for the young couple, and their names 

gradually migrated from the newspaper columns dealing with stocks, bonds, 

and maritime news, to the social pages. “Mr and Mrs Philip Vanderbyl” 

featured on the guest list at the Guildhall Ball in honour of the Prince and 

Princess of Wales’s wedding,827 and on 14 May 1864, “Mrs Philip Vanderbyl” 

was officially presented at court.828 It is highly possible that this momentous 

occasion, presentation at court, served as an impetus behind the portrait 

commission. Both the presentation at court and commissioning of a portrait 

from the internationally renowned court painter were undoubtedly 

significant events for the young woman whose mother and grandparents left 

Britain aboard a convict ship less than seventy years before. 

Winterhalter establishes the affluence of his Australian sitter with ease and 

elegance. She floats into the portrait on a cloud of the vaporous ball gown of 

white tulle and lace, in which she may have attended her presentation at 

court. The artist dwells on his sitter’s cameo-like profile and lustrous 

chestnut hair, elaborately coiffed, braided, gathered at the nape, and 

cascading in innumerable curls onto marmoreal shoulders. The previous 

chapter has established that Winterhalter’s British aristocratic sitters 

accentuated their status and social position through the display of jewellery, 

indicative of the solidity of the British monarchy and the confidence in its 

social order. In a similar vein, Sarah Vanderbyl poses for the artist wearing 

more jewellery than her French counterparts but comparable to the 

embellishments worn by the British nobility in Winterhalter’s portraits. Her 

accessories include the diamond star in her hair; diamond and pearl drop 

earrings; a diamond cross on a golden chain; an impressive diamond brooch 

of an intricate design; a selection of rings and bracelets, and the gem-set 
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folded fan, the seed-pearl tassel of which dangles from underneath her 

hands. 

No information has surfaced to date to clarify why the Vanderbyls chose 

Winterhalter as their preferred artist. At the time the portrait was painted, 

both Sarah Alexander’s Australia and Philip Vanderbyl’s South Africa were 

but young British colonies. While both colonies had a burgeoning portrait 

industry, it is feasible that in order to showcase their wealth and celebrate 

their rapid ascent within the social fabric of the British Empire, they had 

strategically chosen to secure the artist who, for the last quarter of the 

century, had been indelibly associated with the official iconography of 

Britain’s royal family. The compositional similarities between the portrait of 

Sarah Vanderbyl and Winterhalter’s Portrait of Alexandra, Princess of Wales 

(fig. 5.13), of 1864, are striking. In both portraits, the women are shown 

standing, cropped at three-quarter-length, and in a semi-turn to the left. 

Both are shown emerging from the ethereal froth of their white tulle and lace 

gowns; and both are wearing an elaborate coiffure culminating in cascading 

shoulder-length curls.829  

While Winterhalter’s portrait of Princess Alexandra was widely known 

through copies and print reproductions, there are also further (though 

slightly more oblique) personal correlations between the two women: the 

Princess’s first name, Alexandra, is homonymous with Sarah Vanderbyl’s 

maiden name, Alexander. The Princess of Wales was a celebrated figure 

during Mrs Vanderbyl’s period of social ascendancy, which included 

attendance at the ball in honour of the Princess’s wedding; official 

presentation at court; and invitations to further court functions (drawings 

rooms) at which the Princess of Wales officiated.830 By choosing the portrait 

of the Princess of Wales as her visual exemplar, the Vanderbyls emphatically 

showcased not only their courtly connections but also their wealth and 

financial ability to order such a portrait, the appearance and size of which 

(as well as most certainly the price) were comparable to a royal commission. 

Winterhalter was equal to the task. He imbued his antipodean sitter with the 

                                                           
829

 The hairstyle was famously originated by Princess Alexandra who wore cascading curls carefully 
arranged to hide scars on her neck. The style became popular and was widely copied. In later years, 
Princess Alexandra replaced curls with high-necked jewelled chockers that hid her scars and which 
similarly became an indispensable fashion item of the later Victorian and Edwardian eras.  
830

 The Morning Post, 8 June 1863, 6; The Standard, 16 May 1864, 6. 



247 
 

noble air and demeanour of his royal and aristocratic clientele. She gazes 

serenely into the far distance; her hands are crossed at the waist in a 

confident and dignified manner. The portrait completes the visual 

transformation of a convict’s grand- and step-daughter into a grande dame 

and family matron of British high society.831  

The following year, Winterhalter painted Miss Ada Calhoun (1844-1910) (fig. 

5.12), who is believed to have been one of at least four American sitters 

painted by the artist.832 The presence of American patrons among 

Winterhalter’s clientele reflects their increasing presence in Europe in the 

middle of the nineteenth century. They emerged as a new and significant 

force in the art market, collecting Old Masters and offering patronage to 

contemporary artists. As Leanne Zalewski had demonstrated, portrait 

painters reaped the rewards off the American presence in Europe: much like 

eighteenth-century British aristocrats posing for Pompeo Girolamo Batoni 

(1708-87) on their Grand Tour, sitting for a portrait by a European artist 

was an important part of the European experience for American wealthy 

elites.833 

Among Winterhalter’s most notable American sitters was Miss Jane Thorne 

(1821-73), “formerly of Sixteenth Street, New York.”834 Her father was 

conspicuous during the July Monarchy for his wealth, social aspirations, 
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and the intermarriages of his children with the titled nobility of Europe.835 

Jane Thorne married Baron (later Vicomte) Eugène Stéphane de Pierres 

(1818-76), the First Equerry to the Emperor, and became a Dame du Palais 

to the Empress Eugénie. She appears in one of Winterhalter’s most 

celebrated works, the group portrait representing the Empress surrounded 

by her ladies-in-waiting (fig. 5.4), where the Baronne de Pierres can be seen 

in the right foreground. The New-York-based Eclectic Magazine dwelt upon 

her features in the portrait describing them as:  

… the most exquisitely beautiful face and portrait of the group. It is a 

very young, girlish countenance, of which the artist allows us only to 

obtain the side view, but this is quite sufficient to make the young New-

Yorker the star of this aristocratic company.836 

Jane de Pierres was personally credited with obtaining an entrée to the 

Court of the Tuileries for her compatriots, which in all probability included 

the Calhouns.837 Winterhalter’s portrait of Ada Calhoun reflects the fact that 

the Second Empire court was traditionally believed to have been one of the 

first in Europe to admit Americans within its hallowed halls: as the 

nineteenth-century British journalist and habitué of the Second Empire 

court Alfred Vizetelly pointed out, “it must not be forgotten that the beauties 

and heiresses of the new world were cordially welcomed there very many 

years before they succeeded in invading the Court of St James.”838 Dr 

Thomas W. Evans, the American who was the personal dentist to the 

Emperor and Empress of the French (and who ultimately saved the 

Empress’s life during her escape from Paris following the collapse of the 

Second Empire), wrote in his memoirs:  

At no court in Europe were Americans more en evidence than that of the 

Tuileries during the entire reign of Napoléon III and the Empress Eugénie 

… It is well known that my countrymen, during the last few years of the 

Second Empire, were in the enjoyment of such privileges at Court as to 

be regarded with no little envy by the members of all the foreign colonies 
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in Paris. At the splendid receptions … few of the foreign ministers or 

ambassadors ventured to bring with them more than three or four of 

their compatriots. But our Minister was generally attended by a full 

squadron of his fair countrywomen, the delighted witnesses of pageants 

of which they themselves were one of the chief ornaments.839 

The Calhouns were wealthy Alabama plantation owners and ardent 

Francophiles, who had lived since the early 1840s in Paris, where Ada was 

born.840 Following the financial losses sustained in the aftermath of the 

American Civil War, the Calhouns were forced to curtail their peripatetic 

existence and return home.841 It is possible that the portrait was 

commissioned to commemorate the end of the Calhouns’s Parisian idyll and 

was completed by the artist shortly before their departure from Europe. The 

very act of the Calhoun family commissioning a portrait from Winterhalter, 

who at the time was at the very zenith of his fame, is illustrative of their 

personal wealth and social ambitions not only among their countrymen but 

also within French high society.  

Winterhalter encapsulated the wealth of his American sitter with taste and 

subtlety. The portrait shows her seated, at three-quarter-length, and facing 

the viewer. Her low-cut ball-gown of shimmering white satin and delicate 

lace is decorated with trimmings and bows of azure-green silk at the corsage 

and shoulders; a matching sash encircles her tightly-corseted waist. The 

tulle wrap, the ubiquitous item of the female toilette, floats weightlessly 

around the sitter like a vaporous cloud. Her jewellery includes a diamond 

cross on a golden chain; a circular diamond brooch set within the heart of 

the central bow; a gold buckle, bracelets, and rings. The addition of the 

landscape background complements the traditional signifiers of the sitter’s 

wealth, and provides a direct reference to her family’s land-owning status. 

In a similar fashion to Winterhalter’s other portraits of middle-class sitters, 

the painting is compositionally indebted the artist’s earlier royal and 

aristocratic representations. In the case of his American sitters, it is also 

broadly reflective of their well-documented fascination with European titled 

nobility: “Ah, those American Democrats! How they do love kings and 
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princes, the pomps and ceremonies of courts!”842 The most direct prototype 

for the Calhoun composition is the Portrait of Countess Maria Ivanovna 

Lamsdorff (fig. 5.15), painted by the artist in Paris in 1859. The Countess is 

shown not only seated in a similar pose within a landscape setting, but also 

holding a book and using her right index finger as a book mark. The 

inscription on the book reads Poetry and provides a direct reference to the 

sitter’s father, the noted Russian poet and translator, Ivan Aleksandrovich 

Beck (1807-42). The beautifully bound and tooled volume similarly held and 

bookmarked with a finger by Miss Calhoun can be interpreted as a general 

reference to the excellent upbringing, education, literary interests, and 

romantic sensibilities of the young American woman.843  

The composition and especially the overall colour scheme of the painting are 

strongly reminiscent of another famous work by Winterhalter, Portrait of 

Eugénie, Empress of the French, painted by the artist in 1857 (fig. 5.16). Ada 

Calhoun’s portrait echoes not only the Empress’s seated pose but also her 

gown of white tulle and lace with pastel-coloured trimmings. The similarities 

continue within the backgrounds of both portraits, which feature the leafy 

shade of a towering tree and distant azure vistas. According to family 

chronicles, the Calhouns were personally acquainted with the Empress 

Eugénie. They acquired a length of the lace woven for the Empress’s wedding 

veil, and the Empress presented the sitter with an exquisite pearl and lace 

fan, which became a family heirloom.844 It can be surmised that 

Winterhalter’s stature as the preferred portraitist of the Empress of the 

French influenced the Calhouns’ decision to choose him to paint their 

daughter.845 The portrait might also be indicative of Winterhalter’s 

awareness of the personal connection between the Calhouns and the 

Empress and may have inspired his choice of one of the Empress’s portraits 

as a template for his image of the young American beauty.  
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Portraits from the early 1870s 

Winterhalter was in Switzerland when the declaration of the Franco-

Prussian War, Napoléon III’s disastrous defeat at Sadowa, and the collapse 

of the Second Empire on 4 September 1870 took place in relatively quick 

succession. Anti-German and anti-royalist feelings were rife in France, and 

the artist thought it wise not to return to Paris, but to proceed with his 

brother to Karlsruhe instead.846 These events had a profound effect on his 

life and career, for it meant not only the loss of his apartment and studio, 

but also of his Parisian client base. However, after a brief hiatus, 

Winterhalter was ‘rediscovered’ by his traditional support network: the 

Empress of Russia commissioned him to paint her daughter, Grand Duchess 

Maria Alexandrovna of Russia (1853-1920) (cat. nos. 878-879); Queen 

Victoria requested from the artist an intimate likeness of her half-sister, 

Feodora Fürstin zu Hohenlohe-Langenburg (1807-72) (cat. 882); and 

Countess Zofia Zamoyska (1851-1927), whom he had painted as a child in 

1856 (cat. 565), posed for the artist as a married woman (cat. 867).   

However, Winterhalter felt unsettled in Karlsruhe chiefly because of the 

limited employment opportunities: “If it is a question of work we must go to 

some other town. Here we get no orders and see no prospects of any 

coming”, complained the artist to his nephew-in-law.847 From 1872 

Winterhalter and his brother began travelling regularly to Frankfurt-am-

Main where they received growing support from the town’s wealthy banking 

families. Prior to its absorption into the Kingdom of Prussia in 1866, 

Frankfurt-am-Main was a proudly independent city-state. In the absence of 

traditional ruling elites, an elected council of the town’s notable citizens not 

only took care of the government and administration of the city’s affairs but 

also of the patronage of its culture and the arts. Many of the names of the 

founders and benefactors of its numerous museums and institutions are to 

be found among the patrons of the Winterhalter brothers. The significant 

group of portraits of the notable citizens of Frankfurt-am-Main, which are 

still to be found in the city’s historical collections and the boardrooms of 

private enterprises, demonstrate the fact that commissioning portraits was 
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an important part of the city elite’s overall art patronage, honour system, 

and personal desire. 

In 1872 Winterhalter completed a portrait of Fräulein Alexandra Metzler 

(1852-1938) (fig. 5.17). Her family owned the firm of B. Metzler seel. Sohn & 

Co., one of the oldest banking enterprises in Germany, which had been 

established in 1674 by the dynasty’s founder, a humble haberdasher from 

out of town, named Benjamin Metzler (1650-86).848 By the middle of the 

nineteenth century, the Metzler bank ranked among the most significant 

financial institutions in Europe. The family marked their progressive 

affluence by their commitment to civic duties: the Metzlers are to be found 

among Frankfurt’s mayors (Bürgermeister) and town councillors, as well as 

founding benefactors and donors of its various educational, charitable, 

philanthropic, and cultural institutions.849 The Metzlers were also (and still 

are) avid art collectors and patrons: the sitter’s father, Wilhelm Peter Metzler 

(1818-1904), assembled a representative collection of fine and decorative 

arts; while her mother, née Emma Lutteroth (1827-80), was among 

Frankfurt-am-Main’s most noted salonnières, hosting literary and musical 

gatherings which were attended by Frankfurt’s political, business, and 

cultural elites.850 The family’s friendship with Winterhalter was of long 

standing. He painted a watercolour portrait of Wilhelm Metzler in 1840 when 

the latter was a student in Paris (cat. D148); and the (currently untraced) 

portrait of his wife Emma dates from the early 1850s (cat. 419). The portrait 

of their daughter demonstrates that commissioning family portraits was a 

conspicuous part of the Metzler family’s overall art patronage as well as a 

confirmation of their ongoing support of the Winterhalter brothers.851 

Once again, Winterhalter established the social position of his sitter with 

effortless elegance. Alexandra Metzler is shown standing at three-quarter-

length in near-profile to the right. A low-cut white evening gown of lace and 

silk is partially hidden under the translucently ephemeral tulle wrap 
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protecting the sitter from the late afternoon’s summer chill. The composition 

of the portrait can be once again traced to Winterhalter’s earlier royal and 

aristocratic representations, in particular to the Portrait of Princess Anna 

Murat, of 1862 (fig. 4.59), from which the artist arguably derived the 

silhouette of the gown, the sitter’s crossed hands, the cascading ringlets 

resting on the young woman’s naked shoulders. The sharp turn of the head 

towards the viewer and the subject’s direct communicating gaze, which 

imbue the portrait with a sense of energy and immediacy, may also have 

been inspired by the artist’s earlier Portrait of Princess Elizaveta Esperovna 

Troubetzkaia, of 1859 (fig. 5.14).  

Like the portraits of Mme Eulalie Akermann and Miss Ada Calhoun, the 

landscape background is not merely a decorative backdrop. It reflects a 

major change in the residential patterns of the German middle-class elites in 

the second half of the nineteenth century, whereby the separation of 

workplace from home was an important aspect of a bourgeois family’s social 

elevation.852 The improvement in travel conditions and the extension of 

urban tram and railway networks enabled them to break away from the 

tradition of living within or close to their place of business. The middle-class 

elites moved with their families to spacious dwellings with private gardens 

within affluent neighbourhoods or to elegant estates with ample parklands 

on the town’s outskirts.853 The portrait reflects the fact that during the last 

quarter of the nineteenth century, the ownership of a landed estate outside 

the city limits became a desideratum of the status-conscious German 

bourgeoisie.854  

The citizens of Frankfurt prided themselves on their tradition of self-

government, which allowed them to manage the city’s affairs without the 

support or interference from established feudal hierarchies. They resisted 

the lure of titles, and Johann Philipp Bethmann (1715-93), the head of 

another prominent banking dynasty, famously declared that he would 

reduce the dowries of any of his daughters who dared to marry a ‘von’.855 

However, the anti-aristocratic sentiments of the bourgeois elites gradually 
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altered during the course of the nineteenth century with the improvements 

in their lifestyles, the acquisition of landed estates, and increased interaction 

with the nobility. Following the city’s integration into the Prussian Kingdom 

in 1866 and the proclamation of the German Empire in 1871, the possession 

of a noble title gave the bearer the coveted admittance to the Imperial Court. 

The aristocratic allusions and echoes of the royal and aristocratic 

iconography within Winterhalter’s portrait of Alexandra Metzler anticipate 

these changes quite presciently: two years after the portrait was painted, the 

sitter married the Imperial chamberlain Friedrich Wilhelm Graf von 

Schlippenbach (1834-82); and members of the Metzler dynasty were 

ennobled by the German Emperor in 1909.856  

 

Conclusion 

By the middle of the nineteenth century, the middle classes had firmly 

established their presence on the European art market. Commissioning 

portraits was an important part of their overall art patronage. Of the 

numerous painters working in the genre of portraiture at the time, the elite 

echelons of the bourgeoisie (especially those of Germany and France) 

gravitated towards Winterhalter. They were attracted to him because of his 

professional reputation as well as the prestige and celebrity of his sitters. His 

patronage by the ruling and noble elites placed an official stamp of approval 

on the artist and made his portraits a desirable commodity—and the 

ultimate status symbol—for bourgeois households.  

Winterhalter’s portraits furnished an immediate measure of wealth and 

enhanced the social ambitions of his sitters and their families. The 

numerous portraits by the artist in royal and aristocratic collections 

reflected positively on the taste and aesthetic sensibilities of his middle class 

patrons. Sitting to Winterhalter in his studio, on the raised dais that was 

previously occupied by members of Europe’s ruling elites, while being 

surrounded by their unfinished portraits on which the artist would have 

been working at the time, was already an experience of social elevation. 

Paying truly princely sums for the privilege of being captured on canvas by 
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the renowned portrait specialist, the Fürstenmaler Europas, was akin to 

gaining admittance to an exclusive club of the crowned heads and hereditary 

nobility who formed the nucleus of the artist’s dominant patronage 

networks.  

An examination of Winterhalter’s portraits in terms of the social and 

historical context of the decades in which they were painted turns them into 

social documents that reveal the desires and aspirations of the middle class 

elites. They embodied the upward mobility, civic consciousness, and political 

influence that often resulted from integration within the upper echelons of 

society. They illustrate Pamela Pilbeam’s summation that “the wealthy 

bourgeois, whatever the original source of their wealth, preferred to 

renounce industry in favour of land, office, and titles.”857 Winterhalter’s 

portraits became an integral part of the reinvention of the bourgeoisie’s self-

representation. He imbued his middle-class clientele—and especially his 

female sitters—with the elusive charm, serene demeanour, and regal 

countenance, and immersed ‘new money’ in the gloss and shimmer of 

‘establishment’ respectability with elegance and panache. The iconographic 

narrative of Winterhalter’s portraits ultimately reveals that the upper 

echelons of the mid-nineteenth-century bourgeoisie shared similar social 

and economic values as the royal and aristocratic elites. They aspired to the 

ownership of landed properties, the acquisition of titles through marriage or 

ennoblement, and entrée into privileged court circles. To paraphrase Doris 

H. Lehmann, Winterhalter’s portraits “of this upwardly mobile group of 

patrons bear witness to their enhanced social status, and the fact that they 

fought to legitimise their place in the monarchical system, with its strict 

hierarchical and traditional relationships.”858  
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CONCLUSION 

In 1868, Winterhalter’s pre-eminence as an elite portrait specialist of 

international reputation was acknowledged by the Trustees of the Uffizi, who 

commissioned from him a self-portrait for their celebrated Collezione degli 

Autoritratti (fig. 6.1).859 However, Winterhalter chose not to utilise this 

opportunity to create a visual catalogue of his achievements. Instead, the 

Fürstenmaler Europas opted for an abbreviated half-length cabinet de travail 

representation he had deployed on previous occasions for portraits of 

sovereign rulers, aristocratic landowners, and wealthy bourgeoisie. The 

bright light illuminates the artist’s aged face framed by a shock of greying 

hair, his silver “mutton-chop” side-whiskers, and carefully trimmed 

moustache. Winterhalter’s eyes communicate directly with the viewer. The 

piercing gaze, bags under his eyes, wrinkled forehead, and the furrows 

between his brows speak of dedicated work and intense concentration.  

The black frock coat is enlivened by a red lick of paint to signify the Legion of 

Honour.860 It is just one of the numerous decorations and accolades the 

artist had received from grateful heads of state.861 However, his decision to 

favour the Legion of Honour above all others can be interpreted as his 

acknowledgment of France as the country that had launched and 

maintained his international reputation.862 The continuous flow of portrait 

commissions from the upper echelons of society made Winterhalter 

reasonably wealthy. However, instead of posing in front of a landscape in an 

allusion to his and his family’s newly-acquired landed wealth,863 he stands 
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of St Anne, Third Class, from the Emperor of Russia (1858); Order of the Red Eagle, Third Class, from 
the King of Prussia (1859); and the Order of Franz Joseph, from the Emperor of Austria (1864). The 
artist would also receive, posthumously, another Order of Franz Joseph, from the Emperor of Austria, 
in 1873 (Winterhalter 1987-88, 14-16). 
862

 Winterhalter’s cross, ribbon, uniform, and ceremonial sword of the Legion of Honour have been 
preserved by his descendants, and are currently on a long-term loan to the Winterhalter Museum. 
863

 In the early 1860s, the artist had built a sumptuous three-storey villa at the fashionable spa resort 
of Baden-Baden (it exists to the present day as a privately-owned residence). With his financial 
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in front of an indeterminate background indicating most likely his studio, 

the site of his metier. The background is neither encumbered with paintings 

by Bordone, Rubens, Titian, and Van Dyck (which his contemporaries 

recorded seeing in the studio),864 nor by an easel upon which the artist could 

have displayed one of his celebrated portraits.865 Instead, it is left blank. The 

artist had transcended his humble social stratum of a farmer’s son, and the 

portrait implies his upward mobility by being barely distinguishable from the 

prevalent representational modalities of the social elites. Instead of the 

visible signifiers of status and affluence, it emphasises dedicated work and 

social engagement.866 The Uffizi self-portrait provides a fitting illustration of 

the Queen of the Belgians’ famous characterisation of the artist, quoted at 

the beginning of this study, which described him as “an excellent man full of 

zeal for his art, of good will, obligingness and real modesty.”867 

As mentioned in the previous chapter, the flow of portrait commissions 

during the late 1860s and the early 1870s remained relatively steady. 

Winterhalter’s works of the period bear witness to a continuous stylistic 

evolution within his oeuvre. The aforementioned portraits of Miss Ada 

Calhoun (fig. 5.12) and Fräulein Alexandra Metzler (fig. 5.17), as well as those 

of Mlle Eugénie Fiocre (fig. 6.2), Frau Evelyn Auffm’Ordt (fig. 6.3), and Frau 

Olga von Grunelius (fig. 6.4) demonstrate that while the artist preserved the 

noble demeanour and elegant carriage of his earlier female representations, 

the perfectly rounded oval faces of the 1840s and 1850s were being 

gradually replaced with slimmer and more attenuated physiognomies, which 

                                                                                                                                                                      
assistance, his sisters and their descendants established a network of hotels and guest houses across 
the Grand Duchy of Baden.  
864

 The portrait by Bordone was acquired under the terms of F.X. Winterhalter’s will by Victoria, 
Empress Dowager of Germany, after Hermann Winterhalter’s death in 1891; it remains by family 
descent in a private collection. The portrait by Rubens was also acquired by the Empress and was 
bequeathed to the Gemäldegalerie in Berlin, where it remains (see Bode 1997, 1: 305-6). A portrait by 
Van Dyck remains by family descent in a private collection. Portraits by (or after) Rubens, Titian, and 
Reni were listed in Hermann Winterhalter’s estate inventory of 1891. Their present whereabouts are 
unknown. I am grateful to Ms Elisabeth Kaiser for arranging the viewing of original documents in 
private collections of the artists’ descendants.  
865

 Winterhalter’s easel and palette, preserved by his descendants, are currently on a long-term loan 
to the Winterhalter Museum in Menzenschwand.  
866

 Winterhalter assisted emerging German artists who were living and working in France (numerous 
introduction letters have been preserved at the AMN and private archives). The artist also actively 
contributed to charitable causes in the Grand Duchy of Baden: shortly after the self-portrait was 
painted, he established the Winterhalter-Stiftung bequeathing 50,000 francs for education of 
underprivileged children in Menzenschwand (see Winterhalter 1987-88, 15). 
867 

Queen of the Belgians to Queen Victoria, 15/16 May 1842; quoted in Millar 1992, 1: 284.
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were further elongated visually by the newly-fashionable hairstyles of high-

pile crowns, brushed-back temples, and cascading ringlets. Expansive 

shoulders and cleavages gave way to more slender forms, while crinolines 

were replaced by tighter-fitting gowns. Winterhalter’s late portraits 

foreshadow the highly-recognisable female silhouettes of the younger 

generation of portraits painters, such as John Everett Millais (1829-96) and 

John Singer Sargent (1856-1925); the French Alexandre Cabanel (1823-89) 

and Léon Bonnat (1833-1922); the Italian Giovanni Boldini (1842-1931), the 

Spaniard Joaquin Sorolla y Bastida (1863-1923), and the Hungarian Philip 

de László (1869-1937).868 

The increasingly loose brushwork within the garments and backgrounds of 

the portraits, and a greater interest in naturalistic effects of sunlight and 

shadow on the models’ faces and shoulders as well as within landscape 

vistas, also suggest Winterhalter’s possible awareness of—and willingness to 

experiment with—the daring technical innovations that were occurring in 

portraiture and landscape paintings of the younger artistic generation. 

However, the new stylistic and technical transformations were not fated to 

attain their full expression within Winterhalter’s oeuvre. While visiting 

Frankfurt-am-Main in the summer of 1873, the artist contracted typhus. 

Weakened by decades of frequent travel and a peripatetic existence, he was 

unable to fight the disease. The Metzler family, with whom he was staying at 

the time, took him to the Diakonisen hospital, where, on 8 July, at the age of 

sixty eight, he breathed his last. His inconsolable brother wrote to their 

nephew-in-law, Baptist Schlageter:  

He had not been feeling well for some time, but he did not go to bed till 

Friday when he had a burning fever, which brought his life to an end. It 

is a comfort for me to know that he was unconscious and I think without 

pain. I ask you to tell all our relatives of such irreplaceable loss in my 

name, as I am at present quite unable to do it.869  

The artist’s tombstone in the Frankfurt-am-Main cemetery, surmounted by a 

mourning angel, rests among the graves of the Metzler family, who paid for 

                                                           
868

 For the survey of high society portraiture in the last quarter of the nineteenth century, see Badea-
Päun 2007, 101-177.  
869

 Hermann Winterhalter, from Frankfurt-am-Main, in a letter to Baptist Schlageter, in 
Menzenschwand, 18 July 1873 (private collection); quoted in Winterhalter 1987-88, 64. 
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the artist’s plot and memorial statue.870 The pedestal was designed by the 

noted Karlsruhe architect Joseph Berckmüller (1800-79), who was also the 

artist’s lifelong-friend and Baron von Eichthal’s son-in-law.871 Winterhalter’s 

brother, Hermann, furnished sketches for the mourning angel, which was 

carved in white marble by the prominent Frankfurt-am-Main sculptor Oskar 

Sommer (1840-94).872 Humble in death as he was in life, the artist’s epitaph 

reads simply: “Here rests Franz Winterhalter.” A marble relief of a palette, 

brushes, and a laurel branch at the base of the monument are the only 

signifiers of his metier (fig. 6.5).  

The news of Winterhalter’s death made international headlines. Though few 

of the obituaries either exceeded more than a few lines or engaged in a 

reassessment of the artist’s career, his international stature as an elite 

portrait specialist was acknowledged.873 Upon learning of the artist’s death, 

Queen Victoria wrote to her daughter, the Crown Princess of Germany: “How 

terrible is dear old Winterhalter’s death, quite irreparable. His work will in 

time rank with Van Dyck.”874 The German art historian Friedrich Pecht 

(1814-1903) commenced his biographical article on the artist with the 

statement: “Since Holbein, Germany has not produced a portrait artist who 

would have been more internationally renowned than this man.”875 This 

thesis has demonstrated that, in the context of the era, their high opinions 

of Winterhalter were fully justified.  

By interrogating both the technical and iconographical aspects of the artist’s 

works, this study has shown that the high esteem, in which Winterhalter 

was held by his contemporaries, was founded upon his professional training, 

technical competence, and a specific set of skills that distinguished him from 

other portrait painters of his era. The thesis has traced how Winterhalter’s 

innate artistic abilities, which were honed and perfected during his 

apprenticeship in Freiburg-im-Breisgau, his academic training in Munich, 

                                                           
870

 Metzler’s original receipt for the plot and the statue is preserved in a private collection of 
Winterhalter’s descendants in Germany.  
871

 For the portraits of Berckmüller and his family see cat. nos. 8, D73, D169. 
872

 Oskar Sommer is best known today as the designer and architect of the Städel Museum of which 
the Metzler family were—and still are—among the major benefactors. 
873

 The current research has identified the artist’s death notices in innumerable European and 
American periodicals.  
874

 Quoted in Victoria 1871-1878, np. 
875

 Pecht 1875, 510. 
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and further studies in Italy, allowed him to depict the human body and 

capture natural expressions, elegant movement, and realistic poses with 

ease and confidence. The visual analysis of his works revealed that the 

pyramidal arrangements of his compositions gave his paintings balance and 

solidity. The simplified colour palette of blues, yellows, reds, and greens, 

judiciously heightened with white, resulted in a chromatic and tonal clarity. 

Expert chiaroscuro modelling brought the figures forward visually from 

within the picture plane, and skilful lighting effects focused the viewers’ 

attention on the faces of his sitters.   

The research has uncovered testimony to Winterhalter’s facility in capturing 

a faithful resemblance, a skill that was considered of the utmost importance 

to the success of a portrait painter. While the Biedermeier background of his 

initial training ensured a commitment to physiognomic verisimilitude, 

Winterhalter was able to attain a satisfactory balance between individual 

facial features and a permissible degree of universal idealisation. The 

Russian art historian Apollon Mikhailovich Matushinsky (1828-85), standing 

in front of Winterhalter’s celebrated Portrait of Elisabeth, Empress of Austria, 

(fig. 4.6) at the Viennese International Exhibition of 1873 shortly after the 

artist’s death, was moved to write: “For more than thirty years [Winterhalter] 

was the privileged painter of all European courts for he possessed a rare 

ability of turning the most ordinary-looking women into beauties without 

sacrificing the quality of likeness.”876 

Entries in Queen Victoria’s journals attested to Winterhalter’s ability to 

capture a pleasing likeness speedily and accurately, and to progress 

relatively quickly with the completion of the portrait without placing onerous 

demands of numerous—and time-consuming—sittings on his clients. The 

accuracy of likeness and the speed of execution allowed Winterhalter to 

maintain a competitive pricing, which (as revealed by household accounts of 

French and British courts) compared favourably to the fees charged by other 

elite level practitioners, and resulted in a continuous flow of portrait 

commissions. The combination of Winterhalter’s academic training, his 

specific skills within the realm of portraiture, and consummate 

professionalism in dealings with clients distinguished him from among other 
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 Matushinsky 1874, 66. 
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portrait painters of his generation. An acknowledgement has been made, 

however, that Winterhalter’s success, especially between the late 1830s and 

the mid-1860s, was partly made possible by the peculiar circumstances of 

the era which coincided with the widely acknowledged dearth of comparable 

talent at the elite level of society portraiture in France, the United Kingdom, 

and Russia.877  

The thesis has also demonstrated that Winterhalter gave his sitters 

something infinitely more than just a satisfactory likeness in a coherent 

compositional setting with an expertly-managed colour palette. By 

reassessing his works as visual documents, this study has also shown that 

Winterhalter’s popularity was further sustained by his ability to convey 

within the iconographic narrative of his portraits the status, upward 

mobility, and social aspirations of his sitters amidst the changing socio-

political environment of the period.  

Furthermore, the first chapter of the thesis repositioned the artist’s 

apprenticeship in lithography as having been of pivotal importance to the 

formation of his knowledge of high society portraiture as well as of the 

iconographical transitions that took place within the genre in response to 

the socio-political environment of the era in the aftermath of the French 

Revolution and the Napoleonic Wars. Winterhalter had learned to imbue his 

sitters with a serene facial expression, regal countenance, and elegant 

deportment which were believed to encapsulate the essence of the upper 

classes, and to utilise traditional elements of royal and aristocratic 

iconography—such as columns, curtains, and landscape backgrounds—to 

establish the social position of his sitters. However, the judicious deployment 

of the Handlungsporträt and its archetypes in the official representations of 

                                                           
877

 It is impossible to state with any degree of accuracy whether the hypothetical absence of such 
portraitists as Franz Krüger (1797-1857) from Prussia, Francesco Hayez (1791-1882) from Italy, 
Federico de Madrazo (1815-94) from Spain, or Franz Schrotzberg (1811-89) from Austria would have 
resulted in a greater patronage of Winterhalter by the social elites of those nations. In a similar vein, 
it is impossible to ascertain whether the diminishing number of portrait commissions received by 
Winterhalter from the middle of the 1860s onwards was the direct result of the artist’s deteriorating 
health, which necessitated his prolonged absences from Paris and recuperation at German, Swiss, and 
Italian resorts; whether it was a reflection of the appearance of the younger generation of elite 
portrait specialists such as John Everett Millais (1829-96) and Fredric Leighton (1830-96) in England, 
Alexandre Cabanel (1823-89) and Carolus-Duran (1837-1917) in France, Franz von Lenbach (1836-
1904) in Germany, and Ilia Repin (1844-1930) and Ivan Kramskoy (1837-87) in Russia who began 
establishing their reputation in the realm of high society portraiture from the middle of the 1860s 
onwards; or whether it was a complex combination of both factors. 
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the sovereigns of Bavaria, Austria, and Baden skilfully shifted the focus from 

hereditary privileges and the divine right to rule to an emphasis on their 

roles as fearless military leaders and premier civil servants diligently 

attending to the responsible governing of their states. 

The second chapter examined Winterhalter’s portraits of French and British 

sovereigns and their families during the 1830s and 1840s. It demonstrated 

the artist’s ability to create authoritative Handlungsporträts, which mediated 

between the monarchic tradition and the renewed emphasis on active 

participation in social and political affairs, conveyed an assurance of the 

stability and continuity of the institution of monarchy, and exemplified the 

royal family as an ideal and aspirational household unit. The comparison 

between the portraits has also uncovered Winterhalter’s sharp observational 

skills and diplomatic sensitivity to specific political instances, which enabled 

him to attune his brush to the particular representational needs of his 

individual patrons. 

A comparison between Winterhalter’s Portrait of Louis-Philippe, King of the 

French, and Portrait of Napoléon III, Emperor of the French in the third 

chapter continued the argument by attesting to the artist’s ability to 

differentiate between his clients’ representational concerns. It has also 

clearly demonstrated the extent to which the surrounding socio-political and 

historical events shaped the individual images of the respective sovereigns. 

The detailed examination of four early portraits of Eugénie, Empress of the 

French, reaffirmed their pivotal significance to the self-fashioning of 

Eugénie’s public identity during her social ascendancy from Spanish 

aristocrat to French Imperial consort. 

The fourth chapter, which analysed Winterhalter’s portraits of European 

aristocracy, clearly proved the important role that royal patronage played in 

the formation of the artist’s career and the spread of his popularity among 

the aristocratic circles. The chapter has shown how the various 

physiognomic and physical attributes, with which the artist endowed his 

royal sitters, and innovations observed within the genre of royal portraiture, 

influenced and permeated the iconographic framework of Winterhalter’s 

representations of nobility. The prism of the Handlungsporträt was similarly 

applied to illustrate that the artist’s portrait of Europe’s aristocracy reflect 
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their own social mobility as they negotiated the changing socio-political 

environment of the era. The chapter acknowledged the differences between 

Winterhalter’s portraits of male and female aristocrats. Their consideration 

in the context of the nineteenth-century’s contrasting attitudes towards male 

and female self-representation formed a basis for a hypothesis that while 

male portraits were programmed to emphasise exemplary qualities of civic 

consciousness, social responsibility, and state or military service, female 

portraits, though evoking the exemplary qualities of beauty, virtue, and 

motherhood, were also permitted to encapsulate (to a much greater degree) a 

traditional aristocratic archetype through the conspicuous display of the 

signifiers of wealth and status. 

As observed by Cassandra Albinson, “one of portraiture’s most powerful 

functions is as a tool for refashioning one’s appearance, dress, and carriage 

in order to assimilate into a set of ideals.”878 This statement is especially 

fitting to summarise the fifth chapter, which focused on Winterhalter’s 

portraits of the bourgeois elite. It has illustrated the extent to which their 

patronage of the artist reflected their upwardly-mobile social aspirations that 

fitted within the wider context of the middle-class emulation of the modes 

and manners of royalty and aristocracy. The chapter has proposed that 

Winterhalter’s portraits became an integral part of the reinvention of the 

bourgeoisie’s self-representation because of his ability to imbue his middle-

class clientele—and especially his female sitters—with the elusive elegance, 

serene demeanour, and regal countenance of their royal and aristocratic 

counterparts, and to immerse new money in the gloss and shimmer of 

establishment respectability with elegance and panache. 

The thesis has argued conclusively that the reasons for Winterhalter’s 

success and popularity were contingent, firstly, upon a set of specific 

professional skills which distinguished the artist from other portrait 

practitioners of the era, and, secondly, upon his ability to understand, 

capture, and reflect the changing face of nineteenth-century society; and 

imbue his portraits with universal and aspirational ideals that crossed the 

barriers of class, nationality, and time. 
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Portrait of Édouard André. 

1849. Oil on canvas. 

Paris: Musée Jacquemart-André (cat. 243). 
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5.6. Franz Xaver Winterhalter (1805-73).  

Portrait of Édouard André.  

1857. Oil on canvas.  

Paris: Musée Jacquemart-André (cat. 579). 
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5.7. Ferdinand Waldmüller (1793-1865). 

The Eltz Family. 

1835. Oil on canvas. 

Vienna: Belvedere. 

 

 

 

5.8. Franz Xaver Winterhalter (1805-73). 

Portrait of Friedrich I Großherzog von Baden. 

1855. Oil on canvas. 

Private Collection (cat. 518). 

 

 

 

5.9. Alphonse-Léon Noël (1807-84),  

after Franz Xaver Winterhalter (1805-73).  

Portrait of Alexander II,  

Emperor of All the Russias.  

Ca.1857-58. Lithograph.  

Private Collection (cat. 605). 

 

 

5.10. Alphonse-Léon Noël (1807-84),  

after Franz Xaver Winterhalter (1805-73). 

Portrait of Karl Kronprinz von Württemberg. 

 Ca. 1857-58. Lithograph.  

Landesmuseum Württemberg (cat. 616). 
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5.11. Franz Xaver Winterhalter (1805-73).  

Portrait of Mrs Philip Vanderbyl.  

1866. Oil on canvas.  

Private Collection (cat. 831). 
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5.12. Franz Xaver Winterhalter (1805-73).  

Portrait of Miss Ada Calhoun. 

1867. Oil on canvas.  

Private Collection (cat. 834). 
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5.13. Franz Xaver Winterhalter (1805-73). 

Portrait of Alexandra, Princess of Wales. 

1864. Oil on canvas. 

Collection of HM Queen Elizabeth II  

(cat. 786). 

 

 

 

5.14. Franz Xaver Winterhalter (1805-73). 

Portrait of Princess Elizaveta Troubetzkaia. 

1859. Oil on canvas. 

Private Collection (cat. 663). 

 

 

 

5.15. Franz Xaver Winterhalter (1805-73). 

Portrait of Countess Maria Lamsdorff. 

1859. Oil on canvas. 

New York, NY: The Metropolitan Museum  

of Art (cat. 650). 

 

 

5.16. Franz Xaver Winterhalter (1805-73). 

Portrait of Eugénie, Empress of the French. 

1857. Oil on canvas. 

Washington D.C.: Hillwood Museum  

(cat. 586). 
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5.17. Franz Xaver Winterhalter (1805-73).  

Portrait of Alexandra Metzler. 

1872. Oil on canvas.  

Private Collection (cat. 883). 
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6.1. Franz Xaver Winterhalter (1805-73).  

Self-Portrait. 

1868. Oil on canvas. 

Florence: Galeria degli Uffizi (cat. 849). 
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6.2. Franz Xaver Winterhalter (1805-73). 

Portrait of Mlle Eugénie Fiocre. 

1866. Oil on canvas. 

Private Collection (cat. 821). 

 

 

6.3. Franz Xaver Winterhalter (1805-73). 

Portrait of Evelyn Auffm’Ordt. 

1871. Oil on canvas. 

Private Collection (cat. 874). 

 

 

 

6.4. Franz Xaver Winterhalter (1805-73). 

Portrait of Olga von Grunelius. 

1872. Oil on canvas. 

Frankfurt-am-Main: The Staedel  

Museum (cat. 881). 

 

 

6.5. Oskar Sommer (1840-94). 

The Franz Xaver Winterhalter Monument. 

1873. Marble. 

Frankfurt-am-Main: Hauptfriedhof. 
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APPENDIX. 

 

Franz Xaver Winterhalter: 

Check-List of Works.879 

                                                           
879

 This is a concise list of paintings (Part 1), 
works on paper (Part 2), and graphics (Part 3) 
by Franz Xaver Winterhalter, based on Barilo 
von Reisberg 2007, and updated during the 
course of the thesis research. All known works 
are illustrated in The Winterhalter Catalogue 
[https://franzxaverwinterhalter.wordpress.co
m; uploaded, maintained, and updated 
regularly by the author throughout the course 
of the thesis research]. Detailed research of 
the artist’s Catalogue Raisonné (inclusive of 
provenance, exhibition history, and 
bibliography of individual works) continues. 

Part 1: Paintings 

1.  

Portrait of a Lady. 1827, Landshut or 

Munich.  Oil on canvas, 60.5 x 45.5 cm. 

Signed and dated lower right: Winterhalter 

fecit 1827. Friedrichshafen: Zeppelin 

Museum.  

2.  

Portrait of a Lady. Ca. 1828-1832. Oil on 

canvas, 59.0 x 50.0 cm. Signed lower 

centre left: Fr Winterhalter. Private 

Collection.  

3.  

Portrait of a Lady (believed to be 

Barbara von Steiger zu Baldenburg und 

Thal, née Fräulein Grübler). 1829, 

München. Oil on canvas, 64.5 x 53.0 cm. 

Signed, dated and inscribed verso: 

Winterhalter München 1829. Private 

Collection.  

4.  

Portrait of a Man (believed to be Franz 

Xaver Edlen von Steiger zu Baldenburg 

und Thal (1790-1837)). 1829, München. 

Oil on canvas, 64.5 x 53.0 cm. Inscribed 

verso: Winterhalter München 1829. Private 

Collection.  

5.  

Sophie Wilhelmine Großherzogin von 

Baden (1801-65, née Princess of 

Sweden). 1830, Karlsruhe. Oil on canvas, 

68.0 x 48.0 cm. Signed and dated: 

Winterhalter fecit 1830. Private Collection. 

6.  

Wilhelm Markgraf von Baden (1792-

1859). 1830, Karlsruhe. Oil on canvas, 

38.0 x 28.0 cm. Signed and dated lower 

right: Fr Winterhalter fecit 1830. Private 

Collection.  

7.  

Wilhelm Markgraf von Baden (1792-

1859). 1830-31, Karlsruhe. Oil on canvas, 

40.0 x 29.4 cm. Signed lower left: Fr. 

Winterhalter fecit. Private Collection.  

https://franzxaverwinterhalter.wordpress.com/
https://franzxaverwinterhalter.wordpress.com/
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8.  

Karl Josef Berckmüller (1800-79). 1830, 

München or Karlsruhe. Oil on canvas, 96 

x 72.3 cm. Signed and dated upper right: 

WINTERHALTER/MDCCXXX. Amiens: 

Musée de Picardie. 

9.  

Frau Ernest Fries (née Luise 

Stockhausen). 1830, München. Oil on 

canvas, 74.5 x 59.5 cm. Signed, dated and 

inscribed lower left: Winterhalter fecit / 

München 1830. Heidelberg: Kurpfälziches 

Museum.  

10.  

Franz-Joseph von Seybold. 1830, 

Münich. Oil on canvas, 62.0 x 53.5 cm. 

Signed, dated and inscribed lower right: Fr 

Winterhalter fecit / Münich 1830. Private 

Collection.  

11.  

Karl Spindler (1796-1855). 1830, 

München. Oil on canvas, 70.0 x 58.0 cm. 

Signed, dated and inscribed lower left: FX 

Winterhalter / München 1830. Private 

Collection.  

12.  

Bildnis einer jungen Frau. Ca. 1830-34. 

Oil on canvas, 70.8 x 60.07 cm. Private 

Collection.  

13.  

Leopold I Großherzog von Baden (1790-

1852). 1831, Karlsruhe. Oil on canvas, 

232.0 x 150.0 cm. Signed, dated and 

inscribed lower right: Fr. Winterhalter feCa. 

1831. Private Collection.  

14.  

Leopold I Großherzog von Baden (1790-

1852). 1831, Karlsruhe. Oil on canvas, 

68.0 x 48.0 cm. Signed, dated and 

inscribed lower left: Fr. Winterhalter fecit 

1831. Private Collection.  

15.  

Leopold I Großherzog von Baden (1790-

1852). 1831. Oil on canvas. Present 

location unknown.  

16.  

Leopold I Großherzog von Baden (1790-

1852). 1831. Oil on canvas, 73.0 x 60.5 

cm. Rastatt: Heimatmuseum.  

17.  

Sophie Wilhelmine Großherzogin von 

Baden (1801-65, née Princess of 

Sweden). 1831. Oil on canvas, 39.8 x 29.0 

cm. Signed and dated lower right: Fr. 

Winterhalter fecit. 1831. Private Collection.  

18.  

Wilhelm Markgraf von Baden (1792-

1859). 1831. Oil on canvas, 59 x 48 cm. 

Private Collection.  

19.  

Elisabeth Markgräfin von Baden (1802-

64, née Herzogin von Württemberg). 

1831, Karlsruhe. Oil on board, 40.0 x 29.5 

cm. Signed and dated lower left: Fr. 

Winterhalter fecit 1831. Private Collection.  

20.  

Sophie Wilhelmine Großherzogin von 

Baden (1801-65, née Princess of 

Sweden). Ca. 1832. Oil on canvas, 39.5 x 

29 cm. Illegible signature and date lower 

left: fr Winterh... 183.... Cleveland (OH): 

Museum of Art. 

21.  

Sophie Wilhelmine Großherzogin von 

Baden (1801-65), with her son, Wilhelm 

Prinz von Baden (1829-91). 1832. Oil on 

canvas, 48.2 x 38 cm. Signed and dated 

lower right: Fr. Winterhalter feCa. 1832. 

Private Collection.  

22.  

Katharina Gräfin von Langenstein und 

Gondelsheim (1799-1850, née Werner). 

1832, Langenstein. Oil on canvas, 96.0 x 

80.0 cm. Signed and dated lower right: Fr 

Winterhalter feCa. / 1832. Private 

Collection.  

23.  

Mädchen aus den Sabiner Bergen 

(Study of a Sleeping Albanian Girl). Ca. 

1833-34. Oil on canvas, 74.5 x 63 cm. 
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Signed. Montreal: The Daniel Stern 

Collection, Concordia University. 

24.  

Roman Genre Scene. 1833, Rome. Oil on 

canvas, 60.5 x 50.5 cm. Signed, dated and 

inscribed lower right: Fr Winterhalter feCa. 

/ Roma 1833. Karlsruhe: Staatliche 

Kunsthalle.  

25.  

Genre Scene. Ca. 1833-34. Oil on canvas. 

Present location unknown.  

26.  

Study of a Gypsy Girl. Ca. 1833-34. Oil 

on canvas, 57 x 46 cm. Private Collection.  

27.  

Double Portrait Study of a Gypsy Girl. 

Ca. 1833-34. Oil on canvas, 57.0 x 46.0 

cm. Private Collection. 

28.  

Porträt einer Italienerin. Ca. 1833-34. 

Oil on canvas, 55.5 x 46 cm. Unsigned. 

Private Collection.  

29.  

Study of an Italian Woman in a 

Headdress. Ca. 1833-34. Oil on canvas. 

Present location unknown. 

30.  

Profile Study of an Italian Girl. Ca. 

1833-34. Oil on canvas. Present location 

unknown.  

31.  

Study of an Italian Girl. Ca. 1833-34. 

Oil on canvas. Present location unknown.  

32.  

Study of an Italian Woman holding an 

Infant. Ca. 1833-34. Oil on card, 33 x 

22.5 cm. Private Collection. 

33.  

The Approaching Storm. 1834, Rome. 

Oil on canvas, 47.7 x 38.1 cm. Signed, and 

dated lower right: F. Winterhalter Roma 

1834. Private Collection.  

34.  

Zwei Kinder am Wasser (By a Garden 

Pool). 1834, Rome. Oil on canvas, 99 x 

108.5 cm. Signed, dated and inscribed 

lower right: Fr Winterhalter fec Roma 1834. 

Private Collection.  

35.  

Young Girl with a Tambourine. 1834, 

Rome. Oil on canvas, 61.5 x 48.7 cm. 

Signed lower centre: Fr Winterhalter fecit. 

Roma 1834. Kirov: The Vasnetzov Regional 

Museum of Fine Art.  

36.  

Italian Girl Resting on a Tambourine. 

1834. Oil on canvas. Present location 

unknown.  

37.  

Italian Girl Resting on a Tambourine. 

1834. Oil on canvas, 52.5 x 42.5 cm. 

Hamburg: Altonaer Museum, 

Norddeutsches Landesmuseum. 

38.  

Alexandrina Prinzessin von Baden, 

(1820-1904, later Fürstin von Sachsen-

Coburg und Gotha). 1834, Baden. Oil on 

canvas, 73 x 60 cm. Signed and dated 

lower left: Fr Winterhalter fecit 1834. 

Private Collection. 

39.  

David Freiherr von Eichthal (1775-

1851). 1834, Karlsruhe. Oil on canvas, 

93.0 x 77.0 cm. Signed, dated and 

inscribed lower left: Fr. Winterhalter fecit 

Carlsruhe 1834. Freiburg-im-Breisgau: 

Augustinermuseum.  

40.  

Ludwig Graf von Langenstein und 

Gondelsheim (1820-70). 1834. Oil on 

canvas, 96.3 x 79.5 cm. Signed and dated 

lower right: fr. Winterhalter / fecit 1834. 

Private Collection. 
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41.  

Luise Gräfin von Langenstein und 

Gondelsheim (1826-1900, later Gräfin 

Douglas). 1834. Oil on canvas, 68 x 52 

cm. Signed and dated: fr Winterhalter feCa. 

1834. Private Collection.  

42.  

Herr Burkhardt, of Basel. Ca. 1835. Oil 

on canvas. Present location unknown.  

43.  

M. Nicolas Louis Planat de la Faye 

(1784-1864). Ca. 1835, Paris. Oil on 

canvas. Present location unknown.  

44.  

Mlle Planat de la Faye. Ca. 1835. Oil on 

canvas. Present location unknown.  

45.  

Children of Baron von Schweitzer. 

1835, Paris. Oil on canvas, 73.5 x 92 cm. 

Signed, dated and inscribed lower right: Fr 

Wintehalter Paris / 1835. Private 

Collection.  

46.  

Louis Comte de Tascher de La Pagerie 

(1787-1861). Ca. 1835. Oil on canvas. 

Present location unknown.  

47.  

Fabio Albertini, Principe di Cimitile di 

San Severino, Marchese di San 

Marzano (1755-1848). Ca. 1836-37. Oil 

on canvas, 65 x 45 cm. Present location 

unknown.  

48.  

Elisabeth Daniels, Comtesse Foy (1790-

1868). Ca. 1836-37. Oil on canvas. 

Present location unknown. 

49.  

Antuanetta Petrovna Lazareva (1813-

82, née HSH Antoinette von Biron, 

Prinzessin von Kurland). Ca. 1836-37. 

Oil on canvas. Present location unknown.  

 

50.  

Daria Lazarevna Lazareva (1835-xxxx, 

later Marquise Venance d’Abzac de 

Mayac). Ca. 1836-37. Oil on canvas. 

Present location unknown.  

51.  

Gräfin Méjan. 1836. Oil on canvas, 61 x 

50 cm. Signed and dated 1836. Present 

location unknown. 

52.  

Maurice Graf Méjan. 1836, Paris. Oil on 

canvas, 76 x 62.5 cm. Present location 

unknown.  

53.  

Louis-Alexandre Baron de Montbrun 

(1811-97). Ca. 1836-37. Oil on canvas. 

Present location unknown.  

54.  

Alexandra Osipovna Smirnova-Rosset 

(1809-82, née Rosset). Ca. 1836-37. Oil 

on canvas. Tbilisi: The Smirnov's House 

Museum.  

55.  

Mlle Joséphine de Tascher de La 

Pagerie (1815-1907, later Baronne de 

Montbrun). Ca. 1836-37. Oil on canvas. 

Present location unknown.  

56.  

Il Dolce Farniente. 1836, Paris. Oil on 

canvas, 116.8 x 148.6 cm. Signed, dated 

and inscribed lower centre: Fr Winterhalter 

fecit Paris 1836. Private Collection.  

57.  

Neapolitan Genre Scene (Les Italiennes 

à la fontaine). Ca. 1836. Oil on canvas. 

Present location unknown.  

58.  

L’Amour Maternel. Ca. 1836. Oil on 

canvas. Present location unknown. 
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59.  

Italienerin mit Kind. Ca. 1836. Oil on 

canvas, 80 x 54.6 cm. Signed and 

inscribed lower left: Fr. Winterhalter fecit 

Paris. Private Collection. 

60.  

Un Chien Épagneul. Ca. 1836. Oil on 

canvas. Present location unknown. 

61.  

Mme Delong. 1837, Paris. Oil on canvas, 

130 x 97.5 cm. Signed, dated and 

inscribed lower left: fr Winterhalter fecit, 

Paris 1837. Private Collection.  

62.  

M. Edgar Delong and Mlle Marie 

Delong. 1837. Oil on canvas, 149 x 114 

cm. Signed, dated, and inscribed lower 

right: fr. Winterhalter fecit Paris / 1837. 

Private Collection.  

63.  

M. Dubois d’Angers, Costume de 

Chasseur. Ca. 1837-38. Oil on canvas, 

75.0 x 63.0 cm. Signed centre lower right: 

F Winterhalter. Private Collection.  

64.  

Marie Boigues, Comtesse Jaubert (1803-

64). 1837, Paris. Oil on canvas, 106.5 x 87 

cm. Signed, dated and inscribed lower left: 

fr. Winterhalter fecit. / Paris 1837. Juin. 

Private Collection. 

65.  

Franz Oliver Graf Jenison zu Walworth 

(1787-1867). 1837, Paris. Oil on canvas, 

131.0 x 98.0 cm. Signed, dated and 

inscribed lower left: Fr Winterhalter. / Paris 

1837. München: Neue Pinakothek.  

66.  

Mme de Roquemaurel. 1837. Oil on 

canvas, 130 x 97 cm. Signed and dated 

1837. Private Collection.  

67.  

Napoléon-Alexandre Berthier, 2e Prince 

et Duc de Wagram (1810-87), with his 

daughter, Mlle Malcy Berthier de 

Wagram (1832-84, later Princesse 

Murat). 1837, Paris. Oil on canvas, 186 x 

138 cm. Signed, dated and inscribed lower 

left: fr. Winterhalter Paris / 1837. Private 

Collection. 

68.  

Zénaïde Clary, Princesse et Duchesse 

de Wagram (1812-84). Ca. 1837-38, 

Paris. Oil on canvas. Present location 

unknown.  

69.  

Il Dolce Farniente (Neapolitan Siesta). 

1837, Paris. Oil on canvas, 130 x 167 cm. 

Signed, dated and inscribed, lower left: Fr. 

Winterhalter fecit Paris 1837. St 

Petersburg: The State Hermitage.  

70.  

The Decameron. 1837, Paris. Oil on 

canvas, 190.5 x 254 cm. Signed, dated 

and inscribed lower left: Fr Winterhalter 

fecit / Paris 1837. Private Collection.  

71.  

The Decameron. 1837. Oil on canvas, 

81.5 x 116.0 cm. Signed and dated lower 

left: Fr Winterhalter. Karlsruhe: Staatliche 

Kunsthalle.  

72.  

Les Vendages de Naples. 1837, Paris. Oil 

on canvas, 65 x 81 cm. Signed and dated 

lower left: F.X.Winterhalter / 1837. Private 

Collection. 

73.  

Study of a Young Spanish Girl. 1837. 

Oil on canvas, 71 x 60 cm. Signed and 

dated 1837. Private Collection.  

74.  

Eulalie Bocquet de Saint-Simon, Mme 

Akermann (1819-91). 1838, Paris. Oil on 

canvas, 130 x 93 cm. Signed, dated and 

inscribed lower right: fr Winterhalter Paris 

/ 1838. Private Collection.  
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75.  

Louise-Marie, Queen of the Belgians 

(1812-50), with her son, Leopold Duc de 

Brabant (1833-1909). 1838, Paris. Oil on 

canvas. Present location unknown.  

76.  

Louise-Marie, Queen of the Belgians 

(1812-50), with her son, Leopold Duc de 

Brabant (1833-1909). 1838, Paris. Oil on 

canvas, 123.2 x 104.1 cm. Signed and 

dated: Fr. Winterhalter. Paris 1838. 

Collection of HM Queen Elizabeth II.  

77.  

Alexandrine Marie Boscary, Mme Jean 

Boscary Villeplaine (1785-1850). Ca. 

1838. Oil on canvas. Present location 

unknown.  

78.  

Mme Dubois d’Angers avec son Fils. Ca. 

1838. Oil on canvas. Present location 

unknown.  

79.  

Clémentine, Princesse d’Orléans (1817-

1907, later Prinzessin von Sachsen-

Coburg und Gotha). 1838, Neuilly. Oil on 

canvas, 206 x 137 cm. Signed, dated and 

inscribed lower left: Fr Winterhalter Neuilly 

1838. Private Collection. 

80.  

Comte Louis-Hyppolite Jaubert (d. 

1871). Ca. 1838, Paris. Oil on canvas. 

Present location unknown.  

81.  

Mlle Claire Mélanie Jaubert (1832-

1910, later Mme Paul Benoîst d’Azy). 

Ca. 1838. Oil on canvas. Present location 

unknown.  

82.  

Portrait of a Polish Noblewoman 

(presumably Countess Mostrowska). 

1838, Paris. Oil on canvas, 129.5 x 98 cm. 

Signed, dated and inscribed lower left: 

Winterhalter / pinx: 1838. / J.P.: Private 

Collection.  

83.  

Anne Berthier de Wagram, Comtesse de 

Plaisance (1815-78, later Duchesse de 

Plaisance). 1838, Paris. Oil on canvas, 

226 x 161 cm. Signed, dated, and 

inscribed lower left: fr Winterhalter fecit 

Paris 1838. Private Collection. 

84.  

Anne Bertier de Wagram, Comtesse de 

Plaisance (1815-78, later Duchesse de 

Plaisance). 1838, Paris. Oil on canvas, 

73.5 x 60 cm. Signed and dated centre left: 

F. Winterhalter / 1838. Private Collection.  

85.  

Franz Friedrich Karl Freiherr von 

Seckendorff-Aberdar (1809-87). 1838, 

Paris. Oil on canvas, 117 x 89.5 cm. 

Signed, dated & inscribed lower left: Fr. 

Winterhalter Paris 1838. Private Collection.  

86.  

Zénaïde Clary, Princesse et Duchesse 

de Wagram (1812-84), with her son, 

Alexandre Berthier de Wagram, 3e 

Prince et Duc de Wagram (1836-1911). 

1838, Paris. Oil on canvas, 198 x 136 cm. 

Signed and dated 1838. Private Collection.  

87.  

Portrait of an Elderly Lady. 1838. Oil on 

canvas, 77.1 x 57.1 cm. Signed and dated 

as painted in Paris in 1838. Present 

location unknown. 

88.  

Éléonore de Guyenne prend la croix 

avec les dames de sa cour en 1146. 

1838. Oil on canvas, 174 x 122 cm. 

Unfinished / Unrealised.  

89.  

Jeune Fille de l’Ariccia. 1838, Paris. Oil 

on canvas, 147 x 114 cm. Signed and 

dated lower right: F Winterhalter 1838. 

Private Collection. 

90.  

Mlle Audenet. Ca. 1839. Oil on canvas. 

Present location unknown.  
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91.  

Leopold I, King of the Belgians (1790-

1865). 1839, Paris. Oil on canvas, 86 x 66 

cm. Signed, dated and inscribed lower left: 

Fr Winterhalter / Paris 1839. HM Philippe 

I, King of the Belgians.  

92.  

Louis-Philippe, King of the French 

(1773-1850). 1839. Oil on canvas, 260 x 

190 cm. Signed and dated lower right: fr 

Winterhalter. / 1839. Versailles: Musée 

National du Château.  

93.  

Louis-Philippe, King of the French 

(1773-1850). 1839. Oil on canvas, 89 x 71 

cm. Private Collection.  

94.  

Hélène, Duchesse d’Orléans (1814-58, 

née Prinzessin von Mecklenburg-

Schwerin), with her son, Louis-Philippe 

d’Orléans, Comte de Paris (1838-94). 

1839, Paris. Oil on canvas, 215 x 140 cm. 

Signed and dated, to right: fr. Winterhalter. 

1839. Versailles: Musée National du 

Château.  

95.  

Louis d’Orléans, Duc de Nemours (1814-

96). 1839. Oil on canvas, 107 x 89 cm. 

Signed and dated lower left: fr Winterhalter 

1839. Private Collection. 

96.  

François d’Orléans, Prince de Joinville 

(1818-1900). Ca. 1839. Oil on canvas, 90 

x 70 cm. Present location unknown. 

97.  

Henri d’Orléans, Duc d’Aumale (1822-

97). Ca. 1839-40. Oil on canvas, 92 x 74 

cm. Chantilly: Musée Condé. 

98.  

Princesse Clémentine d’Orléans (1817-

1907, later Prinzessin von Sachsen-

Coburg und Gotha). Ca. 1839, Paris. Oil 

on canvas. Present location unknown. 

 

99.  

Gasparine Finguerlin Bischingen. 

Comtesse Montesquiou-Fézensac (1805-

46, fmr Mrs Thomas Strickland). Ca. 

1839. Oil on canvas. Present location 

unknown.  

100.  

Les Deux Demoiselles de Rigny. Ca. 

1839. Oil on canvas. Present location 

unknown.  

101.  

Mlle de Rigny. Ca. 1839. Oil on 

canvas.Present location unknown.  

102.  

Mlle Virginie Marie Louise de St-

Aldégonde (1834-1900, later Duchesse 

de Rochechouart Mortemart). 1839. Oil 

on canvas. Private Collection.  

103.  

Marie Herzogin von Württemberg (1813-

39, née Princesse d’Orléans), with her 

son, Philippe Alexandre Herzog von 

Württemberg (1838-1917). Ca. 1839. Oil 

on canvas. Present location unknown.  

104.  

Landscape with the Lake Annecy, 

Haute Savoie. 1839. Oil on canvas. 

Signed and dated lower right: Fr 

Winterhalter 1839. Private Collection.  

105.  

Self-Portrait with the Artist’s Brother, 

Hermann Winterhalter (1808-91). 1840, 

Paris. Oil on canvas, 84.5 x 71.5 cm. 

Signed, dated and inscribed lower left: F. 

Winterhalter. / Paris 1840. Karlsruhe: 

Staatliche Kunsthalle.  

106.  

Leopold I, King of the Belgians (1790-

1865). 1840, Paris. Oil on canvas, 278 x 

181 cm. Signed, dated and inscribed lower 

right: fr Winterhalter / Paris. 1840. 

Versailles: Musée National du Château.  
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107.  

[with Studio] Leopold I, King of the 

Belgians (1790-1865). 1840. Oil on 

canvas. Present location unknown.  

108.  

Leopold I, King of the Belgians (1790-

1865). Ca. 1840s, Paris. Oil on panel, 

39.5 x 33.5 cm. Private Collection. 

109.  

Freiin von Eichtal with her Son. Early 

1840s. Oil on canvas, 34 x 26 cm. Signed 

on reverse. Private Collection. 

110.  

[with Studio] Louis-Philippe, King of the 

French (1773-1850). 1840, Paris. Oil on 

canvas, 232 x 118 cm. Compiègne: Musée 

National du Château.  

111.  

[with Studio] Louis-Philippe, King of the 

French (1773-1850). 1840, Paris. Oil on 

canvas. Present location unknown. 

112.  

Ferdinand d’Orleans, Duc d’Orléans 

(1810-42). Ca. 1840. Oil on canvas. 

Present location unknown.  

113.  

Ferdinand d’Orleans, Duc d’Orléans 

(1810-42). Ca. 1840. Oil on canvas. 

Present location unknown.  

114.  

[with Studio] Hélène, Duchesse 

d’Orléans (1814-58, née Prinzessin von 

Mecklenburg-Schwerin), with her son, 

Louis-Philippe d’Orléans, Comte de 

Paris (1838-94). Ca. 1840-41. Oil on 

canvas. Present location unknown. 

115.  

[with Studio] Hélène, Duchesse 
d’Orléans (1814-58, née Prinzessin von 

Mecklenburg-Schwerin), with her son, 
Louis-Philippe d’Orléans, Comte de 
Paris (1838-94). Ca. 1840-41. Oil on 
canvas. Present location unknown.  
 

116.  

[with Studio] Hélène, Duchesse 

d’Orléans (1814-58, née Prinzessin von 

Mecklenburg-Schwerin), with her son, 

Louis-Philippe d’Orléans, Comte de 

Paris (1838-94). 1840-41. Oil on canvas, 

106 x 78 cm. Saint-Brieuc: Musée d'Art et 

d'Histoire des Côtes-d'Armor.  

117.  

[with Studio] Louis d’Orléans, Duc de 

Nemours (1814-96) 1840-41. Oil on 

canvas. Present location unknown. 

118.  

Victoire, Duchesse de Nemours (1822-

57, née Prinzessin von Sachsen-Coburg 

und Gotha). 1840-41, Paris. Oil on 

canvas, 215 x 140 cm. Signed, dated and 

inscribed lower left: Fr Winterhalter fecit / 

Paris 1840. Versailles: Musée National du 

Château. 

119.  

[with Studio] Victoire Duchesse de 

Nemours (1822-57, née Prinzessin von 

Sachsen-Coburg und Gotha). 1840-41, 

Paris. Oil on canvas, 218 x 148 cm. 

Compiègne: Musée National du Château.  

120.  

[with Studio] Victoire Duchesse de 

Nemours (1822-57, née Prinzessin von 

Sachsen-Coburg und Gotha). 1840-41, 

Paris. Oil on canvas, 121.9 x 98.4 cm. 

Signed and dated: Fr Winterhalter. Paris. 

1840. Collection HM Queen Elizabeth II. 

121.  

Victoire Duchesse de Nemours (1822-

57, née Prinzessin von Sachsen-Coburg 

und Gotha). 1840, Paris. Oil on canvas. 

Private Collection.  

122.  

Victoire Duchesse de Nemours (1822-

57, née Prinzessin von Sachsen-Coburg 

und Gotha). 1840. Oil on canvas, 95 x 77 

cm. Private Collection. 
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123.  

[with Studio] Victoire Duchesse de 

Nemours (1822-57, née Prinzessin von 

Sachsen-Coburg und Gotha). Ca. 1840. 

Oil on canvas, 106 x 95 cm. Private 

Collection.  

124.  

[with studio] François d’Orléans, Prince 

de Joinville (1818-1900). Ca. 1840-1843, 

Paris. Oil on canvas, 73.0 x 58.8 cm. 

Unsigned. Collection of HM Queen 

Elizabeth II. 

125.  

[with Studio] Henri d’Orléans, Duc 

d’Aumale (1822-97). 1840. Oil on canvas, 

45.5 x 37.0 cm. Unsigned, inscribed on 

reverse: Fr Winterhalter 1840. Private 

Collection.  

126.  

Elizaveta Nikolaevna Krivtzova (1817-

55, née Princess Repnina-Volkonskaia). 

Ca. 1840s. Oil on canvas, 130 x 90 cm. 

Saratov: The Radishchev State Fine Arts 

Museum.  

127.  

Marie-Thécle de Monttessuy. Comtesse 

de Nieuwerkerke (1811-84). 1840, Paris. 

Oil on canvas, 130 x 98 cm. Signed, dated 

and inscribed lower left: Fr Winterhalter / 

Paris 1840. Mainz: Landesmuseum.  

128.  

Alfred-Emilien, Comte de Nieuwerkerke 

(1811-92). 1841, Paris. Oil on canvas, 130 

x 98 cm. Signed, dated and inscribed 

lower right: fr Winterhalter / Paris 1841. 

Mainz: Landesmuseum. 

129.  

Claire Gallard de Brissac de Béarn, 

Duchesse de Vallombrosa (1809-41). 

1840, Paris. Oil on canvas, 131.5 x 98.5 

cm. Signed, dated and inscribed lower 

right: fr Winterhalter / Paris 1840. Private 

Collection.  

 

 

130.  

[with Studio] Marie Herzogin von 

Württemberg (1813-39, née Princesse 

d’Orléans), with her son, Philippe 

Alexandre Herzog von Württemberg 

(1838-1917). 1840. Oil on canvas. Present 

location unknown.  

131.  

Alexander Herzog von Württemberg 

(1804-81). 1840. Oil on canvas. Present 

location unknown.  

132.  

Portrait de Fillette à la Rose. 1840. Oil 

on canvas, 94 x 73 cm. Signed and dated 

lower right: fr Winterhalter / 1840. Private 

Collection.  

133.  

La Bernoise. Ca. 1840. Oil on canvas, 126 

x 93 cm. Private Collection. 

131.  

Leopold I, King of the Belgians (1790-

1865). 1841, Paris. Oil on canvas, 121.3 x 

98.4 cm. Signed and dated: Fr Winterhalter 

1841. / Paris. Collection of HM Queen 

Elizabeth II.  

132.  

Louise-Marie, Queen of the Belgians 

(1812-50, née Princesse d’Orléans). 

1841-42, Paris. Oil on canvas. Present 

location unknown.  

133.  

Louise-Marie, Queen of the Belgians 

(1812-50, née Princesse d’Orléans). 

1841, Paris. Oil on canvas, 121.3 x 97.8 

cm. Signed and dated: Fr Winterhalter 

1841 / Paris. Collection of HM Queen 

Elizabeth II.  

134.  

Louise-Marie, Queen of the Belgians 

(1812-50, née Princesse d’Orléans). 

1842-43. Oil on canvas. Present location 

unknown.  
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135.  

Esther Seillière, Comtesse de Bondy 

(1811-88). 1841. Oil on canvas. Signed 

and dated 1841. Private Collection.  

136.  

Comte Charles Tanneguy Duchâtel 

(1803-67). Ca. 1841. Oil on canvas. 

Present location unknown.  

137.  

Rosalie Paulée, Comtesse Duchâtel 

(1817-78), with her son, Vicomte 

Charles Tanneguy Duchâtel (1838-91). 

1841, Paris. Oil on canvas, 246.0 x 156.0 

cm. Signed and dated lower right: F. 

Winterhalter fecit Paris 1841. Private 

Collection.  

138.  

Louis-Philippe, King of the French 

(1773-1850). 1841, Paris. Oil on canvas, 

284 x 184 cm. Signed and dated lower 

right: fr Winterhalter fecit 1841. Versailles: 

Musée National du Château. 

139.  

Louis-Philippe, King of the French 

(1773-1850). 1840-41, Paris. Oil on 

canvas, 217 x 139.5 cm. Private 

Collection.  

140.  

[with Studio] Louis-Philippe, King of the 

French (1773-1850). 1841-42. Oil on 

canvas. Present location unknown. 

141.  

[with Studio] Louis-Philippe, King of the 

French (1773-1850). 1841-42. Oil on 

canvas. Present location unknown.  

142.  

[with Studio] Louis-Philippe, King of the 

French (1773-1850). 1841-42. Oil on 

canvas. Present location unknown. 

143.  

[possibly with Studio] François 

d’Orléans, Prince de Joinville (1818-

1900). 1840-41. Oil on canvas, 92 x 74 

cm. Signed lower right: Fr Winterhalter. 

Private Collection.  

144.  

Caroline de Lagrange, Duchesse de 

Cadore (1806-70), with her sister, 

Emma de Lagrange, Comtesse de La 

Ferronays (1810-76). 1841. Oil on 

canvas. Private Collection.  

145.  

Mme de Liadières. Ca. 1841-42. Oil on 

canvas. Present location unknown. 

146.  

François-Horace, Maréchal le Comte 

Sébastiani, Comte de la Porta (1772-

1851). 1840-41, Paris. Oil on canvas. 

Destroyed by Fire, Palais des Tuileries, 

1871.  

147.  

François-Horace, Maréchal le Comte 

Sébastiani, Comte de la Porta (1772-

1851). 1841-42, Paris. Oil on canvas, 215 

x 139 cm. Signed, dated and inscribed: F 

Winterhalter Fecit 1841. Versailles: Musée 

National du Château   

148.  

Maria-Christina, Queen of Spain (1806-

78, née Principessa di Borbone-Napoli e 

delle Due Sicilie). 1841, Paris. Oil on 

canvas, 91 x 72 cm. Signed, dated & 

inscribed lower left: Fr Winterhalter / Paris 

1841. Versailles: Musée National du 

Château. 

149.  

Maria-Christina, Queen of Spain (1806-

78, née Principessa di Borbone-Napoli e 

delle Due Sicilie). 1841, Paris. Oil on 

canvas, 92 x 72 cm. Signed, dated & 

inscribed lower left: fr Winterhalter / Paris 

1841. Private Collection. 

150.  

Philippe Alexandre Herzog von 

Württemberg (1838-1917). 1841, Paris. 

Oil on canvas, 72.4 x 58.4 cm. Signed and 

dated: F Winterhalter Paris 1841. 

Collection of HM Queen Elizabeth II.  
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151.  

[with Studio] Philippe Alexandre Herzog 

von Württemberg (1838-1917). 1841, 

Paris. Oil on canvas, 72 x 58 cm. Signed, 

dated and inscribed: F Winterhalter Paris 

1841. Versailles: Musée National du 

Château.  

152.  

La Siesta, or Drei Italienerinnen 

Genrebild. 1841, Paris. Oil on canvas, 

55.9 x 43.2 cm. Signed, dated and 

inscribed: fr Winterhalter Paris 1841. 

London: The ArtFund Collection (on loan 

to Osborne House, Isle of Wight). 

153.  

Charlotte Princesse de Belgique (1840-

1927, later Empress of Mexico). 1842, 

Paris. Oil on canvas, 72.4 x 58.4 cm. 

Signed and dated lower centre: F 

Winterhalter 1842. Collection of HM Queen 

Elizabeth II.  

154.  

[with Studio] Charlotte Princesse de 

Belgique (1840-1927, later Empress of 

Mexico). 1843, Paris. Oil on canvas, 72 x 

58 cm. Signed and dated 1842. Versailles: 

Musée National du Château.  

155.  

Charlotte Princesse de Belgique (1840-

1927, later Empress of Mexico). 1842, 

Paris. Oil on canvas, 70 x 57 cm. Signed 

and dated 1842. Collection of HM Philippe 

I, King of the Belgians.  

156.  

Charlotte Princesse de Belgique (1840-

1927, later Empress of Mexico). Ca. 

1842, Paris. Oil on canvas, 70 x 57 cm. 

Signed lower centre: fr Winterhalter. 

Private Collection. 

157.  

[with Studio] Louis-Philippe, King of the 

French (1773-1850). 1842. Oil on canvas. 

Present location unknown.  

 

 

158.  

[with Studio] Louis-Philippe, King of the 

French (1773-1850). 1842-43. Oil on 

canvas. Present location unknown.  

159.  

[with Studio] Louis-Philippe, King of the 

French (1773-1850). 1842. Oil on canvas. 

Present location unknown.  

160.  

Marie-Amélie, Queen of the French 

(1782-1866, née Principessa di 

Borbone-Napoli e delle Due Sicilie). 

1842, Paris. Oil on canvas, 215 x 140 cm. 

Signed, dated and inscribed: fr. 

Winterhalter / fecit Paris 1842. Versailles: 

Musée National du Château.  

161.  

Princesse Adélaïde d’Orléans, dit Mme 

Adélaïde (1777-1847). 1842, Paris. Oil on 

canvas, 215 x 140 cm. Signed and dated 

lower left: Fr Winterhalter 1842. Versailles: 

Musée National du Château.  

162.  

Louis-Philippe d’Orléans, Comte de 

Paris (1838-94). 1842, Paris. Oil on 

canvas, 122 x 96.5 cm. Signed, dated and 

inscribed lower left: fr Winterhalter / Paris 

1842. Private Collection.  

163.  

[with Studio] Henri d’Orléans, Duc 

d’Aumale (1822-97). 1842. Oil on canvas. 

Present location unknown.  

164.  

Victoria, Queen of the Great Britain & 

Ireland (1819-1901). 1842, London. Oil 

on canvas, 133.4 x 97.8 cm. Signed and 

dated lower right: Fr Winterhalter. / 1842. 

Collection of HM Queen Elizabeth II.  

165.  

Victoria, Queen of the Great Britain & 

Ireland (1819-1901). 1842, London. Oil 

on canvas, 133 x 97 cm. Signed and dated 

lower right: F. Winterhalter / London 1842. 

Versailles: Musée National du Château.  
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166.  

Victoria, Queen of the Great Britain & 

Ireland (1819-1901). 1842, London. Oil 

on canvas. Present location unknown.  

167.  

Victoria, Queen of the Great Britain & 

Ireland (1819-1901). 1842, London. Oil 

on canvas. Signed, dated and inscribed 

lower right: fr Winterhalter / London 1842. 

Private Collection. 

168.  

Prince Albert the Prince Consort (1819-

61). 1842, London. Oil on canvas, 132.7 x 

97.2 cm. Signed and dated lower left: F 

Winterhalter / London 1842. Collection of 

HM Queen Elizabeth II.  

169.  

Prince Albert the Prince Consort (1819-

61). 1842, London. Oil on canvas, 132 x 

97 cm. Signed and dated lower left: F 

Winterhalter / London 1842. Versailles: 

Musée National du Château.  

170.  

Prince Albert the Prince Consort (1819-

61). 1842, London. Oil on canvas. Present 

location unknown.  

171.  

Prince Albert the Prince Consort (1819-

61). 1842, London. Oil on canvas. Signed, 

dated and inscribed lower left: fr 

Winterhalter / London 1842. Private 

Collection. 

172.  

Victoria, Princess Royal (1840-1901, 

later Empress of Germany & Queen of 

Prussia). 1842, London. Oil on canvas, 

79.1 x 61.6 cm. Signed and dated lower 

right: F Winterhalter 1842. Collection of 

HM Queen Elizabeth II.  

173.  

Alexandrine Fürstin von Sachsen-

Coburg und Gotha (1820-1904, née 

Prinzessin von Baden). 1842, London. Oil 

on canvas, 125.6 x 103.5 cm. Signed and 

dated lower left: F Winterhalter / London 

1842. Collection of HM Queen Elizabeth II.  

174.  

Lord Henry Somerset, 7th Duke of 

Beaufort (1792-1853). 1843. Oil on 

canvas, 233 x 142 cm. Signed and dated 

lower right: Fr Winterhalter / 1843. Private 

Collection.  

175.  

Leopold I, King of the Belgians (1790-

1865). 1843. Oil on canvas, 320 x 179 cm. 

Signed and dated lower right: fr 

Winterhalter 1843. Private Collection. 

176.  

Gabrielle Seillière, Princesse Berghes 

de St Winnock (1825-99). Ca. 1843-44. 

Oil on canvas. Present location unknown.  

177.  

[with Studio] Louis-Philippe, King of the 

French (1773-1850). 1843-44, Paris. Oil 

on canvas, 105 x 70 cm. Versailles: Musée 

National du Château.  

178.  

[with Studio] Louis-Philippe, King of the 

French (1773-1850). 1843-44, Paris. Oil 

on canvas. Present location unknown.  

179.  

[with Studio] Louis-Philippe, King of the 

French (1773-1850). 1843-44, Paris. Oil 

on canvas. Present location unknown.  

180.  

[with Studio] Louis-Philippe, King of the 

French (1773-1850). 1843-44, Paris. Oil 

on canvas. Present location unknown.  

181.  

[with Studio] Louis-Philippe, King of the 

French (1773-1850). Ca.1843-44, Paris. 

Oil on canvas, 230 x 120 cm. Present 

location unknown.  

182.  

[with Studio] Marie-Amélie, Queen of 

the French (1782-1866, née Principessa 



388 
 

di Borbone-Napoli e delle Due Sicilie). 

1843, Paris. Oil on canvas. Present 

location unknown.  

183.  

[with Studio] Marie-Amélie, Queen of 

the French (1782-1866, née Principessa 

di Borbone-Napoli e delle Due Sicilie). 

1843, Paris. Oil on canvas. Present 

location unknown.  

184.  

Ferdinand, Duc d’Orléans (1810-42). 

1843, Paris. Oil on canvas, 218 x 140 cm. 

Versailles: Musée National du Château.  

185.  

[with Studio] Louis-Philippe d’Orléans, 

Comte de Paris (1838-94). 1843-44, 

Paris. Oil on canvas. Present location 

unknown.  

186.  

Robert d’Orléans, Duc de Chartres 

(1840-1910). 1843. Oil on canvas, 112 x 

80 cm. Signed and dated lower left: f 

Winterhalter /1843. Private Collection.  

187.  

Louis d’Orléans, Duc de Nemours (1814-

96). 1843. Oil on canvas, 215 x 140 cm. 

Signed and dated lower left: fr 

Winterhalter. 1843. Versailles: Musée 

National du Château.  

188.  

[with Studio] Louis d’Orléans, Duc de 

Nemours (1814-96). 1843-44, Paris. Oil 

on canvas, 92 x 74 cm. Versailles: Musée 

National du Château.  

189.  

François d’Orléans, Prince de Joinville 

(1818-1900). 1843. Oil on canvas, 215 x 

140 cm. Signed and dated 1843. 

Versailles: Musée National du Château.  

190.  

Françoise, Princesse de Joinville (1824-

98, née Dona de Bragança, Infanta de 

Portugal, Princesa do Brasil). 1843-44, 

Paris. Oil on canvas, 215 x 140 cm. 

Compiègne: Musée National du Château.  

191.  

Henri d’Orléans, Duc d’Aumale (1822-

97). 1843-45. Oil on canvas. Present 

location unknown (presumably destroyed 

at the Palais des Tuileries, February 1848).  

192.  

Victoria, Queen of Great Britain & 

Ireland (1819-1901). 1843, London. Oil 

on canvas, 273.1 x 161.6 cm. Signed and 

dated: F Winterhalter / 1843. Collection of 

HM Queen Elizabeth II.  

193.  

Victoria, Queen of the Great Britain & 

Ireland (1819-1901). 1843, London. Oil 

on canvas, 65.4 x 53.3 cm. Signed and 

dated lower left: Fr Winterhalter / 1843. 

Collection of HM Queen Elizabeth II.  

194.  

Prince Albert the Prince Consort (1819-

61). 1843, London. Oil on canvas, 274.3 x 

162.6 cm. Signed: F Winterhalter. 

Collection of HM Queen Elizabeth II.  

195.  

Albert Edward, the Prince of Wales 

(1841-1910, later Edward VII, King of 

Great Britain & Ireland). 1843, London. 

Oil on canvas, 128.3 x 102.9 cm. Signed 

and dated: F Winterhalter / 1843. 

Collection of HM Queen Elizabeth II.  

196.  

Victoria, Duchess of Kent (1786-1861, 

née Prinzessin von Sachsen-Coburg-

Saalfeld, fmr Fürstin zu Leiningen). 

1843, Frogmore, nr London. Oil on canvas, 

241 x 145 cm. Signed, dated and 

inscribed: Fr Winterhalter / Frogmore 

1843. Private Collection.  

197.  

Victoria, Duchess of Kent (1786-1861, 

née Prinzessin von Sachsen-Coburg-

Saalfeld, fmr Fürstin zu Leiningen). 

1843, Paris. Oil on canvas, 238.8 x 143.3 
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cm. Signed: F Winterhalter. Collection of 

HM Queen Elizabeth II.  

198.  

Mlle Adèle Anna Hagermann (1825-98, 

later Comtesse Jacques Robert de 

Pourtalès). Ca. 1843. Oil on canvas. 

Private Collection.  

199.  

Constance Nompar de Caumont La 

Force, Marquise de La Grange et de 

Fourilles (1801-69). 1843. Oil on canvas. 

Signed and dated lower right: f. 

Winterhalter / 1843. Present location 

unknown.  

200.  

Emilie Sieyes, Baronne de Lespérut 

(1819-84). Ca. 1843. Oil on canvas. 

Present location unknown.  

201.  

Fréderique von Kerstorf, Mme Planat de 

la Faye (1805-93). Ca. 1843-44. Oil on 

canvas, 65.0 x 54.0 cm. Private Collection.  

202.  

M. Nicolas Louis Planat de la Faye 

(1784-1864). Ca. 1843-44. Oil on canvas, 

65.0 x 54.0 cm. Private Collection.  

203.  

Leonilla Fürstin zu Sayn-Wittgenstein-

Sayn (1816-1918, née Princess 

Bariatinskaia). 1843, Paris. Oil on 

canvas, 142 x 212 cm. Signed, dated and 

inscribed: fr Winterhalter / Paris 1843. Los 

Angeles, CA: The J. Paul Getty Museum.  

204.  

Leonilla Fürstin zu Sayn-Wittgenstein-

Sayn (1816-1918, née Princess 

Bariatinskaia). Ca. 1843. Oil on canvas, 

56 x 43 cm. Private Collection.  

205.  

Leonilla Fürstin zu Sayn-Wittgenstein-

Sayn (1816-1918, née Princess 

Bariatinskaia). 1843. Oil on canvas. 

Present location unknown.  

206.  

Countess Julia Pavlovna Samoilova 

(1803-75, née Countess von der Pahlen). 

Ca. 1843-44. Oil on canvas. Present 

location unknown.  

207.  

[with Studio] Philippe Alexandre Herzog 

von Württemberg (1838-1917). 1843-44, 

Paris. Oil on canvas. Present location 

unknown.  

208.  

Aimée-Louise Gudin de La Sablonière, 

Mme André (1806-73). Ca. 1844-45. Oil 

on canvas, 161.5 x 115.5 cm. Signed lower 

middle right: F Winterhalter. Paris: Musée 

Jacquemart-André.  

209.  

Lord Henry William Paget, 1st Marquess 

of Anglesey (1768-1854). Ca. 1844-45. 

Oil on canvas, 28 x 24 in. Private 

Collection.  

210.  

Hortense, Baroness Ashburton (d. 1882, 

née Mlle Maret de Bassano). Ca. 1844. 

Oil on canvas. Private Collection.  

211.  

Louise Walther. Baronne Bartholdi-

Walther (1803-75). Ca. 1844. Oil on 

canvas. Present location unknown.  

212.  

[with Studio] Louise-Marie, Queen of the 

Belgians (1812-50, née Princesse 

d’Orléans). 1844-45, Paris. Oil on canvas, 

215 x 140 cm. Versailles: Musée National 

du Château.  

213.  

[with Studio] Louise-Marie, Queen of the 

Belgians (1812-1850, née Princesse 

d’Orléans). 1844, Paris. Oil on canvas, 

135 x 98 cm. Collection of HM Philippe I, 

King of the Belgians.  
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214.  

Léopold de Belgique, Duc de Brabant 

(1833-1909, later Léopold II, King of 

the Belgians). 1844, Paris. Oil on canvas, 

142 x 101 cm. Signed lower right: F 

Winterhalter. Collection of HM Philippe I, 

King of the Belgians.  

215.  

Léopold de Belgique, Duc de Brabant 

(1833-1909, later Léopold II, King of 

the Belgians). 1844, Paris. Oil on canvas, 

48.9 x 40 cm. Collection of HM Queen 

Elizabeth II.  

216.  

Philippe de Belgique, Comte de 

Flanders (1837-1905). 1844, Paris. Oil on 

canvas, 139 x 99 cm. Signed and dated 

lower right: F Winterhalter / 1844. 

Collection of HM Philippe I, King of the 

Belgians.  

217.  

Philippe de Belgique, Comte de 

Flanders (1837-1905). 1844, Paris. Oil on 

canvas, 48.9 x 40 cm. Collection of HM 

Queen Elizabeth II.  

218.  

Princesse Charlotte de Belgique (1840-

1927, later Empress of Mexico). 1844, 

Paris. Oil on canvas, 140 x 98 cm. Signed 

and dated lower left: F Winterhalter / Paris 

1844. Collection of HM Philippe I, King of 

the Belgians.   

219.  

Count Aleksei Alekseievitch Bobrinsky 

(1800-68). 1844, Paris. Oil on canvas, 123 

x 93 cm. Signed, dated and inscribed 

lower left: Fr. Winterhalter Paris 29 Sept. 

1844. St Petersburg: The State Hermitage.  

220.  

Princess Maria Ilyinichna Golitzina 

(1822-1907, née Princess Dolgorukova). 

Ca. 1844. Oil on canvas. Signed and dated 

1844. Present location unknown. 

 

  

221.  

Louis-Philippe, Duc de Chartres, à 

Reichenau (after a painting by Auguste 

Couder (1790-1873)). 1844. Oil on 

canvas. Present location unknown.  

222.  

[with Studio] Louis-Philippe, King of the 

French (1773-1850). 1844, Paris. Oil on 

canvas. Present location unknown.  

223.  

[with Studio] Marie-Amélie, Queen of 

the French (1782-1866, née Principessa 

di Borbone-Napoli e delle Due Sicilie). 

1844, Paris. Oil on canvas. Present 

location unknown.  

224.  

[with Studio] Hélène, Duchesse 

d’Orléans (1814-58, née Prinzessin von 

Mecklenburg-Schwerin), with her son, 

Louis-Philippe d’Orléans, Comte de 

Paris (1838-94). 1844, Paris. Oil on 

canvas. Present location unknown.  

225.  

[with Studio] Hélène, Duchesse 

d’Orléans (1814-58, née Prinzessin von 

Mecklenburg-Schwerin), with her son, 

Louis-Philippe d’Orléans, Comte de 

Paris (1838-94). 1844, Paris. Oil on 

canvas, 248 x 130 cm. Private Collection.  

226.  

[with Studio] Louis d’Orléans, Duc de 

Nemours (1814-96). 1844-45, Paris. Oil 

on canvas, 217 x 128 cm. Present location 

unknown.  

227.  

[with Studio] Victoire, Duchesse de 

Nemours (1822-57, née Prinzessin von 

Sachsen-Coburg und Gotha). 1844-45, 

Paris. Oil on canvas, 218 x 143 cm. Private 

Collection.  

228.  

Françoise, Princesse de Joinville (1824-

98, née Dona de Bragança, Infanta de 

Portugal, Princesa do Brasil). 1844, 

Paris. Oil on canvas, 92 x 74 cm. Signed, 
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dated and inscribed lower right: fr 

Winterhalter / Paris 1844. Versailles: 

Musée National du Château.  

229.  

[with Studio] Françoise, Princesse de 
Joinville (1824-98, née Dona de 
Bragança, Infanta de Portugal, 
Princesa do Brasil). 1844, Paris. Oil on 
canvas, 92 x 74 cm. Present location 
unknown. 
 

230.  

Antoine d’Orléans, Duc de Montpensier 

(1824-90). 1844, Paris. Oil on canvas, 215 

x 137 cm. Signed, dated and inscribed 

lower left: Fr Winterhalter / Paris 1844. 

Versailles: Musée National du Château.  

231.  

[with Studio] Antoine d’Orléans, Duc de 

Montpensier (1824-90). 1844, Paris. Oil 

on canvas, 150 x 112 cm. Signed and 

dated lower left: Fr Winterhalter. 1844. 

Private Collection.  

232.  

Reception of Louis-Philippe, King of the 

French, at Windsor Castle, 8 October 

1844. 1844-1845, London and Paris. Oil 

on canvas, 345 x 480 cm. Versailles: 

Musée National du Château.  

233.  

Study for Reception of Louis-Philippe, 

King of the French, at Windsor Castle. 

Ca. 1844. Oil on canvas. Present location 

unknown.  

234.  

Frances Countess of Gainsborough 

(1818-85, née Lady Frances Jocelyn). 

1844-1845. Oil on canvas, 132 x 96 cm. 

Signed and dated as painted in 1844. 

Private Collection.  

235.  

Victoria, Queen of the Great Britain & 

Ireland (1819-1901). 1844. Oil on 

canvas, 36.2 x 26.4 cm. Collection of HM 

Queen Elizabeth II.  

 

236.  

 [Proposed Portrait of] Sir William 

Magnay, 1st Bt (1797-1871), The Lord 

Mayor of London. Ca. 1844. Oil on 

canvas. Unfinished / unrealised.  

237.  

Jacquelin Maillé de La Tour-Landry, 3e 

Duc de Maillé (1815-74). Ca. 1844-45. 

Oil on canvas. Present location unknown.  

238.  

Jeanne d’Osmond, Duchesse de Maillé 

(1827-99). Ca. 1844-45. Oil on canvas. 

Present location unknown.  

239.  

The Prime-Ministers: Arthur Wellesley, 

1st Duke of Wellington (1769-1852) with 

Sir Robert Peel, Bt (1788-1850). 1844. 

Oil on canvas, 149.5 x 97.8 cm. Signed: F 

Winterhalter. Collection of HM Queen 

Elizabeth II.  

240.  

Portrait of a Lady. 1844. Oil on canvas, 

130.0 x 98.0 cm. Signed and dated lower 

right: F Winterhalter 1844. Private 

Collection.  

241.  

Élisa-Henriette Sartoris, Comtesse des 

Acres de L'Aigle (1815-96). Ca. 1845. Oil 

on canvas. Present location unknown.  

242.  

M. Ernst André (1803-64). Ca. 1845. Oil 

on canvas, 99 x 75.5 cm. Signed lower left: 

f. Winterhalter. Paris: Musée Jacquemart-

André.  

243.  

M. Edouard André (1833-94). Ca. 1845-

49. Oil on canvas. Present location 

unknown.  

244.  

M. Jean André (1794-1850). 1845. Oil on 

canvas, 86.5 x 68.5 cm. Private Collection.  
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245.  

Jenny Fontenilliat, Duchesse 

d’Audiffret -Pasquier (1825-1903). Ca. 

1845. Oil on canvas. Private Collection.  

246.  

[with Studio] Leopold I, King of the 

Belgians (1790-1865). 1845, Paris. Oil on 

canvas. Present location unknown.  

247.  

[with Studio] Louise-Marie, Queen of the 

Belgians (1812-50, née Princesse 

d’Orléans). 1845, Paris. Oil on canvas. 

Present location unknown.  

248.  

[with Studio] Louise-Marie, Queen of the 

Belgians (1812-50, née Princesse 

d’Orléans). 1845, Paris. Oil on canvas. 

Present location unknown. 

249.  

Sophie Mélanie de Coëhorn, Baronne de 

Bussière (1802-80). Ca. 1845-46. Oil on 

canvas. Present location unknown.  

250.  

Mme de la Faulette. Ca. 1845-46. Oil on 

canvas. Present location unknown.  

251.  

Helene Freifreiin von Fabrice (1825-98, 

née Gräfin von Reichenbach-Lessonitz). 

1845, Paris. Oil on canvas, 98.0 x 75.0 

cm. Signed, dated and inscribed lower 

right: F Winterhalter / Paris 1845. Private 

Collection.  

252.  

Oswald Freiherr von Fabrice (1820-98). 

Ca. 1845. Oil on canvas. Present location 

unknown.  

253.  

Louis-Philippe, King of the French 

(1773-1850). 1845, Paris. Oil on canvas, 

243.8 x 153.4 cm. Signed and dated: F 

Winterhalter. / 1845. Collection of HM 

Queen Elizabeth II.  

254.  

[Possibly with Studio] Louis-Philippe, 

King of the French (1773-1850). 1845, 

Paris. Oil on canvas, 218 x 150 cm. 

Versailles: Musée National du Château.  

255.  

[with Studio] Louis-Philippe, Duc de 

Chartres, à Reichenau (after a painting 

by Auguste Couder (1790-1873)). 1845, 

Paris. Oil on canvas. Present location 

unknown.  

256.  

[with Studio] Louis-Philippe, Duc de 

Chartres, à Reichenau (after a painting 

by Auguste Couder (1790-1873)). 1845, 

Paris. Oil on canvas, 105 x 70 cm. 

Chantilly: Musée Condé.  

257.  

[with Studio] Louis-Philippe, King of the 

French (1773-1850). 1845, Paris. Oil on 

canvas. Present location unknown.  

258.  

[with Studio] Louis-Philippe, King of the 

French (1773-1850). 1845, Paris. Oil on 

canvas, 220 x 120 cm. Private Collection.  

259.  

[with Studio] Louis-Philippe, King of the 

French (1773-1850). 1845-46, Paris. Oil 

on canvas. Present location unknown. 

260.  

[with Studio] Louis-Philippe, King of the 

French (1773-1850). 1845-46, Paris. Oil 

on canvas. Present location unknown.  

261.  

[with Studio] Louis-Philippe, King of the 

French (1773-1850). 1845-46, Paris. Oil 

on canvas, 125 x 96.5 cm. Chantilly: 

Musée Condé.  

262.  

[with Studio] Marie-Amélie, Queen of 

the French (1782-1866, née Principessa 

di Borbone-Napoli e delle Due Sicilie). 
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1845, Paris. Oil on canvas, 220 x 122 cm. 

Private Collection.  

263.  

[with Studio] Marie-Amélie, Queen of 

the French (1782-1866, née Principessa 

di Borbone-Napoli e delle Due Sicilie). 

1845-46, Paris. Oil on canvas. Present 

location unknown.  

264.  

[with Studio] Marie-Amélie, Queen of 

the French (1782-1866, née Principessa 

di Borbone-Napoli e delle Due Sicilie). 

1845-46, Paris. Oil on canvas. Present 

location unknown.  

265.  

[with Studio] Princesse Adélaïde 

d’Orléans, dit Mme Adélaïde (1777-

1847). 1845, Paris. Oil on canvas. Present 

location unknown.  

266.  

[with Studio] Hélène, Duchesse 

d’Orléans (1814-58, née Prinzessin von 

Mecklenburg-Schwerin), with her son, 

Louis-Philippe d’Orléans, Comte de 

Paris (1838-94). 1845, Paris. Oil on 

canvas, 218 x 142 cm. Compiègne: Musée 

National du Château.  

267.  

[with Studio] Louis d’Orléans, Duc de 

Nemours (1814-96). 1845, Paris. Oil on 

canvas, 218 x 152 cm. Compiègne: Musée 

National du Château.  

268.  

[with Studio] Victoire, Duchesse de 

Nemours (1822-57), née Prinzessin von 

Sachsen-Coburg und Gotha. 1845, Paris. 

Oil on canvas. Present location unknown.  

269.  

Gaston d’Orléans, Comte d’Eu (1842-

1922). 1845, Paris. Oil on canvas, 147 x 

100 cm. Signed and dated lower right: fr 

Winterhalter / 1845. Versailles: Musée 

National du Château.  

 

270.  

Gaston d’Orléans, Comte d’Eu (1842-

1922). 1845, Paris. Oil on canvas, 76.2 x 

61.6 cm. Collection of HM Queen Elizabeth 

II.  

271.  

François d’Orléans, Prince de Joinville 

(1818-1900). 1845. Oil on canvas, 46 x 35 

cm. Musée de l’Armée, Paris.  

272.  

[with Studio] Henri d’Orléans, Duc 

d’Aumale (1822-97). 1845, Paris. Oil on 

canvas, 210 x 142 cm. Private Collection.  

273.  

[with Studio] Antoine d’Orléans, Duc de 

Montpensier (1824-90). 1845, Paris. Oil 

on canvas. Present location unknown.  

274.  

Louis-Philippe, King of the French, 

Receiving Queen Victoria & Prince 

Albert the Prince Consort at the 

Château d’Eu, 8 September 1845. 1845. 

Oil on canvas, 220.7 x 177.8 cm. Signed 

and dated: F Winterhalter. 1845. Collection 

of HM Queen Elizabeth II.  

275.  

Study for ‘Louis-Philippe, King of the 

French, Receiving Queen Victoria & 

Prince Albert the Prince Consort at the 

Château d’Eu, 8 September 1845’. Ca. 

1845. Oil on canvas. Present location 

unknown.  

276.  

Maria del Consuelo, Condessa de 

Gramedo (1823-88). Ca. 1843-45. Oil on 

canvas, 115 x 85 cm. Compiègne: Musée 

National du Château.  

277.  

Victoria, Queen of the Great Britain & 

Ireland (1819-1901). 1845. Oil on 

canvas, 221.6 x 126.4 cm. Collection of 

HM Queen Elizabeth II.  
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278.  

[with Studio] Victoria, Queen of the 

Great Britain & Ireland (1819-1901). 

1844-45, Paris. Oil on canvas, 218 x 127 

cm. Private Collection.  

279.  

Victoria, Queen of the Great Britain & 

Ireland (1819-1901). 1844-1845. Oil on 

canvas, 91.4 x 64.8 cm. Signed and dated 

lower left: F Winterhalter / 1845. Collection 

of HM Queen Elizabeth II.  

280.  

Queen Victoria with her four eldest 

Children, Victoria, The Princess Royal 

(1840-1901), Princess Alice (1843-78), 

Prince Alfred (1844-1900) & Albert 

Edward, the Prince Of Wales (1841-

1910). 1845. Oil on canvas, 68.6 x 68.3 

cm. Signed and dated: F Winterhalter / 

1845. Collection of HM Queen Elizabeth II.  

281.  

Prince Albert the Prince Consort (1819-

61). 1844-1845. Oil on canvas, 229.9 x 

141.9 cm. Collection of HM Queen 

Elizabeth II.  

282.  

[with Studio] Prince Albert the Prince 

Consort (1819-61). 1844-45, Paris. Oil on 

canvas, 218 x 127 cm. Private Collection.  

283.  

Prince Albert the Prince Consort (1819-

61). 1845. Oil on canvas, 91.8 x 65.1 cm. 

Signed and dated lower left: F Winterhalter 

/ 1845. Collection HM Queen Elizabeth II.  

284.  

Alice, Princess of Great Britain & 

Ireland (1843-78, later Grand Duchess 

of Hesse & by the Rhine), in 18th 

Century Dress. 1845, London. Oil on 

canvas, 73.7 x 53 cm. Signed and dated 

lower right: F Winterhalter 1845. Private 

Collection.  

285.  

Alice, Princess of Great Britain & 

Ireland (1843-78, later Grand Duchess 

of Hesse & by the Rhine), with a Dog. 

1845, London. Oil on canvas, 80 x 61.9 

cm. Signed and dated: F Winterhalter 

1845. Collection of HM Queen Elizabeth II.  

286.  

Mme la Comtesse d’Humières. Ca. 1845-

46. Oil on canvas. Present location 

unknown.  

287.  

The Sisters (Marguerite and Ellen 

Power). Ca. 1840-1845. Oil on canvas. 

Present location unknown.  

288.  

August Prinz von Sachsen-Coburg und 

Gotha (1818-81). 1845-46. Oil on canvas, 

215 x 140 cm. Versailles: Musée National 

du Château.  

289.  

[with Studio] August Prinz von Sachsen-

Coburg und Gotha (1818-81). 1845, 

Paris. Oil on canvas. Present location 

unknown.  

290.  

[with Studio] Clémentine Prinzessin von 

Sachsen-Coburg und Gotha (1817-1907, 

née Princesse d’Orléans). 1845, Paris. Oil 

on canvas. Present location unknown.  

291.  

Lieutenant-Général Comte Louis-Ernest 

de Sparre (1780-1845). Ca. 1845. Oil on 

canvas. Signed lower right: fr Winterhalter. 

Private Collection. 

292.  

Caroline Naldi, Comtesse de Sparre 

(d.1876). Ca. 1845. Oil on canvas. Present 

location unknown.  

293.  

[with Studio] Marie Herzogin von 

Württemberg (1813-39, née Princesse 

d’Orléans), with her son, Philipp 

Herzog von Württemberg (1838-1917). 

1845, Paris. Oil on canvas, 215 x 143 cm. 

Versailles: Musée National du Château.  
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294.  

[with Studio] Marie Herzogin von 

Württemberg (1813-39, née Princesse 

d’Orléans). 1845, Paris. Oil on canvas. 

Present location unknown.  

295.  

Alexander Herzog von Württemberg 

(1804-81). 1845. Oil on canvas, 95.5 x 63 

cm. Donndorf: Schloss Fantaisie. 

296.  

Leopold I, King of the Belgians (1790-

1865). 1845-46, Paris. Oil on canvas, 

243.8 x 153 cm. Signed and dated lower 

left: F Winterhalter 1846. Collection of HM 

Queen Elizabeth II.  

297.  

Leopold I, King of the Belgians (1790-

1865). 1846, Paris. Oil on canvas, 245 x 

153 cm. Signed and dated lower left: F 

Winterhalter 1846. Collection of HM 

Philippe I, King of the Belgians.  

298.  

[with Studio] Leopold I, King of the 

Belgians (1790-1865). 1846, Paris. Oil on 

canvas, 215 x 135 cm. Versailles: Musée 

National du Château.  

299.  

[with Studio] Louise-Marie, Queen of the 

Belgians (1812-50, née Princesse 

d’Orléans). 1846. Oil on canvas. Present 

location unknown.  

300.  

[with Studio] Léopold de Belgique, Duc 

de Brabant (1833-1909, later Léopold 

II, King of the Belgians). 1845-46. Oil on 

canvas. Present location unknown.  

301.  

[with Studio] Philippe de Belgique, 

Comte de Flanders (1837-1905). 1845-

46. Oil on canvas. Present location 

unknown.  

 

 

302.  

[with Studio] Charlotte Princesse de 

Belgique (1840-1927, later Empress of 

Mexico). Ca. 1845-46. Oil on canvas, 93.0 

x 64.0 cm. Private Collection.  

303.  

Pierre Marie Taillepied, Comte de 

Bondy (1766-1847). Ca. 1846. Oil on 

canvas. Private Collection.  

304.  

Baronne Marguerite Renouard de 

Buissière (1840-1926, later Comtesse 

Auguste de Pourtalès). 1846. Oil on 

canvas, 146 x 114 cm. Signed and dated 

lower left: fr Winterhalter 1846. Private 

Collection.  

305.  

Study for the ‘Portrait of Baronne 

Marguerite Renouard de Bussière 

(1840-1926, later Comtesse Auguste de 

Pourtalès)’. Ca. 1846. Oil on canvas, 40 x 

30 cm. Private Collection.  

306.  

[with Studio] Louis-Philippe, King of the 

French (1773-1850). 1846, Paris. Oil on 

canvas, 215 x 140 cm. Versailles: Musée 

National du Château.  

307.  

[with Studio] Marie-Amélie, Queen of 

the French (1782-1866, née Principessa 

di Borbone-Napoli e delle Due Sicilie). 

1846, Paris. Oil on canvas, 215 x 140 cm. 

Versailles: Musée National du Château.  

308.  

[with Studio] Princesse Adélaïde 

d’Orléans, dit Mme Adélaïde (1777-

1847). 1846, Paris. Oil on canvas, 218 x 

145 cm. Compiègne: Musée National du 

Château.  

309.  

[with Studio] Ferdinand d’Orléans, Duc 

d’Orléans (1810-42). 1846, Paris. Oil on 

canvas. Present location unknown.  
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310.  

[with Johann Peter Krafft (1780-1856) 

and studio] Ferdinand d’Orléans, Duc 

d’Orléans (1810-42). 1846, Paris. Oil on 

canvas, 218 x 140 cm. Fontainebleau: 

Musée National du Château.  

311.  

[with Studio] François d’Orléans, Prince 

de Joinville (1818-1900). 1846. Oil on 

canvas. Private Collection.  

312.  

[with Studio] François d’Orléans, Prince 

de Joinville (1818-1900). 1846. Oil on 

canvas, 215 x 140 cm. Versailles: Musée 

National du Château.  

313.  

[with Studio] François d’Orléans, Prince 

de Joinville (1818-1900). 1846. Oil on 

canvas. Present location unknown.  

314.  

[with Studio] Françoise, Princesse de 

Joinville (1824-98, née Dona de 

Bragança, Infanta de Portugal, 

Princesa do Brasil). 1846. Oil on canvas. 

Private Collection.  

315.  

[with Studio] Françoise, Princesse de 

Joinville (1824-98, née Dona de 

Bragança, Infanta de Portugal, 

Princesa do Brasil). 1846, Paris. Oil on 

canvas, 215 x 140 cm. Versailles: Musée 

National du Château.  

316.  

[with Studio] Henri d’Orléans, Duc 

d’Aumale (1822-97). 1846, Paris. Oil on 

canvas, 215 x 140 cm. Versailles: Musée 

National du Château.  

317.  

Marie-Caroline, Duchesse d’Aumale 

(1822-69, née Principessa di Borbone-

Napoli e delle Due Sicilie). 1845-1846, 

Paris. Oil on canvas, 215 x 142 cm. 

Compiègne: Musée National du Château.  

 

318.  

[with Studio] Marie-Caroline, Duchesse 

d’Aumale (1822-69, née Principessa di 

Borbone-Napoli e delle Due Sicilie). 

1846, Paris. Oil on canvas, 218 x 142 cm. 

Private Collection.  

319.  

[with Studio] Marie-Caroline, Duchesse 

d’Aumale (1822-69, née Principessa di 

Borbone-Napoli e delle Due Sicilie). 

1846, Paris. Oil on canvas, 215 x 142 cm. 

Compiègne: Musée National du Château.  

320.  

[with Studio] Antoine d’Orléans, Duc de 

Montpensier (1824-90). 1846. Oil on 

canvas, 80 x 52.5 cm. Private Collection.  

321.  

[with Studio] Antoine d’Orléans, Duc de 

Montpensier (1824-90). 1846, Paris. Oil 

on canvas, 105 x 71 cm. Versailles: Musée 

National du Château.  

322.  

[with Studio] Antoine d’Orléans, Duc de 

Montpensier (1824-90). 1846, Paris. Oil 

on canvas, 218 x 142 cm. Compiègne: 

Musée National du Château.  

323.  

[with Studio] Reception of Louis-

Philippe, King of the French, at 

Windsor Castle, 8 October 1844. 1846, 

Paris. Oil on canvas, 218 x 283 cm. Private 

Collection.  

324.  

[Possibly with Studio] Reception of 

Louis-Philippe, King of the French, at 

Windsor Castle, 8 October 1844. 1846-

1847, Paris. Oil on canvas, 96.8 x 188 cm. 

Collection of HM Queen Elizabeth II.  

325.  

The Royal Family. 1846, London. Oil on 

canvas, 260.2 x 316.9 cm. Signed and 

dated: F Winterhalter Dec 1846. Collection 

of HM Queen Elizabeth II.  
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326.  

Queen Victoria (1819-1901) with Albert 

Edward, Prince of Wales (1841-1910). 

1846, London. Oil on canvas, 236.2 x 

146.1 cm. Signed and dated: F 

Winterhalter / 1846. Collection of HM 

Queen Elizabeth II.  

327.  

Prince Albert the Prince Consort (1819-

61). 1846-47, London. Oil on canvas, 

237.5 x 147.5 cm. Signed and dated: 

Winterhalter 1846. Port Sunlight: Lady 

Lever Art Gallery, National Museums and 

Galleries on Merseyside.  

328.  

Albert Edward, Prince of Wales (1841-

1910), later Edward VII, King of Great 

Britain & Ireland. 1846, London. Oil on 

canvas, 127.3 x 88.3 cm. Signed and 

dated: F Winterhalter / 1846. Collection of 

HM Queen Elizabeth II.  

329.  

Alfred, Prince of Great Britain & 

Ireland, Duke of Edinburgh (1844-

1900). 1846, London. Oil on canvas, 73.7 

x 62.2 cm. Collection of HM Queen 

Elizabeth II.  

330.  

[with Studio] Victoria, Duchess of Kent 

(1786-1861, née Prinzessin von 

Sachsen-Coburg-Saalfeld, fmr Fürstin 

zu Leiningen). 1846, Paris. Oil on canvas, 

238.8 x 143.3 cm. Versailles: Musée 

National du Château.  

331.  

Princess Mary Adelaide of Cambridge 

(1833-97, later Duchess of Teck). 1846-

47, London. Oil on canvas, 62.5 x 51.4 

cm. Signed and dated: F Winterhalter / 

1846. Collection of HM Queen Elizabeth II.  

332.  

Augusta Großherzogin von Mecklenburg 

-Strelitz (1822-1916, née Princess of 

Cambridge). 1846, Windsor. Oil on 

canvas, 74.5 x 62 cm. Signed lower right: 

Fr Winterhalter. Dresden: Staatliche 

Kunstsammlungen. 

333.  

Marie Großherzogin von Mecklenburg-

Strelitz (1796-1880, née Prinzessin von 

Hessen-Kassel). Ca. 1846. Oil on canvas. 

Present location unknown.  

334.  

Augusta Prinzessin von Preußen (1811-

90, née Prinzessin von Sachsen-

Weimar-Eisenach, later Empress of 

Germany & Queen of Prussia). 1846, 

Windsor. Oil on canvas, 45.8 x 35.7 cm. 

Signed lower left: Fr. Winterhalter. Private 

Collection.  

335.  

Augusta Prinzessin von Preußen (1811-

90, née Prinzessin von Sachsen-

Weimar-Eisenach, later  Empress of 

Germany & Queen of Prussia). 1846, 

Windsor. Oil on canvas, 46 x 36.2 cm. 

Signed, lower left: F Winterhalter. HM 

Queen Elizabeth II.  

336.  

[with Studio] August Prinz von Sachsen-

Coburg und Gotha (1818-81). 1846. Oil 

on canvas. Present location unknown.  

337.  

Clémentine Prinzessin von Sachsen-

Coburg und Gotha (1817-1907, née 

Princesse d’Orléans). 1846, Paris. Oil on 

canvas, 215 x 140 cm. Versailles: Musée 

National du Château.  

338.  

[with Studio] Leopold I, King of the 

Belgians (1790-1865). Ca. 1847-48. Oil 

on canvas. Present location unknown.  

339.  

Louis-Philippe, King of the French 

(1773-1850). 1847. Oil on canvas. Present 

location unknown.  

340.  

Louis-Philippe, King of the French 

(1773-1850). 1847-48. Oil on canvas, 90 x 
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60 cm. Signed and dated lower right: Fr 

Winterhalter / 1847. Private Collection.  

341.  

[with Charles-Edouard Boutibonne 

(1816-1897) and Studio] Marie-Amélie, 

Queen of the French (1782-1866, née 

Principessa di Borbone-Napoli e delle 

Due Sicilie). 1847-1848, Paris. Oil on 

canvas, 218 x 142 cm. Compiègne: Musée 

National du Château.  

342.  

[with Studio] Marie-Amélie, Queen of 

the French (1782-1866, née Principessa 

di Borbone-Napoli e delle Due Sicilie). 

1847-1848, Paris. Oil on canvas, 218 x 

145 cm. Fontainebleau: Musée National 

du Château.  

343.  

[with Hermann Goldschmidt (1802-66) 

and Studio] Hélène, Duchesse d’Orléans 

(1814-58, née Prinzessin von 

Mecklenburg-Schwerin), with her son, 

Louis-Philippe d’Orléans, Comte de 

Paris (1838-94). 1847-1848, Paris. Oil on 

canvas, 218 x 140 cm. Fontainebleau: 

Musée National du Château.  

344.  

[with Studio] Hélène, Duchesse 

d’Orléans (1814-58, née Prinzessin von 

Mecklenburg-Schwerin). 1847-1848, 

Paris. Oil on canvas. Present location 

unknown.  

345.  

Robert d’Orléans, Duc de Chartres 

(1840-1910). Ca. 1847-48, Paris. Oil on 

canvas, 146.5 x 98.5 cm. Private 

Collection.  

346.  

[with Studio] Louis d’Orléans, Duc de 

Nemours (1814-96). 1847-1848, Paris. Oil 

on canvas. Present location unknown. 

347.  

[with Studio] Françoise, Princesse de 

Joinville (1824-98, née Dona de 

Bragança, Infanta de Portugal, 

Princesa do Brasil). 1847-1848, Paris. 

Oil on canvas, 90 x 70 cm. Versailles: 

Musée National du Château.  

348.  

[with Studio] Henri d’Orléans, Duc 

d’Aumale (1822-97). 1847-1848. Oil on 

canvas, 90 x 70 cm. Beauvais: Musée 

départemental de l'Oise.  

349.  

[with Studio] Henri d’Orléans, Duc 

d’Aumale (1822-97). Ca. 1847-48. Oil on 

canvas. Present location unknown.  

350.  

[with Studio] Marie-Caroline, Duchesse 

d’Aumale (1822-69), née Principessa di 

Borbone-Napoli e delle Due Sicilie. 

1847-1848. Oil on canvas, 95 x 70 cm. 

Versailles: Musée National du Château.  

351.  

[with Studio] Antoine d’Orléans, Duc de 

Montpensier (1824-90). 1847-1848. Oil 

on canvas. Present location unknown.  

352.  

Louise Fernande, Duchesse de 

Montpensier (1832-97, née  Infanta de 

España). 1847. Oil on canvas, 215 x 136 

cm. Versailles: Musée National du 

Château.  

353.  

[with Studio] Louise Fernande, 

Duchesse de Montpensier (1832-97, née  

Infanta de España). 1847, Paris. Oil on 

canvas, 218 x 142 cm. Compiègne: Musée 

National du Château.  

354.  

[with Studio] Louise Fernande, 

Duchesse de Montpensier (1832-97, née  

Infanta de España). 1847, Paris. Oil on 

canvas. Present location unknown.  

355.  

[with Studio] Louise Fernande, 

Duchesse de Montpensier (1832-97, née  

Infanta de España). 1847, Paris. Oil on 

canvas. Present location unknown  
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356.  

[with Studio] Louise Fernande, 

Duchesse de Montpensier (1832-97, née  

Infanta de España). 1847-1848. Oil on 

canvas. Present location unknown.  

357.  

Louise Fernande, Duchesse de 

Montpensier (1832-97, née  Infanta de 

España). 1847-1848, Paris. Oil on canvas, 

218 x 149.5 cm. Versailles: Musée 

National du Château.  

358.  

Louise Fernande, Duchesse de 

Montpensier (1832-97, née  Infanta de 

España). 1847-48. Oil on canvas. Present 

location unknown.  

359.  

Louise Fernande, Duchesse de 

Montpensier (1832-97, née  Infanta de 

España). 1847-1848, Paris. Oil on canvas. 

Present location unknown.  

360.  

Victoria, Queen of Great Britain & 

Ireland (1819-1901), in her Wedding 

Veil. 1847, London. Oil on canvas, 53.7 x 

43.4 cm. Signed and dated: Fr 

Winterhalter. Collection of HM Queen 

Elizabeth II.  

361.  

Jeanne d’Osmond, Duchesse de Maillé 

(1827-99). Ca. 1847-48. Oil on canvas. 

Present location unknown.  

362.  

Alexander Graf von Mensdorff-Pouilly 

(1813-71). 1847, London. Oil on canvas, 

54 x 43.2 cm. Signed and dated: F 

Winterhalter / 1847. Collection of HM 

Queen Elizabeth II.  

363.  

Christian Frederick Freiherr von 

Stockmar (1787-1863). 1847. Oil on 

canvas, 61.3 x 51.1 cm. Signed and dated: 

F Winterhalter / 1847. Collection of HM 

Queen Elizabeth II.  

364.  

Contemplation. 1847, London. Oil on 

canvas, 20.8 x 25.4 cm. Signed and dated 

lower left: F Winterhalter / 1847. Collection 

of HM Queen Elizabeth II.  

365.  

Julie des Balbes de Berton de Crillon, 

Comtesse de Levis-Mirepoix (1822-

1900). Ca. 1848-49. Oil on canvas. Private 

Collection.  

366.  

Jeanne d’Osmond, Duchesse de Maillé 

(1827-99). Ca. 1848-1849. Oil on canvas. 

Present location unknown.  

367.  

Jeanne d’Osmond, Duchesse de Maillé 

(1827-99). Ca. 1848-49. Oil on canvas. 

Present location unknown.  

368.  

Baroness Elizaveta Vasilievna 

Meyendorff (1802-72, née Baronne 

d’Hogguer). Ca. 1848-49, London. Oil on 

canvas. Present location unknown.  

369.  

Camille Bachasson, Comte de 

Montalivet (1801-80) and Clémentine de 

Paillard-Ducléré, Comtesse de 

Montalivet (1806-82), Ca. 1848-49. Oil 

on canvas. Private Collection.  

370.  

Clémentine de Pailard-Ducléré, 

Comtesse de Montalivet (1806-82). Ca. 

1847. Oil on canvas. Private Collection.  

371.  

Marie-Louise de Lauberie-Saint-

Germain, Comtesse de Montalivet 

(1769-1850), with her daughter, 

Josephine Bachasson de Montalivet, 

Baronne Tascher de la Pagérie (1806-

52). Ca. 1848-49. Oil on canvas. Private 

Collection.  

 

 



400 
 

372.  

Anna Feodorovna, Grand Duchess of 

Russia (1781-1860, née Juliana 

Prinzessin von Sachsen-Coburg-

Saalfeld). 1848, Boissière. Oil on canvas, 

141 x 96.8 cm. Signed, dated and 

inscribed: F Winterhalter / Boissière 1848. 

Collection of HM Queen Elizabeth II.  

373.  

Clémentine Prinzessin von Sachsen-

Coburg und Gotha (1817-1917, née 

Princesse d’Orléans), with three 

children, Augustus (1843-1907), Philip 

(1844-1921) & Clothilda (1846-1927). 

Ca. 1848. Oil on canvas. Destroyed by fire, 

Palais de Tuileries, in 1848.  

374.  

Philip Prinz von Sachsen-Coburg und 

Gotha (1844-1921). 1848, London. Oil on 

canvas, 47 x 38.1 cm. Collection of HM 

Queen Elizabeth II.  

375.  

Mme Augusta Wichrow. 1848, Zurich. Oil 

on canvas, 94 x 73 cm. Private Collection.  

376.  

Charlotte Viscountess Canning (1817-

61, née Hon. Charlotte Stuart de 

Rothesay). 1849, London. Oil on canvas, 

61.3 x 48.9 cm. Signed and dated lower 

centre: F Winterhalter 1849. Private 

Collection.  

377.  

Emilie Pellapra, Princesse de Chimay 

(1808-71, fmr Comtesse de Brigode). 

1849, Brussels. Oil on canvas, 109 x 92 

cm. Signed, dated and inscribed lower left: 

Fr Winterhalter / Bruxelles 1849. Private 

Collection.  

378.  

Rosalie Riquet de Caraman, Princesse 

de Chimay (1814-72). Ca. 1849. Oil on 

canvas. Present location unknown.  

379.  

Adelaide, Queen of Great Britain & 

Ireland (1792-1849, née Prinzessin von 

Sachsen-Meiningen). 1849, London. Oil 

on canvas. Signed and dated as painted in 

1849. Schweinfürt: The Schäfer Collection.  

380.  

Adelaide, Queen of Great Britain & 

Ireland (1792-1849, née Prinzessin von 

Sachsen-Meiningen). 1849, London. Oil 

on canvas, 91.8 x 71.4 cm. Collection of 

HM Queen Elizabeth II.  

381.  

Princesses Alice, Victoria, Louise and 

Helena. 1849, London. Oil on canvas, 

56.5 x 69.2 cm. Signed and dated lower 

right: Fr Winterhalter 1849. Collection of 

HM Queen Elizabeth II.  

382.  

Albert Edward, the Prince of Wales 

(1841-1910) and Prince Alfred, Duke of 

Edinburgh (1844-90). 1849, London. Oil 

on canvas, 63.5 x 45.4 cm. Signed and 

dated lower right: F Winterhalter / 1849. 

Collection of HM Queen Elizabeth II.  

383.  

Prince Alfred (1844-1890) and Princess 

Helena (1846-1928). 1849, London. Oil 

on canvas, 127.6 x 87.6 cm. Signed and 

dated lower right: F Winterhalter. / 1849. 

Collection of HM Queen Elizabeth II.  

384.  

Prince Alfred (1844-1890) and Princess 

Helena (1846-1928). 1849, London. Oil 

on canvas, 49.1 cm x 34.6 cm. Collection 

of HM Queen Elizabeth II.  

385.  

Helena, Princess of Great Britain & 

Ireland (1846-1923, later Fürstin von 

Schleswig-Holstein-Sondenburg- 

Augustenburg). 1849, London. Oil on 

canvas, 34 x 33.7 cm. Signed and dated 

lower left: F Winterhalter / 1849. Collection 

of HM Queen Elizabeth II.  

386.  

Helena, Princess of Great Britain & 

Ireland (1846-1923, later Fürstin von 

Schleswig-Holstein-Sondenburg-
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Augustenburg). 1849, London. Oil on 

canvas, 21.3 cm diam. Signed: F 

Winterhalter. Collection of HM Queen 

Elizabeth II.  

387.  

Helena, Princess of Great Britain & 

Ireland (1846-1923, later Fürstin von 

Schleswig-Holstein-Sondenburg-

Augustenburg). 1849, London. Oil on 

canvas, 64.5 x 48.6 cm. Signed and dated 

lower left: Fr Winterhalter / 1849. 

Collection of HM Queen Elizabeth II.  

388.  

Victoria, Duchess of Kent (1786-1861, 

née Prinzessin von Sachsen-Coburg-

Saalfeld, fmr Fürstin zu Leiningen). 

1849, London. Oil on canvas, 141.6 x 97.8 

cm. Signed and dated: F Winterhalter / 

1849. Collection of HM Queen Elizabeth II.  

389.  

Augusta, Duchess of Cambridge (1797-

1889, née Prinzessin von Hessen-

Kassel). 1849, London. Oil on canvas, 125 

x 100 cm. Signed & dated lower left: F 

Winterhalter / 1849. Private Collection.  

390.  

Anne Countess Howe (d. 1877, née Miss 

Gore). 1849, Priory. Oil on canvas, 60 x 

48.5 cm. Signed, dated and inscribed 

lower left: Fr Winterhalter / Priory 1849. 

Private Collection.  

391.  

Frances Viscountess Jocelyn (1820-90, 

née Lady Frances Cowper). 1849, 

London. Oil on canvas, 63.2 x 49.8 cm. 

Signed and dated lower right off centre: F. 

Winterhalter 1849. Collection of HM Queen 

Elizabeth II.  

392.  

Augusta Großherzogin von 

Mecklenburg-Strelitz (1822-1916, née 

Princess of Cambridge). 1849. Oil on 

canvas. Present location unknown.  

 

 

393.  

Adolphus Frederick Prinz von 

Mecklenburg-Strelitz (1848-1914). 1849. 

Oil on canvas, 41.0 x 30.8 cm. Signed and 

dated lower left: Fr Winterhalter / 1849. 

Private Collection.  

394.  

Valentine des Balbes de Berton de 

Crillon, Comtesse Pozzo di Borgo (1812-

90). 1849, Paris. Oil on canvas. Private 

Collection.  

395.  

Comte Charles-Jérôme Pozzo di Borgo 

(1791-1879). 1849, Brussels. Oil on 

canvas, 157 x 119 cm. Signed, dated and 

inscribed lower centre: f. Winterhalter. / 

Bruxelles 1849. Private Collection.  

396.  

Léonilla Fürstin zu Sayn-Wittgenstein-

Sayn (1816-1918, née Princess 

Bariatinskaia). Ca. 1849. Oil on canvas, 

97 x 79 cm. Signed lower left: 

F.X.Winterhalter. Private Collection.  

397.  

August Prinz von Sachsen-Coburg-

Gotha (1843-1907). 1849, London. Oil on 

canvas, 34 x 28.9 cm. Collection of HM 

Queen Elizabeth II.  

398.  

Bernhard Fürst von Sachsen-Meiningen 

(1800-1882). Ca. 1849. Oil on canvas. 

Present location unknown.  

399.  

Marie Fürstin von Sachsen-Meiningen 

(1804-88, née Prinzessin von Hessen-

Kassel). Ca. 1849. Oil on canvas. Present 

location unknown.  

400.  

Georg Prinz von Sachsen-Meiningen 

(1826-1914, later Fürst von Sachsen-

Meiningen). Ca. 1849. Oil on canvas. 

Present location unknown.  
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401.  

Augusta Prinzessin von Sachsen-

Meiningen (1843-1919, later Fürstin 

von Sachsen-Altenburg). Ca. 1849. Oil on 

canvas. Present location unknown.  

402.  

Edward Prinz von Sachsen-Weimar-

Eisenach (1823-1902). 1849, London. Oil 

on canvas, 61 x 50.8 cm. Signed and 

dated: F Winterhalter. / 1849. Collection of 

HM Queen Elizabeth II.  

403.  

Valérie de Beaufort-Spontin, Comtesse 

van der Straten-Ponthoz (1811-87). 

1849, Brussels. Oil on canvas, 120 x 88 

cm. Signed, dated, and inscribed lower 

left: Fr Winterhalter / […] 1849. Private 

Collection.  

404.  

Harriet Duchess of Sutherland (1806-

68, née Lady Harriet Howard). 1849, 

London. Oil on canvas, 243.8 x 142.2 cm. 

Private Collection.  

405.  

Lady Alexandrina Sutherland-Leveson-

Gower (02.1848-06.1849). Ca. 1849. Oil 

on canvas. Present location unknown.  

406.  

Elizabeth Duchess of Wellington (1820-

1904, née Lady Elizabeth Hay). 1849, 

London. Oil on canvas, 63.5 x 50.2 cm. 

Signed and dated (presumably 

erroneously), lower left off centre: F 

Winterhalter 1848. Collection of HM Queen 

Elizabeth II.  

407.  

Frédèric, Duc de Beaufort-Spontin 

(1843-1916). 1850, Paris. Oil on canvas, 

81 x 65 cm. Signed and dated as painted 

in Paris in 1850. Private Collection.  

408.  

Therese Freifrau von Bethmann (1824-,  

née Freiin Vrints v. Treuenfeld). Ca. 

1850-51. Oil on canvas. Present location 

unknown.  

409.  

Caroline Baroness Congleton (1822-96, 

née Miss Dawson-Damer). 1850, London. 

Oil on canvas, 53.3 x 43.3 cm. Signed and 

dated lower right: F Winterhalter / 1850. 

Collection of HM Queen Elizabeth II.  

410.  

Sophie Gautier, Mme Delessert (1796-

1877). 1851. Oil on canvas, 109 x 87 cm. 

Signed, dated & inscribed lower right: F 

Winterhalter Paris 1851. Private Collection.  

411.  

Mary, Duchess of Gloucester (1776-

1857, née Princess of Great Britain & 

Ireland). 1850, London. Oil on canvas, 

63.5 x 51.4 cm. Signed and dated: F 

Winterhalter / 1850. Collection of HM 

Queen Elizabeth II.  

412.  

Queen Victoria with Prince Arthur. 

1850, Osborne or London. Oil on canvas, 

59.7 x 75.2 cm. Signed and dated lower 

right: F Winterhalter / 1850. Collection of 

HM Queen Elizabeth II.  

413.  

Prince Albert the Prince Consort (1819-

61). 1850, Osborne. Oil on canvas, 91.4 x 

64.5 cm. Signed, dated & inscribed lower 

left: Fr Winterhalter / Osborne 1850. 

Collection of HM Queen Elizabeth II.  

414.  

Alice, Princess of Great Britain & 

Ireland (1843-78, later Großherzogin 

von Hessen und bei Rhein). 1850, 

London. Oil on canvas, 33.3 cm (circular) 

Signed and dated lower right: F 

Winterhalter / 1851. Collection of HM 

Queen Elizabeth II.  

415.  

Arthur, Prince of Great Britain & 

Ireland, Duke of Connaught (1850-

1942). 1850, London. Oil on canvas, 53.1 
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x 63.2 cm, oval. Signed, dated and 

inscribed: F. Winterhalter / London 1850. 

Rhode Island School of Design, Museum of 

Art.  

416.  

Mlle Amélie Hottinguer (1833-99, later 

Mme Conqueré de Montbrison), and 

Baron Rodolphe Hottinguer (1835-

1920), children of Baron Jean Henri 

Hottinguer (1803-66). Ca. 1850-51. Oil 

on canvas. Present location unknown.  

417.  

Count Wladislaw Krasinski (1844-73) 

and Count Sigismund Krasinski (1846-

64).  1850. Oil on canvas. Present location 

unknown.  

418.  

Emich-Karl Fürst zu Leiningen (1804-

56). 1850, London. Oil on canvas, 64.8 x 

52.4 cm. Signed, dated and inscribed 

lower right: F Winterhalter / London 1850. 

Collection of HM Queen Elizabeth II.  

419.  

Frau Emma von Metzler (1827-80, née 

Lutteroth). Ca. 1850-51. Oil on canvas. 

Present location unknown.  

420.  

Cécile de Noailles, Duchesse de Mouchy 

(1812-58). Ca. 1850. Oil on canvas. 

Present location unknown.  

421.  

Auguste Saladin de Crans, Comtesse de 

Pourtalès (1815-85). Ca. 1850. Oil on 

canvas. Present location unknown.  

422.  

Auguste Saladin de Crans, Comtesse de 

Pourtalès (1815-85). Ca. 1850-51. Oil on 

canvas. Present location unknown.  

423.  

Augusta Prinzessin von Preußen (1811-

90, later Empress of Germany & Queen 

of Prussia, née Prinzessin von Sachsen-

Weimar-Eisenach). 1850, Baden. Oil on 

canvas, 155 x 125 cm. Signed, dated and 

inscribed lower left: F Winterhalter, Baden 

1850. Missing since 1945; presumed 

destroyed.  

424.  

Ludwig Fürst zu Sayn-Wittgenstein-

Sayn (1799-1893). 1850. Oil on canvas. 

Signed and dated 1850. Private Collection.  

425.  

Leopold Prinz von Sachsen-Coburg und 

Gotha (1824-84). 1850, London. Oil on 

canvas, 53.7 x 44.5 cm. Signed and dated: 

F Winterhalter 1850. Collection of HM 

Queen Elizabeth II.  

426.  

Count Peter Grigorievitch Shouvalov 

(1826-92). 1850, Paris. Oil on canvas, 65 

x 55 cm, oval. Signed, dated & inscribed 

lower right: Fr Winterhalter Paris 1850. St 

Petersburg: the State Hermitage.  

427.  

Lady Constance Sutherland-Leveson-

Gower (1834-90, later Duchess of 

Westminster). 1850, London. Oil on 

canvas, 54 x 43.4 cm. Signed, dated and 

inscribed lower left: F Winterhalter / 

London 1850. Collection of HM Queen 

Elizabeth II.  

428.  

Count Illarion Ivanovitch Worontzov-

Dashkov (1837-1916), & his sister, 

Countess Irina Ivanovna Worontzova-

Dashkova (1835-1924, later Countess 

Pashkievitch-Erevanskaia, Princess 

Warshavskaia). Early 1850s. Oil on 

canvas. Pavlovsk: the Pavlovsk Palace 

Museum.  

429.  

Jeune Femme en Robe de Bal. 1850, 

Paris. Oil on canvas, 130 x 96 cm. Signed 

dated and inscribed lower right: F 

Winterhalter / Paris 1850. New Orleans: 

New Orleans Museum of Art.  

434.  

Portrait of a Lady (believed to be 

Augusta Prinzessin von Preußen (1811-
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90, née Prinzessin von Sachsen-

Weimar-Eisenach) or Frau Fanny von 

Boyen (1815-88, née Prizessin Biron von 

Kurland)). 1850. Signed, dated, and 

inscribed lower left: Fr Winterhalter / 1850 

Paris. Oil on canvas, 50.5 x 41 cm. Berlin: 

Deutsches Historisches Museum.  

430.  

The Spring. Ca. 1850-52. Oil on canvas, 

116.5 x 89.5 cm. Private Collection.  

431.  

Allegorie des Frühlings – Vier Nymphen 

in Parklandschaft. Early 1850s. Oil on 

canvas, 56 x 47.5 cm. Private Collection.  

432.  

Die Ziegenhirtin in einer Landschaft. 

Ca. 1850-1852. Oil on canvas, 40 x 34 cm 

(oval). Private Collection.  

433.  

Mädchenbildnis. Late 1840s / early 

1850s, Paris. Oil on canvas, 56.0 x 46.0 

cm. Signed lower right: Fr. Winterhalter. 

Present location unknown.  

434.  

Portrait eines Mädchens. 1850s or later. 

Oil on canvas, 56 x 46 cm. Private 

Collection.  

435.  

Damenbildnis (Portrait of a Lady). Ca. 

1850s. Oil on canvas, 56.0 x 46.0 cm. 

Private Collection. 

435.  

Madeleine Delessert, Baronne 

Bartholdy (1831-1910). 1851. Oil on 

canvas, 102.5 x 80.5 cm. Signed, dated & 

inscribed lower right: F Winterhalter Paris 

1851. Private Collection.  

436.  

Frédéric, Duc de Beaufort-Spontin 

(1843-1916). Ca. 1851. Oil on canvas. 

Present location unknown.  

 

437.  

Victoire, Duchesse de Nemours (1822-

57, née Prinzessin von Sachsen-Coburg 

und Gotha), with her children. Ca. 

1851. Oil on canvas. Present location 

unknown.  

438.  

Frances Countess Gainsborough (1814-

85, née Lady Frances Jocelyn). Ca. 

1851, London. Oil on canvas, 54 x 43.4 

cm. Signed and dated lower right: F 

Winterhalter / 1851. Collection of HM 

Queen Elizabeth II.  

439.  

The First of May, 1851: The Duke of 

Wellington, Prince Albert, Queen 

Victoria and Prince Arthur. 1851, 

London. Oil on canvas, 106.7 x 129.5 cm. 

Signed and dated: F Winterhalter 1851. 

Collection of HM Queen Elizabeth II.  

440.  

Queen Victoria and Prince Albert in the 

costumes of Catherine of Braganza and 

Charles II at the Restoration Costume 

Ball, Buckingham Palace, 13 June 

1851. 1851, London. Oil on canvas, 57.5 

x 45.7 cm. Signed and dated lower right: 

Fr Winterhalter / 1851. Collection of HM 

Queen Elizabeth II.  

441.  

Victoria, The Princess Royal, Princess 

of Great Britain & Ireland (1840-1901), 

later Empress of Germany & Queen of 

Prussia. 1851, London. Oil on canvas, 

circular: 35 cm. Signed and dated: F 

Winterhalter 1851. Collection of HM Queen 

Elizabeth II.  

442.  

Louise, Princess of Great Britain & 

Ireland (1848-1939, later Duchess of 

Argyll). 1851, London. Oil on canvas, 

circular: 33 cm. Signed and dated: F 

Winterhalter / 1851. Collection of HM 

Queen Elizabeth II.  
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443.  

Arthur, Prince of Great Britain & 

Ireland, Duke of Connaught (1850-

1942). 1851, London. Oil on canvas, 73.7 

x 90.2 cm. Signed and dated: Fr 

Winterhalter 1851. Collection of HM Queen 

Elizabeth II. 

444.  

Queen Victoria Landing at Loch Muick 

[by Sir Edwin Landseer 1803-1873]. 

Ca.1851. Oil on canvas. Destroyed due its 

condition, ca. 1920s.  

445.  

Victoria, Queen of Great Britain & 

Ireland (1819-1901). Ca.1851. Medium 

unknown. Present location unknown. 

446.  

Jeanne Le Sage d’Hauteroche d’Hulst, 

Baronne Lambert de Cambray (1829-

51). Ca. 1851. Oil on canvas. Present 

location unknown.  

447.  

Mlle Leclère. Ca. 1851. Oil on canvas. 

Present location unknown. 

448.  

Hélène Bartholdy, Baronne Mallet 

(1825-96). 1851, Paris. Oil on canvas, 120 

x 80.5 cm (oval). Signed, dated and 

inscribed lower left: F Winterhalter / Paris 

1851. Private Collection.  

449.  

Mathilde Delebecque, Mme Malou (1812-

99). Ca. 1851. Oil on canvas. Present 

location unknown.  

450.  

M. Jules Malou (1810-86). Ca.1851. Oil 

on canvas. Present location unknown.  

451.  

Clothilde de la Ferté-Meung Molé de 

Champlâtreux, Duchesse d’Ayen et de 

Noailles (1831-1931). Ca. 1851. Oil on 

canvas, 50 x 40 cm. Present location 

unknown.  

452.  

Friedrich Wilhelm Prinz von Preußen 

(1831-88, later Emperor of Germany & 

King of Prussia). 1851, London. Oil on 

canvas, 53.3 x 43.2 cm. Signed and dated 

lower right: F Winterhalter. 1851. 

Collection of HM Queen Elizabeth II.  

453.  

Luise Prinzessin von Preußen (1838-

1923, later Großherzogin von Baden). 

1851, London. Oil on canvas, 55.2 x 47.6 

cm, oval. Signed and dated lower right: F 

Winterhalter / 1851. Collection of HM 

Queen Elizabeth II.  

454.  

Amalie Prinzessin von Sachsen-Coburg 

und Gotha (1848-94, later Herzogin im 

Bayern). 1851, London. Oil on canvas, 

34.5 x 31 cm. Signed and indistinctly 

dated lower left: F Winterhalter / 185(?). 

Private Collection.  

455.  

Clothilde Prinzessin von Sachsen-

Coburg und Gotha (1846-1927, later 

Erzherzogin von Österreich). 1851, 

London. Oil on canvas, 35 x 30.8 cm. 

Signed and dated indistinctly, lower 

centre: F. Winterhalter/185?. Private 

Collection.  

456.  

Theodore, Comte van der Strathen-

Ponthoz (1809-89). Ca. 1851. Oil on 

canvas, 78 x 62 cm. Private Collection.  

457.  

Valérie de Beaufort-Spontin, Comtesse 

van der Strathen-Ponthoz (1811-87). Ca. 

1851. Oil on canvas. Present location 

unknown.  

458.  

Miss Strather of Kentucky. Ca. 1851. Oil 

on canvas. Present location unknown.  

459.  

Claire-Emilie MacDonell, Marquise de 

Las Marismas del Guadalquivir (1817-

1905, later Vicomtesse Aguado). 
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1852, Paris. Oil on canvas, 112 x 85 cm. 

Signed and dated lower left: F Winterhalter 

1852. Versailles: Musée National du 

Château.  

460.  

Comte Olympe Aguado de Las Marismas 

(1827-94). 1852, Paris. Oil on canvas, 118 

x 90 cm. Signed and dated lower right: fr 

Winterhalter / 1852. Private Collection.  

461.  

Victomte Onessipe Aguado de Las 

Marismas (1830-93). Ca. 1852. Oil on 

canvas. Present location unknown.  

462.  

Joseph, Prince de Chimay (1808-86). 

1852, Brussels. Oil on canvas, 109 x 92 

cm. Signed, dated, and inscribed lower 

left: fr Winterhalter / Bruxelles 1852. 

Private Collection.  

463.  

Princess Victoria Gouramma of Coorg 

(1841-64, later Mrs John Campbell). 

1852, London. Oil on canvas, 152.7 x 91.8 

cm. Signed and dated: F Winterhalter / 

1852. Collection of HM Queen Elizabeth II.  

464.  

Eugénie, Viscountess Esher (xxxx-1904, 

née Meyer). 1852. Oil on canvas. Private 

Collection.  

465.  

Victoria, Queen of Great Britain & 

Ireland (1819-1901). 1852, London. Oil 

on canvas. Signed and dated lower right: fr 

Winterhalter / 1852. Private Collection.  

466.  

The Cousins: Victoria, Queen of Great 

Britain & Ireland (1819-1901) with 

Victoire, Duchesse de Nemours (1822-

57). 1852, London. Oil on canvas, 66.5 x 

50.5 cm. Signed and dated: F Winterhalter 

1852. Collection of HM Queen Elizabeth II.  

467.  

Albert Edward, Prince of Wales (1841-

1910, later Edward VII, King of Great 

Britain & Ireland). 1852, London. Oil on 

canvas, circular 33.5 cm. Signed and 

dated lower right: F Winterhalter / 1852. 

Collection of HM Queen Elizabeth II.  

468.  

Alfred, Prince of Great Britain & 

Ireland, Duke of Edinburgh (1844-90). 

1852, London. Oil on canvas, circular 33.4 

cm. Collection of HM Queen Elizabeth II.  

469.  

Arthur, Prince of Great Britain & 

Ireland, Duke of Connaught (1850-

1942). 1852, London. Oil on canvas, 73 x 

61 cm, oval. Collection of HM Queen 

Elizabeth II.  

470.  

George, Duke of Cambridge (1819-

1904). 1852, London. Oil on canvas, 61.3 

x 50.8 cm. Signed and dated centre right:  

F Winterhalter / 1852. Collection of HM 

Queen Elizabeth II.  

471.  

Luigi Lablache (1794-1858). 1852, 

London. Oil on canvas, 62.2 x 50.5 cm, 

oval. Signed and dated: F Winterhalter / 

1852. Collection of HM Queen Elizabeth II.  

472.  

Mlle de Lagrenée. Ca. 1852-1853. Oil on 

canvas. Present location unknown.  

473.  

Mlle de Panisse. Ca. 1852. Oil on canvas. 

Present location unknown.  

474.  

Isabel II, Queen of Spain (1830-1904), 

with her daughter, Isabel de Borbón y 

Borbón, Infanta de España, Princesa de 

Asturias (1851-1931, later Contessa di 

Girgenti). 1852, Madrid and Paris. Oil on 

canvas, 275 x 176 cm. Collection of HM 

Felipe VI, King of Spain.  

475.  

Isabel II, Queen of Spain (1830-1904). 

1852, Madrid. Oil on canvas. Signed and 
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dated 1852. Freiburg-im-Breisgau: 

Augustinermuseum.  

476.  

Isabel de Borbón y Borbón, infanta de 

España, Princesa de Asturias (1851-

1931, later Contessa di Girgenti). Ca. 

1852. Oil on canvas, 36 x 29 cm. Private 

Collection.  

477.  

Florinda. 1852, Paris. Oil on canvas, 

179.3 x 243.9 cm. Signed, dated and 

inscribed lower right: Fr Winterhalter. 

Paris. 1852. Collection of HM Queen 

Elizabeth II.  

478.  

Study for Florinda. 1852, Paris. Oil on 

canvas, 32.4 x 41.5 cm. Schweinfürt: The 

Schäffer Collection.  

479.  

Study for Florinda. 1852. Oil on canvas, 

30 x 40 cm. Private Collection.  

480.  

Camille Fontenilliat, Mme Casimir-

Perier (1823-1912). Ca. 1853. Oil on 

canvas, 144 x 116 cm. Private Collection.  

481.  

Jean Casimir-Perier (1847-1907). Ca. 

1853-4. Oil on canvas, 44.5 x 36 cm, oval. 

Private Collection.  

482.  

Marie-Thérèse Casimir-Perier (1844-

1916, later Comtesse de Ségur). Ca. 

1853. Oil on canvas, 44.5 x 36 cm, oval. 

Private Collection.  

483.  

Princess Maria Drucka-Lubicka (1833-

97, née Szemioth). Ca. 1853. Oil on 

canvas, 102 x 91 cm, oval. Signed and 

dated 1853. Private Collection.  

484.  

Napoléon III, Emperor of the French 

(1808-73). 1853, Paris. Oil on canvas. 

Missing since 1871; presumed destroyed 

by fire at the Tuileries.   

485.  

Eugénie, Empress of the French (1826-

1920, née Maria Eugenia, Condessa de 

Teba, etc). Ca. 1853, Paris. Oil on canvas. 

Missing since 1871; presumed destroyed 

by fire at the Tuileries.   

486.  

Arthur, Prince of Great Britain & 

Ireland, Duke of Connaught (1850-

1942). 1853, London. Oil on canvas, 84.8 

x 57.2 cm. Collection of HM Queen 

Elizabeth II.  

487.  

Leopold, Prince of Great Britain & 

Ireland, Duke of Albany (1853-82). 

1853, London. Oil on canvas, 63.5 x 50.8 

cm, oval. Signed and dated: F Winterhalter 

/ 1853. Collection HM Queen Elizabeth II.  

488.  

Marie, Duchess of Hamilton & Brandon 

(1817-88, née Prinzessin von Baden). 

Ca. 1853, Paris. Oil on canvas. Present 

location unknown.  

489.  

Ernst Fürst zu Hohenlohe-Langenburg 

(1794-1860). 1853, London. Oil on 

canvas, 62.9 x 50.8 cm, oval. Signed and 

dated: F Winterhalter / 1853. Collection of 

HM Queen Elizabeth II.  

490.  

Adelaide Prinzessin von Hohenlohe-

Langenburg (1835-1900, later Fürstin 

von Schleswig-Holstein-Sondenburg-

Augustenburg). 1853, London. Oil on 

canvas, 35.6 x 30.5 cm, oval. Collection of 

HM Queen Elizabeth II.  

491.  

Countess Elzbieta Krasinska (1820-76, 

née Countess Branicka), with her 

children, Sigismund (1846-64), 

Wladislaw (1844-73) & Maria (1850-84, 

later Countess Raczynska). 1853, Paris. 

Oil on canvas, 131 x 163.5 cm, oval. 
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Signed and dated lower right: F. 

Winterhalter / 1853. Warsaw: The National 

Museum.  

492.  

Countess Elzbieta Krasinska (1820-76, 

née Countess Branicka). Ca.1852-1853, 

Baden-Baden. Oil on canvas. Signed and 

dated as painted in 1853. Luzk: The Luzk 

Museum.  

493.  

Princess Cecilia Lubomirska (1831-

1904, née Countess Zamoyska). 1853, 

Paris. Oil on canvas, 66.0 x 55.0. Signed 

Fr Winterhalter / Paris 1853. Wroclaw: 

Muzeum Narodowe.  

494.  

Friedrich Wilhelm Großherzog von 

Mecklenburg-Strelitz (1819-1904). 1853, 

London. Oil on canvas, 63.5 x 50.5 cm, 

oval. Signed and dated lower right: F 

Winterhalter / 1853. Collection of HM 

Queen Elizabeth II.  

495.  

Adolf Prinz von Mecklenbburg-Strelitz 

(1848-1904). Ca. 1853-55. Oil on canvas. 

Present location unknown.  

496.  

Augusta Prinzessin von Preussen (1811-

90, née Prinzessin von Sachsen-

Weimar-Eisenach, later Empress of 

Germany & Queen of Prussia). 1853, 

London. Oil on canvas, 63.2 x 50.8 cm, 

oval. Signed and dated: F Winterhalter / 

1853. Collection of HM Queen Elizabeth II.  

497.  

Princess Sophia Aleksandrovna 

Radziwill (1806-89, née Princess 

Urusova). Ca. 1853. Oil on canvas. 

Present location unknown.  

498.  

Princess Maria Vasilievna Worontzova 

(1819-95, née Princess Troubetzkaia, 

fmr. Mme Stolypina). Ca. 1853-55. Oil on 

canvas. Present location unknown.  

 

499.  

Florinda. 1853, Paris. Oil on canvas, 

178.4 x 245.7 cm. Signed lower right Fr 

Winterhalter. New York: The Metropolitan 

Museum.  

500.  

Sophie Wilhelmine Großherzogin von 

Baden (1801-65, née Princess of 

Sweden). 1854. Oil on canvas, 129 x 91 

cm. Signed and dated lower right: Fr 

Winterhalter 1854. Private Collection.  

501.  

Claire Jaubert, Comtesse Benoîst d’Azy 

(1832-1910). Ca. 1854-58. Oil on canvas. 

Private Collection.  

502.  

Eugénie, Empress of the French (1826-

1920, née Maria Eugenia, Condessa de 

Teba, etc). 1854, Paris. Oil on canvas, 

92.7 x 73.7 cm. Signed, dated and 

inscribed lower right: fr Winterhalter Paris 

1854. New York: The Metropolitan 

Museum of Art.  

503.  

Eugénie, Empress of the French (1826-

1920, née Maria Eugenia, Condessa de 

Teba, etc). 1854, Paris. Oil on canvas, 125 

x 95 cm. Signed, dated and inscribed 

lower centre: f Winterhalter Paris / 1854. 

Houston (TX): Museum of Fine Arts.  

504.  

Maria-Francisca, Duquesa de Alba 

(1825-60, née María Francisca de Sales 

de Palafox Portocarrero de Guzmán y 

Kirkpatrick, Duquesa de Peñaranda de 

Duero, etc). 1854, Paris. Oil on canvas, 

130 x 95cm, oval. Signed and dated lower 

left: fr Winterhalter 1854. Private 

Collection.  

505.  

Arthur, Prince of Great Britain & 

Ireland, Duke of Connaught (1850-

1942). 1854, London. Oil on canvas. 

Present location unknown.  
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506.  

Leopold, Prince of Great Britain & 

Ireland, Duke of Albany (1853-82). 

1854, London. Oil on canvas, 75.6 cm x 

88.9 cm. Signed and dated, bottom left: F 

Winterhalter 1854. Collection of HM Queen 

Elizabeth II.  

507.  

Duleep Singh, Maharajah of Lahore 

(1837-93). 1854, London. Oil on canvas, 

203.8 x 109.5 cm. Signed and dated lower 

right: F Winterhalter 1854. Collection of 

HM Queen Elizabeth II.  

508.  

Malcy Berthier de Wagram, Princesse 

Murat (1832-84). 1854, Paris. Oil on 

canvas, 73 x 60 cm, oval. Signed and 

dated lower left: fr Winterhalter 1854. 

Private Collection.  

509.  

Pedro V, King of Portugal (1837-61). 

1854, London. Oil on canvas, 138.4 x 94.9 

cm. Signed and dated: F Winterhalter 

1854. Collection of HM Queen Elizabeth II.  

510.  

Infante Luis of Portugal, Duke of 

Oporto (1838-89, later King of 

Portugal). 1854, London. Oil on canvas, 

78.7 x 61 cm. Signed: F Winterhalter. 

Collection of HM Queen Elizabeth II.  

511.  

Countess Katarzyna Potocka (1825-

1907, née Countess Branicka) 1854. Oil 

on canvas, 116 x 85.5 cm, oval. Signed 

and dated: F. Winterhalter 1854. Warsaw: 

The National Museum. 

512.  

Countess Katarzyna Potocka (1825-

1907, née Countess Branicka). 1854. Oil 

on canvas, 75 x 56 cm, oval. Signed and 

dated 1854. Warsaw: The National 

Museum.  

513.  

Countess Katarzyna Potocka (1825-

1907, née Countess Branicka). Ca.1854-

1856. Oil on canvas. Present location 

unknown.  

514.  

Mlle Valentine Mathieu de la Redorte 

(1834-89, later Comtesse Cornudet des 

Chomettes). Ca. 1854. Oil on canvas. 

Present location unknown.  

515.  

Countess Sophia Mikhailovna 

Shouvalova (1823-79, née Princess 

Worontzova). 1854. Oil on canvas, 115.5 

x 89 cm. Signed and dated lower centre 

right: Fr Winterhalter 1854. Sankt Blasien: 

Kreizmuseum.  

516.  

Countess Sophia Mikhailovna 

Shouvalova (1823-79, née Princess 

Worontzova). Ca. 1853-54. Oil on canvas. 

Present location unknown.  

517.  

Clothilde Gräfin von Wylich und 

Lottum (1809-94, née Gräfin und Herrin 

von und zu Putbus). 1854. Oil on canvas, 

82 x 63 cm, oval. Signed, dated and 

inscribed lower left: fr Winterhalter / Paris 

1854. Private Collection.  

518.  

Friedrich I, Prinz-Regent von Baden 

(1826-1907, later Großherzog von 

Baden). 1855. Oil on canvas, 142 x 100 

cm. Signed and dated lower left: Fr 

Winterhalter 1855. Private Collection.  

519.  

Anne Dolfuss, Baronne de Bourgoing 

(1837-1917). 1855, Paris. Oil on canvas, 

114 x 98 cm. Signed, dated and inscribed 

lower left: f Winterhalter / Paris 1855. 

Private Collection.  

520.  

Eugénie, Empress of the French, with 

her Ladies-in-Waiting. 1855, Paris. Oil 

on canvas, 300 x 420 cm. Signed and 

dated lower left: fr Winterhalter / 1855. 

Compiègne: Musée National du Château.  
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521.  

Study for ‘Eugénie, Empress of the 

French, with her Ladies-in-Waiting’. 

1855, Paris. Oil on canvas, 35.5 x 40 cm. 

Private Collection.  

522.  

Study for ‘Eugénie, Empress of the 

French, with her Ladies-in-Waiting’. 

1855, Paris. Oil on canvas, 38.2 x 46.5 

cm. Private Collection.  

523.  

Study for ‘Eugénie, Empress of the 

French, with her Ladies-in-Waiting’. 

1855, Paris. Oil on canvas. Present 

location unknown.  

524.  

Arthur, Prince of Great Britain & 

Ireland, Duke of Connaught (1850-

1942). 1855, London. Oil on canvas, 50.8 

x 40.6 cm. Signed and dated lower left: Fr 

Winterhalter / 1855. Collection of HM 

Queen Elizabeth II.  

525.  

Leopold, Prince of Great Britain & 

Ireland, Duke of Albany (1853-82). 

1855, London. Oil on canvas, 78.4 x 65.1 

cm, oval. Signed and dated: Fr 

Winterhalter / 1855. Collection HM Queen 

Elizabeth II.  

526.  

Feodora Fürstin zu Hohenlohe-

Langenburg (1807-72, née Prinzessin zu 

Leiningen). 1855, London. Oil on canvas, 

oval, 65.4 x 52.4 cm. Signed and dated: Fr. 

Winterhalter / 1855. Collection of HM 

Queen Elizabeth II.  

527.  

Feodora Prinzessin von Hohenlohe-

Langenburg (1839-72, later Fürstin von 

Sachsen-Meiningen). 1855, London. Oil 

on canvas, 35.6 x 30.8 cm. Signed and 

dated lower left: Fr Winterhalter / 1855. 

Collection of HM Queen Elizabeth II.  

 

 

528.  

Viktor Prinz zu Hohenlohe-Langenburg 

(1833-91). 1855, London. Oil on canvas. 

Present location unknown.  

Principessa Sofia Odescalchi (1821-86, 

née Countess Branicka). Ca. 1855-1857. 

Oil on canvas, 61 x 50 cm. Warsaw: 

National Museum.  

529.  

Alma Fürstin von Schoenach-Carolath 

(1822-87, née Freiin von Fricks). 1855. 

Oil on canvas. Present location unknown.  

530.  

Olga Kronprinzessin von Württemberg 

(1822-92, née Grand Duchess of 

Russia). Ca. 1855. Oil on canvas. Present 

location unknown.  

531.  

Olga Kronprinzessin von Württemberg 

(1822-92, née Grand Duchess of 

Russia). Ca. 1855. Oil on canvas. Private 

Collection, Germany.  

532.  

Portrait of a Lady. Ca. 1855-57. Oil on 

canvas. Present location unknown.  

533.  

Portrait of a Lady. Early to mid 1850s. 

Oil on canvas, 61 x 47.5 cm. Signed lower 

centre: Fr Winterhalter. Private Collection.  

534.  

Portrait of a Lady. Mid to late 1850s 

(Ca.1853-1857). Oil on canvas, 68.0 x 56.0 

cm. Private Collection.  

535.  

Portrait of a Lady. Ca. 1850s. Oil on 

canvas, 40.5 x 32.5 cm. Signed with 

initials left below centre: Fr W. St 

Petersburg: The State Hermitage.  

536.  

Portrait of a Lady. Ca. 1840s-1850s. Oil 

on canvas. Present location unknown.  
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537.  

Portrait of a Lady. Ca. 1840s-1850s. Oil 

on canvas. Present location unknown.  

538.  

Portrait of a Lady. Late 1840s / early 

1850s. Oil on canvas. Private Collection.  

539.  

Portrait of a Lady. Ca. 1840s-1850s. Oil 

on canvas. Present location unknown.  

540.  

View of the Isle of Wight (I). Presumably 

1850s, or later. Oil on canvas. Present 

location unknown.  

541.  

View of the Isle of Wight (II). Presumably 

1850s, or later. Oil on canvas. Present 

location unknown.  

542.  

Princess Bariatinskaia. Ca. 1856-57 (or 

ca. 1868). Oil on canvas. Present location 

unknown.  

543.  

Luise Großherzogin von Baden (1838-

1923, née Prinzessin von Preußen). 

1856, Coblentz. Oil on canvas. Signed and 

dated as painted in 1856. Formerly at the 

Palais Wilhelm I, Berlin; missing since 

WWII, presumed destroyed.  

544.  

Luise Großherzogin von Baden (1838-

1923, née Prinzessin von Preußen). 

1856, Coblentz. Oil on canvas, 126.5 x 94 

cm. Signed, dated and inscribed l.l.:  Fr 

Winterhalter / Coblenz 1856. Moscow: A.S. 

Pushkin Museum of Fine Art.  

545.  

Mme Bernus. Ca. 1856-57 (or ca. 1868). 

Oil on canvas. Present location unknown.  

546.  

Fräulein Luise von Boyen (1852-1911, 

later Frau von Tümpling). 1856. Oil on 

canvas, 84 x 63 cm. Signed and dated 

lower right: fr Winterhalter / 1856. Berlin: 

Deutsches Historisches Museum.  

547.  

Frau Fanny von Boyen (1815-88, née 

Prizessin Biron von Kurland). Ca. 1856. 

Oil on canvas. Present location unknown. 

(believed destroyed by fire during WWII). 

548.  

Countess Anna Branicka (1824-1907, 

née Holynska). Ca. 1856-57. Oil on 

canvas. Present location unknown.  

549.  

Count Wladyslaw Branicki (1848-1914). 

Ca. 1856-57. Oil on canvas. Present 

location unknown.  

550.  

Hon. Emily Cathcart (1834-1917). 1856, 

London. Oil on canvas, 29.8 x 25.1 cm. 

Signed and dated lower right: F 

Winterhalter / 1856. Collection of HM 

Queen Elizabeth II.  

551.  

Prince Lev Alexandrovitch Chernyshov 

(1837-1864). Ca. 1856-57. Oil on canvas. 

Present location unknown.  

552.  

Anne Joly-Hudot, Comtesse Ducos 

(1819-98). 1856, Paris. Oil on canvas, 131 

x 98 cm, oval. Signed and dated: fr 

Winterhalter 1856. Compiègne: Musée 

National du Château.  

553.  

Jane Marchioness Ely (1821-90, née 

Miss Hope-Vere). 1856, Paris. Oil on 

canvas, 52.1 x 42.9 cm. Signed, dated and 

inscribed lower: Fr Winterhalter. Paris 

1856. Collection of HM Queen Elizabeth II.  

554.  

Le Mariage de S.M. l‘Empereur 

Napoléon III. Ca. 1856. Oil on canvas. Not 

completed / not realised. 
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555.  

Karl Egon III, Fürst zu Fürstenberg 

(1820-92). 1856. Oil on canvas, 88 x 73 

cm. Private Collection.  

556.  

Victoria, Queen of Great Britain & 

Ireland (1819-1901). 1856, London. Oil 

on canvas, 88.6 x 72.7 cm, oval. Signed 

and dated lower left: fr. Winterhalter 1856. 

Collection of HM Queen Elizabeth II.  

557.  

Victoria, The Princess Royal, Princess 

of Great Britain & Ireland (1840-1901, 

later Empress of Germany & Queen of 

Prussia). 1856, London. Oil on canvas, 56 

x 37.5 cm. Signed and dated lower left: f. 

Winterhalter 1856. Private Collection.  

558.  

Princess Louise with Princes Arthur 

and Leopold. 1856, London. Oil on 

canvas, 127.3 x 88.9 cm. Signed and 

dated: fr Winterhalter 1856. Collection of 

HM Queen Elizabeth II.  

559.  

Anne Mortier de Trévise, Marquise de la 

Tour Maubourg (1829-1900). 1856. Oil 

on canvas, 80 x 65 cm. Signed and dated: 

Fr Winterhalter 1856. Private Collection.  

560.  

Jules de Noailles, 7e Duc de Noailles et 

d’Ayen (1826-95). 1856. Oil on canvas, 

140 x 110 cm. Private Collection.  

561.  

Countess Katarzyna Potocka (1825-

1907, née Countess Branicka). Ca. 

1856. Oil on canvas. Present location 

unknown.  

562.  

Countess Roza Potocka (1848-1937, 

later Countess Krasinska, and later 

Countess Raczynska). 1856. Oil on 

canvas, 46 x 38 cm, oval. Initialed and 

dated lower right: FW. / 1856. Warsaw: 

The National Museum. 

563.  

Count Artur Potocki (1850-90). 1856. Oil 

on canvas, 46 x 38 cm, oval. Initialed and 

dated lower right: FW. / 1856. Warsaw: 

The National Museum.  

564.  

Countess Zofia Potocka (1851-1927, 

later Countess Zamoyska). 1856. Oil on 

canvas, 46 x 38 cm, oval. Initialed and 

dated lower right: FW. / 1856. Warsaw: 

The National Museum.  

565.  

Countess Maria Przezdziecka (1823-90, 

née Gräfin von Tiesenhausen). Ca. 1856-

57. Oil on canvas. Present location 

unknown.  

566.  

Count Konstantin Przezdziecki (1846-

97) and Count Gustaw Przezdziecki 

(1850-1909). Ca. 1856-57. Oil on canvas. 

Present location unknown.  

567.  

Alexandra Feodorovna, Empress of all 

the Russias (1798-1860, née Charlotte 

Prinzessin von Preußen). 1856, Wildbad. 

Oil on canvas, 109 x 80 cm. Signed, dated 

and inscribed lower right: Fr Winterhalter 

Wildbad 1856. St Petersburg: The State 

Hermitage.  

568.  

Davida Schickler, Baronne Schickler 

(1801-84). 1856, Paris. Oil on canvas, 144 

x 111 cm. Signed and dated 1856. Private 

Collection.  

569.  

Francisco Serrano y Domínguez, Duque 

de la Torre (1810-85). Ca. 1856. Oil on 

canvas. Present location unknown.  

570.  

Mme Fortunata Tedesco (1826-75). Ca. 

1856. Oil on canvas. Present location 

unknown.  
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571.  

Lady Clementina Child-Villiers (1824-

56). 1856. Oil on canvas, 60 x 51 cm, oval. 

Signed lower right: fr Winterhalter. Private 

Collection.  

572.  

Olga Kronprinzessin von Württemberg 

(1822-92, née Grand Duchess of 

Russia). 1856. Oil on canvas, 120.7 x 91.4 

cm. Signed and dated lower left: 

f.Winterhalter / 1856. Stuttgart: Landes-

museum Württemberg.  

573.  

Countess Ekaterina Nikolaevna 

Adlerberg (1822-1910, née Poltavzeva). 

Ca. 1857. Oil on canvas. Present location 

unknown.  

574.  

Countess Ekaterina Nikolaevna 

Adlerberg with her daughter, Countess 

Maria Alexandrovna Adlerberg (1849-

1926, later Princess Dadiani of 

Mingrelia). Ca. 1857-58. Oil on canvas. 

Present location unknown.  

575.  

Claire Emilie MacDonnell, Marquise Las 

Marismas del Guadalquivir (1817-1905, 

later Vicomtesse Aguado). 1857, Paris. 

Oil on canvas, 83 x 65 cm, oval. Signed, 

dated & inscribed lower centre: F. 

Winterhalter f. 1857 Paris. Compiègne: 

Musée National du Château.  

576.  

Francisca, Duquesa de Alba (1825-60, 

née de Palafox Portocarrero de Guzmán 

y Kirkpatrick, Duquesa de Peñaranda, 

etc). 1857. Oil on canvas, 132 x 98 cm. 

Freiburg-im-Breisgau: 

Augustinermuseum.  

577.  

Francisca, Duquesa de Alba (1825-60, 

née de Palafox Portocarrero de Guzmán 

y Kirkpatrick, Duquesa de Peñaranda, 

etc). 1857. Oil on canvas, 125 x 95 cm. 

Private Collection.  

578.  

M. Edouard André (1833-94), en 

Uniforme de la Garde Impériale. 1857, 

Paris. Oil on canvas, 147.5 x 102.5 cm. 

Signed, dated and inscribed lower left: fr 

Winterhalter / Paris 1857. Paris: Musée 

Jacquemart-André.  

579.  

M. Ernst André (1803-64). Ca. 1857. Oil 

on canvas. Present location unknown.  

580.  

Princess Elizaveta Alexandrovna 

Bariatinskaia (1826-1902, née Princess 

Chernyshova). Ca. 1857-59. Oil on 

canvas, 140 x 114 cm. Signed. Moscow: 

A.S. Pushkin Museum of Fine Arts.   

581.  

Mme von Boiger with her daughter, 

Mlle von Boiger. Ca. 1857. Oil on canvas. 

Present location unknown  

582.  

Countess Sofia Andreievna Bobrinskaia 

(1829-1912, née Countess Shouvalova). 

1857, Paris. Oil on canvas, 129 x 97 cm 

(oval). Signed, dated and inscribed lower 

left: Fr Winterhalter / Paris 1857. St 

Petersburg: The State Hermitage. 

583.  

Count Alexei Alexeievitch Bobrinsky 

(1800-68). Ca. 1857. Oil on canvas. 

Present location unknown.  

584.  

Napoléon III, Emperor of the French 

(1808-73). Ca. 1857, Paris. Oil on canvas, 

140 x 110 cm. Compiègne: Musée National 

du Château.  

585.  

Eugénie, Empress of the French (1826-

1920, née Maria Eugenia, Condessa de 

Teba, etc). 1857, Paris. Oil on canvas, 138 

x 109 cm (oval). Washington (DC): 

Hillwood Museum.  
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586.  

Eugénie, Empress of the French (1826-

1920), with her son, Louis-Napoléon, 

Prince Impérial (1856-79). 1857, Paris. 

Oil on canvas, 243 x 158 cm. Signed, 

dated and inscribed lower right: F 

Winterhalter Paris 1857. Compiègne: 

Musée National du Château.  

587.  

Princess Aleksandra (Lina) Nikolaevna 

Gagarina (1825-1907, née Countess 

Gurieva). 1857, Baden. Oil on canvas, 75 

x 56 cm (oval). Signed, dated and 

inscribed: F. Winterhalter / Baden / 1857. 

Florence: Galeria degli Uffizi.  

588.  

Alexandrine Mellin Ramond du Taillis, 

Baronne de Gourgaud (1836-1915). Ca. 

1857-58. Oil on canvas, 89.5 x 68.0 cm. 

Private Collection.  

589.  

Victoria, The Princess Royal, Princess 

of Great Britain & Ireland (1840-1901, 

later Empress of Germany & Queen of 

Prussia). 1857, London. Oil on canvas, 

118.1 x 87.6 cm, oval. Signed and dated: F 

Winterhalter 1857. Collection of HM Queen 

Elizabeth II.  

590.  

Victoria, Duchess of Kent (1786-1861, 

née Prinzessin von Sachsen-Coburg-

Saalfeld, fmr. Fürstin zu Leiningen). 

1857, London. Oil on canvas, 62.2 x 51.1 

cm, oval. Signed, dated and inscribed: Fr 

Winterhalter / London 1857. Collection of 

HM Queen Elizabeth II.  

591.  

Victoria, Duchess of Kent (1786-1861, 

née Prinzessin von Sachsen-Coburg-

Saalfeld, fmr. Fürstin zu Leiningen). 

1857, London. Oil on canvas, 61.0 x 50.8 

cm, oval. London: National Portrait 

Gallery.  

592.  

Countess Elzbieta Krasinska (1820-76,  

née Countess Branicka). 1857, Paris. Oil 

on canvas, 146 x 107.3 cm. Signed, dated, 

and inscribed: fx. Winterhalter /Paris 

1857. Warsaw: The Royal Castle.  

593.  

Countess Elzbieta Krasinska (1820-76, 

née Countess Branicka). Ca. 1857. Oil on 

canvas. Present location unknown.  

594.  

Countess Varvara Alexeievna Musina-

Pushkina (1832-85, née Cheremeteva). 

Ca. 1857-58. Oil on canvas, 147 x 112 cm, 

oval. Signed right, below centre: Fr 

Winterhalter. St Petersburg: The State 

Hermitage.  

595.  

Countess Varvara Alexeievna Mousina-

Pushkina (1832-85, née Cheremeteva). 

Ca. 1857-58. Oil on canvas. Present 

location unknown.  

596.  

Mélanie de Bussière, Comtesse de 

Pourtalès (1838-1913). 1857, Paris. Oil 

on canvas, 97 x 72 cm (oval). Signed and 

dated to left: F Winterhalter / 1857. Private 

Collection.  

597.  

Count Kazimierz Podhorski (1831-98). 

Ca. 1857. Oil on canvas. Present location 

unknown.  

598.  

Countess N*** Potocka. 1857, Paris. Oil 

on canvas, 107.8 x 84.5 cm. Signed and 

dated as painted in Paris in 1857. Present 

location unknown.  

599.  

Friedrich Wilhelm Kronprinz von 

Preussen (1831-88, later Emperor of 

Germany & King of Prussia). 1857, 

London. Oil on canvas, 53.5 x 43.5 cm. 

Signed, dated and inscribed lower left: Fr 

Winterhalter 1857 / London. Private 

Collection.  
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600.  

Countess Lise Przezdziecka (1830-

1900, née Mlle Lachman). 1857, Paris. 

Oil on canvas, 87 x 70 cm, oval. Signed 

and dated: Winterhalter, Paris, 1857. 

Compiègne: Musée National du Château.  

601.  

Countess Maria Przezdziecka (Ca.1850-

1929, later Comtesse Colonna 

Walewska). Date, medium, and present 

location unknown.  

602.  

Mme Romanelli Anstruther Winthaw. 

Ca. 1857. Oil on canvas. Present location 

unknown.  

603.  

Mme Romanelli Anstruther Winthaw. 

Ca. 1857. Oil on canvas. Present location 

unknown.  

604.  

Alexander II Nikolaevitch, Emperor of 

all the Russias (1818-81). 1857, 

Brückinau. Oil on canvas. Present location 

unknown.  

605.  

Maria Alexandrovna, Empress of all the 

Russias (1824-80, née Wilhelmina 

Marie Prinzessin von Hessen-

Darmstadt). 1857, Brückinau. Oil on 

canvas, 120 x 95 cm. Signed, dated and 

inscribed below centre left: Fr Winterhalter 

Brückinau 1857. St Petersburg: The State 

Hermitage.  

606.  

Grand Duchess Maria Alexandrovna of 

Russia (1853-1920, later Duchess of 

Edinburgh, Fürstin von Sachsen-Coburg 

und Gotha). Ca. 1857. Oil on canvas. 

Present location unknown.  

607.  

Maria Nikolaevna, Grand Duchess of 

Russia, Herzogin von Leuchtenberg 

(1819-76). 1857, Geneva. Oil on canvas, 

129 x 97 cm. Signed, dated and inscribed 

lower right: Fr Winterhalter / Genève 1857.  

St Petersburg: The State Hermitage.  

608.  

Olga Feodorovna, Grand Duchess of 

Russia (1839-91, née Cecilie Prinzessin 

von Baden). Ca. 1857. Oil on canvas. 

Present location unknown. 

609.  

Princess Helena Sanguszkowa (1836-

90). 1857. Oil on canvas. Signed and 

dated 1857. Private Collection. 

610.  

Count Andrei Pavlovitch Shouvalov 

(1817-76). 1857, Paris. Oil on canvas. 

Signed and dated lower left: Fr 

Winterhalter / Paris 1857. Present location 

unknown.  

611.  

Countess Elizaveta Andreievna 

Shouvalova (1845-1924, later Countess 

Worontzova-Dashkova). 1857. Oil on 

canvas, 63.5 x 53cm, oval. Signed and 

dated as painted in 1857. Private 

Collection.  

612.  

Count Pavel Petrovich Shouvalov (1847-

1902). Ca. 1857-58. Oil on canvas. 

Present location unknown.  

613.  

György Simon, 2nd Baron Sina (1810-

76). 1857. Oil on canvas, 86 x 66 cm. 

Signed and dated 1857. Kreismuseum, St 

Blasien.  

614.  

Karl I, King of Württemberg (1823-91). 

Ca. 1856-1857. Oil on canvas. Present 

location unknown.  

615.  

Karl I, King of Württemberg (1823-91). 

Ca. 1857. Oil on canvas. Present location 

unknown.  
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616.  

Portrait of a Young Woman. 1857. Oil 

on canvas, 55.9 x 44.5 cm. Initialled and 

dated 1857 lower right. Private Collection.  

617.  

The Stuttgart Meeting, 25 September 

1857 (Proposed Painting). 1857. 

Apparently not executed.  

618.  

Princess Elizaveta Alexandrovna 

Bariatinskaia (1826-1902, née Princess 

Chernyshova). 1858, Paris. Oil on canvas, 

110.3 x 82.6 cm, oval. Signed and dated 

lower right: Fr Winterhalter / Paris 1858. 

Private Collection.  

619.  

Elizaveta Ivanovna Chertkova (1832-

1922, née Countess Chernysheva-

Krouglikova). Ca. 1858. Oil on canvas. 

Present location unknown.  

620.  

Anna Langräfin von Hessen (1836-

1918, née Prinzessin von Preußen). 

1858, Paris. Oil on canvas, 147 x 115.5 

cm, oval. Signed, dated and inscribed: F 

Winterhalter Paris 1858. Private Collection.  

621.  

Wienczyslawa Juriewicz (1834-1900, 

née Mlle Barszczewska, later Countess 

Rodocanachi). Ca. 1858. Oil on canvas. 

Private Collection.  

622.  

Wienczyslawa Juriewicz (1834-1900, 

née Mlle Barszczewska, later Countess 

Rodocanachi). Ca. 1858. Oil on canvas. 

Present location unknown.  

623.  

Clemens Fürst von Metternich-

Winneburg (1773-1859). 1858, 

Johannisberg. Oil on canvas. Present 

location unknown.  

624.  

Sophia Petrovna Naryshkina (1823-77,  

née Ushakova). 1858, Paris. Oil on 

canvas, 150 x 114 cm, oval. Signed, dated 

and inscribed below centre: Fr. 

Winterhalter / Paris 1858. St Petersburg: 

The State Hermitage.  

625.  

Wanda Fürstin von und zu Putbus 

(1837-67, née Freiin von Veltheim-

Bartensleben). 1858, Paris. Oil on canvas, 

100 x 81.5 cm. Signed, dated and 

inscribed lower left: fr. Winterhalter / Paris 

1858. Private Collection.  

626.  

Varvara Dmitrievna Rimskaia-

Korsakova (1833-78, née Mergasova). 

1858, Paris. Oil on canvas, 146 x 114 cm, 

oval. Signed, dated and inscribed to right: 

f. Winterhalter. / Paris 1858. Penza: The 

Savitky Gallery.  

627.  

Countess Olga Esperovna Shouvalova 

(1838-69, née Princess Beloselskaia-

Belozerskaia). 1858, Paris. Oil on canvas, 

130 x 97 cm. Signed, dated and inscribed 

lower right: Fr Winterhalter / Paris 1858. 

St Petersburg: The State Hermitage.  

628.  

Countess Olga Esperovna Shouvalova 

(1838-69, née Princess Beloselskaia-

Belozerskaia). Ca. 1858-59. Oil on 

canvas. Present location unknown.  

629.  

Countess Maria Sergeievna Shouvalova 

(1829-1906, née Princess Gagarina). Ca. 

1858-59. Oil on canvas. Present location 

unknown.  

630.  

Countess Varvara Petrovna Shouvalova 

(1850-72, later Princess Orlova). Ca. 

1858. Oil on canvas. Present location 

unknown.  

631.  

Princess Maria Vasilievna Worontzova 

(1819-95, née Princess Troubetzkaia, 

fmr. Stolypina). 1858, Paris. Oil on 
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canvas, 64.8 x 54 cm. Signed, dated and 

inscribed lower right: f Winterhalter / 1858 

Paris. Private Collection.  

632.  

Princess Tatiana Alexandrovna 

Yusupova (1828-79, née Countess 

Ribeaupierre). 1858, Paris. Oil on canvas, 

147 x 104 cm. Signed, dated and inscribed 

lower right: Fr Winterhalter / Paris 1858. 

St Petersburg: The State Hermitage.  

633.  

Princess Tatiana Alexandrovna 

Yusupova (1828-79, née Countess 

Ribeaupierre). 1858, Paris. Oil on canvas, 

144.5 x 102 cm. Signed and dated 1858. 

Arkhangelskoie: The Estate Museum.  

634.  

Portrait of a Lady in White with a Pair 

of Lunettes. 1858. Oil on canvas, 100.7 x 

81.3 cm, oval. Signed and dated, lower 

left: F Winterhalter / 1858. Private 

Collection.  

635.  

Mary Ann, Lady Carmichael-Anstruther 

(d. 1905, née Miss Parsons). Ca. 1859-

60. Oil on canvas. Present location 

unknown.  

636.  

Countess Maria Ivanovna Chernysheva-

Krouglikova (1843-1923, née Countess 

Apraxina). Ca. 1859. Oil on canvas. 

Present location unknown.  

637.  

Princess Sophia Alexandrovna 

Gagarina (1822-1908, née Princess 

Dashkova). Ca. 1858-59. Oil on canvas. 

Present location unknown.  

638.  

Children of Princess Sophia 

Alexandrovna Gagarina. Ca. 1859. Oil 

on canvas. Present location unknown.  

639.  

Head of a Girl [presumably Princess 

Maria Grigorievna Gagarina (1851-

1941, later Princess Raevskaia)]. 1859. 

Oil on canvas, 40.5 x 32.5 cm. Signed and 

dated lower right: Fr Winterhalter 1859. St 

Petersburg: The State Hermitage.  

640.  

Victoria, Queen of Great Britain & 

Ireland (1819-1901). 1859, London and 

Paris. Oil on canvas, 241.9 x 157.5 cm. 

Signed and dated: Fr. Winterhalter / 1859. 

Collection of HM Queen Elizabeth II.  

641.  

Prince Albert the Prince Consort (1819-

61). 1859, London and Paris. Oil on 

canvas, 241.9 x 158.1 cm. Signed and 

dated: Fr Winterhalter / 1859. Collection of 

HM Queen Elizabeth II.  

642.  

Albert Edward, Prince of Wales (1841-

1910, later Edward VII, King of Great 

Britain & Ireland). 1859, London. Oil on 

canvas, 40.6 x 30.5 cm. Signed and dated 

lower left: Fr Winterhalter / 1859. 

Collection of HM Queen Elizabeth II.  

643.  

Alice, Princess of Great Britain & 

Ireland (1843-78, later Grand Duchess 

of Hesse & by the Rhine). 1859, London. 

Oil on canvas, 50.8 x 40.6 cm. Signed and 

dated: Fr Winterhalter 1859. Collection of 

HM Queen Elizabeth II.  

644.  

Arthur, Prince of Great Britain & 

Ireland, Duke of Connaught (1850-

1942). 1859, London. Oil on canvas, 

circular: 34 cm. Signed and dated: F 

Winterhalter / 1859. Collection of HM 

Queen Elizabeth II.  

645.  

Leopold, Prince of Great Britain & 

Ireland, Duke of Albany (1853-82). 

1859, London. Oil on canvas, circular: 

34.3 cm. Collection HM Queen Elizabeth 

II. 
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646.  

Beatrice, Princess of Great Britain & 

Ireland (1857-1944), later Princess of 

Battenberg. 1859, London. Oil on canvas, 

circular: 33.7 cm. Collection of HM Queen 

Elizabeth II.  

647.  

Beatrice, Princess of Great Britain & 

Ireland (1857-1944, later Princess of 

Battenberg). 1859, London. Oil on 

canvas, 50.8 x 41 cm. Signed and dated 

lower right: fr Winterhalter 1859. 

Collection of HM Queen Elizabeth II.  

648.  

Beatrice, Princess of Great Britain & 

Ireland (1857-1944, later Princess of 

Battenberg). 1859, London. Oil on 

canvas, circular: 21.6 cm. Signed. Present 

location unknown.  

649.  

Countess Maria Ivanovna Lamsdorff 

(1839-66, née Beck). 1859, Paris. Oil on 

canvas, 145.4 x 114.9 cm. Signed and 

dated lower left: Fr Winterhalter / Paris 

1859. New York: The Metropolitan 

Museum of Art.  

650.  

Octavie, Baronne de Löwenthal (1822-

1907, née Wylezynska). 1859, Paris. Oil 

on canvas, 129 x 96 cm. Signed and dated 

as painted in Paris in 1859. Private 

Collection.  

651.  

Louisa, Duchess of Manchester (1832-

1911, née Gräfin von Alten). 1859, 

London. Oil on canvas, 52.4 x 43.2 cm. 

Signed and dated lower left: Fr 

Winterhalter. / 1859. Collection of HM 

Queen Elizabeth II.  

652.  

Mlle de Moitessier. 1859. Oil on canvas, 

117 x 90 cm. Signed & dated lower right: 

Fr. Winterhalter / 1859. Private Collection.  

 

 

653.  

Valentine Balbes de Breton de Crillon, 

Comtesse Pozzo di Borgo (1812-90). Ca. 

1859. Oil on canvas. Present location 

unknown.   

654.  

Countess Maria Potocka (1830-1903, 

née Princess Sanguszkowa). 1859. Oil 

on canvas, oval. Private Collection.  

655.  

Count Roman Potocki (1852-1915). 

1859. Oil on canvas. Private Collection.  

656.  

Countess Julie Potocka (1854-1921, 

later Countess Branicka). 1859. Oil on 

canvas. Private Collection.  

657.  

Wilhelm Prinz von Preußen (1797-1888, 

later Emperor of Germany & King of 

Prussia). Ca. 1859. Oil on canvas. Present 

location unknown.  

658.  

Augusta Prinzessin von Preußen (1811-

90, née Prinzessin von Sachsen-

Weimar-Eisenach, later Empress of 

Germany & Queen of Prussia). Ca. 1859. 

Oil on canvas. Present location unknown.  

659.  

Alexandra Feodorovna, Empress of all 

the Russias (1798-1860, née Charlotte 

Prinzessin von Preußen). Ca. 1859-60. 

Oil on canvas. Present location unknown.  

660.  

Konstantin Nikolaevitch, Grand Duke 

of Russia (1827-92). Ca. 1859. Oil on 

canvas. Signed, dated and inscribed lower 

right: fr Winterhalter / Paris 1859. St 

Petersburg: The State Hermitage.  

661.  

Alexandra Iossifovna, Grand Duchess 

of Russia (1830-1911, née Prinzessin 

von Sachsen-Altenburg). 1859. Oil on 

canvas. Private Collection.  
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662.  

Princess Elizaveta Esperovna 

Troubetzkaia (1834-1907, née Princess 

Belosselskaia-Belozerskaia). 1859, 

Paris. Oil on canvas, 147 x 108 cm. 

Signed, dated and inscribed, bottom left: 

Fr Winterhalter 1859. / Paris. Private 

Collection.  

663.  

Princess Elena Petrovna Troubetzkaia 

(1853-1917, later Princess Demidova di 

San Donato). Ca. 1859. Oil on canvas. 

Present location unknown. 

664.  

Princess Maria Vasilievna Worontzova 

(1819-95, née Princess Troubetzkaia, 

fmr. Stolypina). 1859, Paris. Oil on 

canvas, 190.5 x 127 cm. Destroyed.  

665.  

Princess Maria Vasilievna Worontzova 

(1819-95, née Princess Troubetzkaia, 

fmr. Stolypina). Ca. 1859. Oil on canvas. 

Present location unknown.  

666.  

Portrait of a Young Lady. 1859, Paris. 

Oil on canvas. Signed, dated and inscribed 

lower left: Fr Winterhalter / Paris 1859. 

Present location unknown.  

667.  

The Young Prince. Mid- to late 1850s. Oil 

on canvas, 44.5 x 37 cm. Signed lower left 

of centre: fx Winterhalter. Cincinnati (OH): 

Cincinnati Art Museum.  

668.  

Portrait of a Young Boy. 1859. Oil on 

board, 56 x 46 cm. Signed and dated 

1859. Private Collection.  

669.  

Portrait of a Young Boy. 1859. Oil on 

canvas, 58 x 45 cm. Signed and dated 

1859 lower right. Present location 

unknown.  

 

670.  

Étude. Ca. 1859. Oil on canvas. Present 

location unknown.  

671.  

Carmen Aguado de Las Marismas 

(1847-80, later Duchesse de 

Montmorency). 1860, Paris. Oil on 

canvas, 93 x 74 cm. Signed, dated and 

inscribed lower left: Winterhalter Paris 

1860. Versailles: Musée National du 

Château.  

672.  

Amélie Prinzessin von Bayern. Ca. 

1860s. Oil on canvas, 61 x 51 cm. Bears 

initial lower right centre: 'W'. Compiègne: 

Musée National du Château.  

673.  

Baronness Alexandra Fraenkel (1820-, 

née von Essen). Ca. 1860-61. Oil on 

canvas. Present location unknown.  

674.  

Louisa Hargreaves. Ca. 1860s. Oil on 

canvas, 127.5 x 101.5 cm. Signed lower 

left. Princeton (NJ):  Princeton University.  

675.  

Mme Hepting. Ca. 1860. Oil on canvas. 

Present location unknown.  

676.  

Mme Wienczyslawa Juriewicz (1834-

1900, née Mlle Barszczewska, later 

Countess Rodocanachi). 1860, Paris. Oil 

on canvas, 156.1 x 124 cm, oval. Signed, 

dated and inscribed lower centre: f 

Winterhalter / Paris 1860. Boston (MA): 

Museum of Fine Arts.  

677.  

Mme Wienczyslawa Juriewicz (1834-

1900, née Mlle Barszczewska, later 

Countess Rodocanachi). 1860, Paris. Oil 

on canvas. Private Collection.  

678.  

Mme Wienczyslawa Juriewicz (1834-

1900, née Mlle Barszczewska, later 
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Countess Rodocanachi). Ca. 1860, Paris. 

Oil on canvas. Private Collection.  

679.  

Princess Elena Pavlovna Kotchubey 

(1812-88, née Bibikova, fmr. Princess 

Beloselskaia-Belozerskaia). 1860, Paris. 

Oil on canvas, 129.5 x 97 cm. Signed, 

dated and inscribed lower right: Fr 

Winterhalter / Paris, 1860. Baltimore: 

Walters Art Gallery.  

680.  

Pauline Fürstin von Metternich-

Winneburg (1838-1921, née Gräfin 

Sandór). 1860, Paris. Oil on canvas, 115 x 

87.5 cm, oval. Signed, dated and inscribed 

lower left: fr Winterhalter. / Paris 1860. 

Private Collection.  

681.  

Pauline Fürstin von Metternich-

Winneburg (1838-1921, née Gräfin 

Sandór). 1860, Paris. Oil on canvas. 

Signed, dated, and inscribed lower left: fr 

Winterhalter / 18[??] Paris. Present 

location unknown.  

682.  

Countess Varvara Alexeievna Mousina-

Pushkina (1832-85, née Cheremeteva). 

Ca. 1860. Oil on canvas. Present location 

unknown.  

683.  

Countess Varvara Alexeievna Mousina-

Pushkina (1832-85, née Cheremeteva). 

Ca. 1860. Oil on canvas. Present location 

unknown.  

684.  

Lady Victoria Noel (1839-1916, later 

Lady Thomas Buxton). Late 1850s / 

early 1860s. Oil on canvas. Present 

location unknown.  

685.  

Princess Maria Alexandrovna 

Obolenskaia (1831-1909, née Princess 

Lvova). Ca.1860. Oil on canvas, 131 x 98 

cm (oval). Present location unknown.  

 

686.  

Portrait of a Lady (believed to be 

Theresa Herzogin von Oldenburg (1815-

71), née Prinzessin von Nassau-

Weilburg). 1860, Paris. Oil on canvas, 126 

x 96 cm, oval. Signed, dated and inscribed 

lower left: F Winterhalter / Paris 1860. 

Private Collection.  

687.  

Peter Herzog von Oldenburg (1812-81). 

Ca. 1860. Oil on canvas. Present location 

unknown.  

688.  

Baroness Varvara von Plessen (1825-93, 

née Princess Gagarina). Late 1850s-early 

1860s. Oil on canvas, oval. Signed, dated 

and inscribed lower right. Private 

Collection.  

689.  

Countess Luisa (Ludwika) Potocka 

(1825-90, née Bobr-Piotrowicka). Ca. 

1860-61. Oil on canvas. Present location 

unknown.  

690.  

Princess Maria Maximilianova 

Romanovskaia (1841-1914, later 

Prinzessin von Baden). Ca. 1860. Oil on 

canvas. Present location unknown.  

691.  

Count Pavel Andreievitch Shouvalov 

(1826-1908). 1860, Paris. Oil on canvas, 

90 x 71 cm, oval. Signed and dated as 

painted in Paris 1860. Private Collection.  

692.  

Countess Olga Esperovna Shouvalova 

(1838-69, née Princess Beloselskaia-

Belozerskaia). 1860, Paris. Oil on canvas, 

91.5 x 71.0 cm. Signed and dated lower 

centre left: Fr Winterhalter / Paris 1860. 

Present location unknown.  

693.  

Countess Sofia Lvovna Shouvalova 

(1829-94), née Naryshkina and her five 

Children 
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– Count Pavel Petrovich Shouvalov  
(1847-1902),   

– Countess Olga Petrovna Shouvalova 

(1848-1927, later Princess 
Dolgorukaia),  

– Countess Varvara Petrovna 
Shouvalova (1850-72, later Princess 
Orlova),  

– Countess Maria Petrovna Shouvalova  

(1852-84, later Princess Cantacuzene),  

– Countess Sofia Petrovna Shouvalova  
(1857-1928, later Countess 
Benckendorff) 
Ca. 1860. Oil on canvas. Present location 

unknown  

694.  

Portrait of a Girl from the Shouvalov 

Family. 1860, Paris. Oil on canvas, 64.0 x 

54.0 cm. Signed, dated and inscribed 

lower right: Fr Winterhalter / 1860 Paris. 

Stavropol: Regional Museum of Fine Arts.  

695.  

Portrait of a Girl from the Shouvalov 

Family. Ca. 1860, Paris. Oil on canvas. St 

Petersburg: The State Hermitage.  

696.  

Presumably portrait of a girl from the 

Shouvalov Family. 1860. Oil on canvas. 

Signed and dated lower right: Fr 

Winterhalter / 1860. Private Collection.  

697.  

Portrait of a girl from the Shouvalov 

Family [Portrait Présumé d’une 

Princesse Troubetzkoi]. 1860. Oil on 

canvas, 65 x 53 cm. Signed and dated 

1860. Private Collection.  

698.  

Princess Urusova. 1860, Paris. Oil on 

canvas, 65 x 55 cm. Signed, dated & 

inscribed left below centre: Fr Winterhalter 

/ Paris 1860. Private Collection.  

699.  

Portrait of a Lady. Late 1850s to early 

1860s. Oil on canvas, 63.5 x 50.8 cm, 

oval. Signed centre left: F Winterhalter. 

Private Collection.  

 

701.  

Das Früchtenmädchen. Ca. 1860-65. Oil 

on canvas, 46.3 x 38.0 cm. Unsigned. 

Private Collection.  

702.  

Portrait of a Lady. Ca. 1860-65. Oil on 

canvas. Private Collection. 

703.  

Portrait of a Lady Reading a Letter (Die 

Briefleserin). Ca. 1860-65. Oil on canvas, 

46 x 38 cm. Freiburg-im-Breisgau: 

Augustinermuseum.  

704.  

Portrait of a Lady. Ca. 1860-65. Oil on 

canvas. Present location unknown.  

705.  

Portrait of a Lady. Ca. 1860-65. Oil on 

canvas. Private Collection.  

706.  

Portrait of a Lady. Ca. 1860-65. Oil on 

canvas. Present location unknown.  

707.  

Portrait of a Lady in Profile. Ca. 1860-

65. Oil on canvas. Present location 

unknown.  

708.  

Eugénie, Empress of the French (1826-

1920, née Maria Eugenia, Condessa de 

Teba, etc). 1861, Paris. Oil on canvas, 

54.5 x 45.5 cm (approx). Signed and dated 

lower left: Fr Winterhalter / 1861. Present 

location unknown.  

709.  

Eugénie, Empress of the French (1826-

1920, née Maria Eugenia, Condessa de 

Teba, etc). Ca. 1861, Paris. Oil on canvas, 

56 x 46.2 cm. Collection of HM Queen 

Elizabeth II.  
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710.  

Eugénie, Empress of the French (1826-

1920, née Maria Eugenia, Condessa de 

Teba, etc). Ca. 1861, Paris. Oil on canvas. 

Unsigned. Salenstein: Schloss Arenenberg.  

711.  

Elisabeth Fürstin zu Fürstenberg (1824-

61, née Prinzessin Reuss zu Greiz). Ca. 

1861-62. Oil on canvas. Present location 

unknown.  

712.  

Prince Albert the Prince Consort (1819-

61). 1861, London (posthumous). Oil on 

canvas, 76 x 63.5 cm. Signed and dated 

lower centre right: f. Winterhalter / 28 Dec 

1861. Private Collection.  

713.  

Alice, Princess of Great Britain & 

Ireland (1843-78, later Großherzogin 

von Hessen und bei Rhein). 1861, 

London. Oil on canvas, 118.7 x 88.9 cm. 

Signed and dated lower right: Fr 

Winterhalter / 1861. Collection of HM 

Queen Elizabeth II.  

714.  

Helena, Princess of Great Britain & 

Ireland (1846-1923, later Fürstin von 

Schleswig-Holstein-Sondenburg-

Augustenburg). 1861, London. Oil on 

canvas, 53.7 x 40.6 cm. Signed and dated 

lower right: Fr Winterhalter / 1861. 

Collection of HM Queen Elizabeth II.  

715.  

Victoria, Duchess of Kent (1768-1861, 

née Prinzessin von Sachsen-Coburg-

Saalfeld, fmr. Fürstin zu Leiningen). 

1861, London (posthumous). Oil on 

canvas, 91.1 x 71.1 cm. Signed and dated 

lower left: Fr Winterhalter / 1861. 

Collection of HM Queen Elizabeth II.  

716.  

Ludwig IV, Großherzog von Hessen und 

bei Rhein (1837-92). 1861, London. Oil 

on canvas, 75.6 x 61 cm, oval. Collection 

of HM Queen Elizabeth II.  

717.  

Augusta Großherzogin von Mecklenburg 

-Strelitz (1822-1916, née Princess of 

Cambridge). Ca. 1861. Medium, size, and 

present location unknown. 

718.  

Wilhelm I, King of Prussia (1797-1888, 

later Emperor of Germany). 1861. Oil on 

canvas, 271 x 180 cm. Signed and dated: 

Fr Winterhalter 1861. Missing since 1945.  

719.  

Study for the Portrait of Wilhelm I, 

King of Prussia (1797-1888). 1861. 

Medium, size, and present location 

unknown.  

720.  

Augusta, Queen of Prussia (1811-90, 

née Prinzessin von Sachsen-Weimar-

Eisenach, later Empress of Germany). 

1861. Oil on canvas, 271 x 180 cm. 

Missing since 1945.  

721.  

Study for the Portrait of Augusta, 

Queen of Prussia (1811-90). 1861. 

Medium, size, and present location 

unknown.  

722.  

Mlle Rogniat. Ca. 1861-62, oil on canvas. 

Present location unknown. 

723.  

Mlle Rogniat. Ca. 1861-62. Oil on canvas. 

Present location unknown  

724.  

Mme Tolstoi. Ca. 1861-62. Oil on canvas. 

Present location unknown.  

725.  

Prince Peter Nikitich Troubetzkoy 

(1828-80). Ca. 1861-62. Oil on canvas. 

Present location unknown.  
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726.  

Princess Wasiltchikova. Ca. 1861-62. 

Oil on canvas. Present location unknown.  

727.  

Julia Feodorovna Abaza (1830-1916, 

née Stubbe). Early 1860s. Oil on canvas. 

Present location unknown.  

728.  

Elena Alexeievna Abaza (née 

Zolotareva). Ca. 1862-63. Oil on canvas. 

Present location unknown.  

729.  

Mlle Abaza. Ca. 1862-63. Oil on canvas. 

Present location unknown.  

730.  

Frau Wilhelm Auffm‘Ordt (1824-68, née 

Selma Troost). Ca. 1862-64. Oil on 

canvas. Present location unknown.  

731.  

Helena Auffm’Ordt (1845-1917, later 

Frau Gustav von Hasperg). Ca. 1862-64. 

Oil on canvas. Present location unknown.  

732.  

Princess Marie Bibesco (1815-59, née 

Văcărescu, fmr. Princess Constantin 

Ghika). Ca. 1862-64. Oil on canvas. 

Private Collection.  

733.  

Countess Jadwiga Branicka (1826-

1916, née Countess Potocka). Ca. 1862. 

Oil on canvas, 79 x 63 cm, oval. Signed 

lower right: Fr. Winterhalter. Wilanow: 

Palace Museum.  

734.  

Countess Jadwiga Branicka (1826-

1916, née Countess Potocka). 1862, 

Paris. Oil on canvas, 71 x 57 cm. Signed, 

dated and inscribed: Fr Winterhalter Paris 

1862. Wilanow: Palace Museum.  

 

 

735.  

Eugénie, Empress of the French (1826-

1920, née Maria Eugenia, Condessa de 

Teba, etc). 1862, Paris. Oil on canvas, 229 

x 146 cm. Signed lower left: F Winterhalter 

1862. Private Collection. 

736.  

Alexandra Ivanovna Jakounchikova 

(1824-97, née Nilova). Ca. 1862-64. Oil 

on canvas. Present location unknown.  

737.  

Alexandra Ivanovna Jakounchikova 

(1824-97, née Nilova). Ca. 1862-64. Oil 

on canvas. Present location unknown. 

738.  

Countess Ekaterina Dmitrievna 

Kusheleva (1811-74, née Princess 

Vasil'chikova). Ca. 1862-64. Oil on 

canvas. Present location unknown.  

739.  

Princesse Anne Murat (1841-1924, later 

Duchesse de Mouchy). 1862, Paris. Oil on 

canvas, 114 x 80 cm. Signed, dated and 

inscribed centre left: fx Winterhalter Paris 

1862. Private Collection.  

740.  

Mlle la Princesse Murat. Ca. 1862. Oil on 

canvas. Present location unknown.  

741.  

La Comtesse Orloff (Lilly). Ca. 1862-64. 

Oil on canvas. Present location unknown.  

742.  

Mélanie de Bussière, Comtesse de 

Pourtalès (1839-1913). Ca. 1862-64. Oil 

on canvas. Present location unknown.  

743.  

Charles Jérôme, Duc Pozzo di Borgo 

(1791-1879) and his wife, Valentine de 

Balbes des Berton de Crillon, Duchesse 

Pozzo di Borgo (1812-90). Ca. 1862-64. 

Oil on canvas. Present location unknown.  
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744.  

Kronprinz Friedrich Wilhelm Kronprinz 

von Preußen (1831-88), Victoria 

Kronprinzessin von Preußen (1840-

1901), with their two children, Prinz 

Wilhelm (1859-1941, later Emperor of 

Germany & King of Prussia) and 

Prinzessin Charlotte (1860-1919, later 

Herzogin von Sachsen-Meiningen). 1862, 

Berlin and Paris. Oil on canvas, 248.3 x 

180.3 cm. Signed and dated: Fr 

Winterhalter / 1862. Collection of HM 

Queen Elizabeth II.  

745.  

Maria Alexandrovna, Empress of all the 

Russias (1824-80, née Wilhelmine 

Marie Prinzessin von Hessen-

Darmstadt). 1862. Oil on canvas, 128 x 

94.5 cm. Signed and dated lower right: F 

Winterhalter 1862. Private Collection. 

746.  

Elena Pavlovna, Grand Duchess of 

Russia (1807-73, née Charlotte 

Herzogin von Württemberg). 1862, 

Baden. Oil on canvas, 123 x 89.5 cm. 

Signed, dated and inscribed lower left: Fr 

Winterhalter / Baden 1862. St Petersburg: 

the State Hermitage.  

747.  

Valérie de Beaufort-Spontin, Comtesse 

van der Strathen-Ponthoz (1811-87). Ca. 

1862-64. Oil on canvas. Present location 

unknown.  

748.  

Countess Eleonora Laura Swieykowska 

(1830-xxxx, née Lachman), with her 

son, Count Stefan August Swieykowski 

(1848-76). Ca. 1862-64. Oil on canvas. 

Present location unknown.  

749.  

Helena Gräfin von Tiesenhausen (1825-

xxxx, née Przezdziecka). Ca. 1862-64. 

Oil on canvas. Present location unknown. 

 

 

750.  

Study of a Girl in Profile. 1862. Oil on 

canvas, 58 x 47 cm. Signed and dated 

lower right: Fr Winterhalter / 1862. Private 

Collection.  

751.  

Princess Olympiada Vladimirovna 

Bariatinskaia (1822-1904, née 

Sablukova). 1863, Paris. Oil on canvas, 

118.7 x 82 cm. Signed, dated and 

inscribed lower right: Fr Winterhalter/ 

Paris 1863. Tallinn: Kadriorg Art Museum.  

752.  

Princess Maria Apollinarievna 

Bariatinskaia (1835-1906, née 

Bouteneva). 1863. Oil on canvas, 71 x 53 

cm. Signed and dated 1863. Private 

Collection.  

753.  

Princess Elizaveta Dmitrievna 

Bariatinskaia (1833-99, née Princess 

Djambakouriane-Orbeliani, fmr. 

Davydova). Ca. 1863. Oil on canvas. 

Present location unknown.  

754.  

Marie-Henriette, Duchesse de Brabant 

(1836-1902, née Erzherzogin von 

Österreich, later Queen of the 

Belgians). 1863, Brussells. Oil on canvas, 

157 x 106 cm. Signed, dated and inscribed 

lower right: fr. Winterhalter / Bruxelles 

1863. Collection of HM Philippe I, King of 

the Belgians.  

755.  

Lord William Douglas-Hamilton, 12th 

Duke of Hamilton, 9th Duke of Brandon 

(1845-95). 1863, Baden. Oil on canvas, 

81.3 x 63.5 cm. Signed, dated and 

inscribed lower right: F Winterhalter / 

Baden 1863. The National Trust for 

Scotland.  

756.  

Lady Mary Douglas-Hamilton (1850-

1922, later Princesse de Monaco, 

Fürstin Festetics von Tolna). Ca. 1863. 
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Oil on canvas. Signed and dated 1863. 

Private Collection.  

757.  

Lord Charles Douglas-Hamilton (1847-

86, later 7th Earl of Selkirk). Ca. 1863. 

Oil on canvas. Signed and dated 1863. 

Private Collection.  

758.  

Julia, Baroness Middleton (1843-1901, 

née Bosville). 1863, Paris. Oil on canvas. 

239 x 147.5 cm. Signed, dated and 

inscribed lower right: fr Winterhalter / 

Paris 1863. Private Collection.  

759.  

Sophie, Duchesse de Morny (1838-96, 

née Princess Troubetzkaia). 1863, Paris. 

Oil on canvas, 94 x 73 cm, oval. Signed, 

dated and inscribed lower centre left: fr 

Winterhalter / 1863. Compiègne: Musée 

National du Château.  

760.  

Sophie, Duchesse de Morny (1838-96, 

née Princess Troubetzkaia). Ca. 1863. 

Oil on canvas. Present location unknown.  

761.  

Sophie, Queen of the Netherlands 

(1818-71, née Herzogin von 

Württemberg). 1863, Stuttgart. Oil on 

canvas, 132 x 92 cm. Signed and dated 

lower left: fr Winterhalter / 1863. 

Collection of HM Willem-Alexander, King of 

the Netherlands.  

762.  

Sophie, Queen of the Netherlands 

(1818-71, née Herzogin von 

Württemberg). 1863. Oil on canvas, 74.0 

x 60.0 cm. Signed lower left: fr 

Winterhalter. Amsterdam: Rijksmuseum.  

763.  

Mme Adelina Patti (1843-1919). 1863, 

Paris. Oil on canvas, 110 x 77.9 cm. 

Signed and dated lower left: F. Winterhalter 

1863. Private Collection.  

 

764.  

Mme Adelina Patti (1843-1919). 1863, 

Paris. Oil on canvas, 115 x 81 cm. Signed, 

dated and inscribed lower left: fr 

Winterhalter / Paris. Private Collection.  

765.  

Countess Elena Ivanovna Shouvalova 

(1830-91, née Chertkova, fmr. Countess 

Orlova-Denisova). 1863, Paris. Oil on 

canvas, 100 x 81 cm. Signed, dated, and 

inscribed lower centre right: fr Winterhalter 

/ Paris 18(6?)3. New York: The 

Metropolitan Museum of Art.  

766.  

Countess Elena Ivanovna Shouvalova 

(1830-91, née Chertkova, fmr. Countess 

Orlova-Denisova). Ca. 1863-64. Oil on 

canvas. Present location unknown.  

767.  

Marie Antoinette Gräfin von 

Stackelberg (1831-60, née Mlle de 

Tamiser). 1863. Oil on canvas, 77 x 62, 

oval. Signed and dated 1863. Private 

Collection.  

768.  

Countess Tyszkiewicz. Ca. 1863-64. Oil 

on canvas. Present location unknown.  

769.  

Lady Sophie Wellesley (1840-1923, 

later Countess of Hardwicke). 1863, 

Paris. Oil on canvas, 54.6 x 43.2 cm. 

Signed and dated lower left: Fr 

Winterhalter / 1863. Private Collection.  

770.  

Lady Feodorowna Wellesley (1838-

1920, later Viscountess Bertie of 

Thame). 1864, Paris. Oil on canvas, 54.6 x 

43.2 cm. Signed, dated & inscribed lower 

right: Fr Winterhalter / Paris 1864. Private 

Collection.  

771.  

Frau Andreas Achenbach (1827-89, née 

Luise Lichtschlag). Ca. 1864-65. Oil on 

canvas. Present location unknown.  
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772.  

Elisabeth, Empress of Austria, Queen of 

Hungary (1837-98, née Herzogin in 

Bayern). 1864, Schönbrunn. Oil on 

canvas, 158 x 117 cm. Signed, dated and 

inscribed lower right: Fr Winterhalter / 

Schönbrunn 1864. Vienna: Hofburg. 

773.  

Elisabeth, Empress of Austria, Queen of 

Hungary (1837-98, née Herzogin in 

Bayern). 1864, Schönbrunn. Oil on 

canvas, oval. Signed, dated and inscribed 

lower left: Fr Winterhalter / Schönbrunn 

1864. Private Colleciton. 

774.  

Sophie Erzherzogin von Österreich 

(1805-72, née Herzogin von Bayern). 

1864, Vienna. Oil on canvas. Private 

Collection. 

775.  

Countess Rosa Branicka (1780-1862, 

née Countess Potocka). Ca. 1864 

(posthumous). Oil on canvas. Present 

location unknown.  

776.  

Mme Brétonneaux. Ca. 1864-65. Oil on 

canvas. Present location unknown.  

777.  

Children of Mme Brétonneaux. Ca. 

1864-65. Oil on canvas. Present location 

unknown.  

778.  

Princess Ekaterina Alexandrovna 

Dadiani, Queen Regent of Mingrelia 

(1816-82, née Princess Tchavtchavadze) 

Ca. 1864-65. Oil on canvas. Zugdidi: The 

Dadiani Palace.  

779.  

Princess Salomé Davidovna Dadiani, 

Princess of Mingrelia (1848-95, later 

Princesse Murat). Ca. 1864-65. Oil on 

canvas. Present location unknown.  

 

780.  

Prince Nikolai Davidovitch Dadiani, 

Prince of Mingrelia (1846-1903). Ca. 

1864-65. Oil on canvas. Present location 

unknown.  

781.  

Prince Andrei Davidovitch Dadiani, 

Prince of Mingrelia (1850-1910). Ca. 

1864-65. Oil on canvas. Present location 

unknown.  

782.  

Eugénie, Empress of the French (1826-

1920, née Maria Eugenia, Condessa de 

Teba, etc). 1864, Paris. Oil on canvas, 60 

x 54 cm. Signed and dated lower left: f 

Winterhalter 1864. Compiègne: Musée 

National du Château. 

783.  

Eugénie, Empress of the French (1826-

1920, née Maria Eugenia, Condessa de 

Teba, etc). Ca. 1864. Oil on canvas. 

Present location unknown.  

784.  

Louis-Napoléon, Prince Impérial (1856-

79). 1863, Paris. Oil on canvas, 170 x 110 

cm. Signed and dated lower right: fr 

Winterhalter 1863. Private Collection.  

785.  

Albert Edward, Prince of Wales (1841-

1910), later Edward VII, King of Great 

Britain & Ireland. 1864, London. Oil on 

canvas, 162.2 x 114 cm. Signed and dated 

lower left: Fr Winterhalter 1864. Collection 

of HM Queen Elizabeth II.  

786.  

Alexandra, Princess of Wales (1844-

1925, née Princess of Denmark, later 

Queen of Great Britain and Ireland). 

1864, London. Oil on canvas, 162.2 x 114 

cm. Signed and dated lower left: Fr 

Winterhalter 1864. Colleciton of HM Queen 

Elizabeth II.  
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787.  

Mme Andréas d’Hargivilliers. Ca. 1864-

65. Oil on canvas. Present location 

unknown.  

788.  

Lord William Douglas-Hamilton, 11th 

Duke of Hamilton, 8th Duke of Brandon 

(1811-1863). Ca. 1864-65. Oil on canvas. 

Present location unknown.  

789.  

Maximilian I, Erzherzog von Österreich, 

Emperor of Mexico (1832-67). 1864, 

Paris. Oil on canvas, 100.3 x 82 cm. 

Signed, dated and inscribed as painted in 

Paris, 1864. San Simeon (CA): Hearst 

Castle.  

790.  

Charlotte Erzherzogin von Österreich, 

Empress of Mexico (1840-1927, née 

Princesse de Belgique). 1864, Paris. Oil 

on canvas, 100.3 x 75.3 cm. Signed, dated 

and inscribed as painted in Paris, 1864. 

San Simeon (CA): Hearst Castle.  

791.  

Sophie, Duchesse de Morny (1838-96, 

née Princess Troubetzkaia). Ca. 1864-

65. Oil on canvas. Present location 

unknown. 

792.  

Princess Sophia Alexandrovna 

Radziwill (1806-89, née Princess 

Urusova). 1864. Oil on canvas, 126.5 x 94 

cm, oval. Signed and dated lower centre: 

Fr Winterhalter 1864. St Petersburg: The 

State Hermitage. 

793.  

Mme Cécile Rhoné (1826-95, née Mlle 

Pereire). Ca. 1864-65. Oil on canvas. 

Private Collection.  

794.  

Varvara Dmitrievna Rimskaia-

Korsakova (1833-78, née Mergasova). 

1864, Paris. Oil on canvas, 147 x 90 cm. 

Signed, dated and inscribed lower right: f. 

Winterhalter. / 1864 Paris. Paris: Musée 

d’Orsay.  

795.  

Varvara Dmitrievna Rimskaia-

Korsakova (1833-78, née Mergasova). 

Ca. 1864. Oil on canvas. Present location 

unknown.  

796.  

Gustav, kronprins av Sverige, prins av 

Wasa (1799-1877). 1864, Schönbrunn. 

Oil on canvas, 76.0 x 62.0 cm. Signed, 

dated, and inscribed, lower left: fr 

Winterhalter Schönbrunn 1864. Private 

Collection.  

797.  

Marie-Therese Erzherzogin von 

Österreich (1845-1927, later Herzogin 

von Württemberg).  Ca. 1864. Oil on 

canvas. Present location unknown.  

798.  

Portrait of a Lady. 1864, Paris. Oil on 

canvas, 91 x 72 cm. Signed and dated 

lower left: Fr Winterhalter / Paris 1864. 

Private Collection.  

799.  

Franz Joseph I, Emperor of Austria, 

King of Hungary (1830-1916). 1865, 

Vienna. Oil on canvas, 255 x 133 cm. 

Signed and dated lower left: 

F.X.Winterhalter. 1865. Vienna: Hofburg. 

800.  

Elisabeth, Empress of Austria, Queen of 

Hungary (1837-98, née Herzogin in 

Bayern). 1865, Vienna. Oil on canvas, 255 

x 133 cm. Signed and dated lower left: F.X. 

Winterhalter. 1865. Vienna: Hofburg.  

801.  

Marie Prinzessin von Baden (1841-

1914, née Princess Romanovskaia). Ca. 

1865. Oil on canvas. Present location 

unknown.  

802.  

Sophia-Viktoria Prinzessin von Baden 

(1862-1930, later Queen of Sweden). 
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1865. Oil on canvas, 40 x 30 cm. Signed 

and dated verso: Fr. Winterhalter 1865. 

Private Collection.  

803.  

Prince Konstantin Esperovitch 

Beloselsky-Belozersky (1843-1920). Ca. 

1865. Oil on canvas. Present location 

unknown.  

804.  

Princess Nadejda Dmitrievna 

Beloselskaia-Belozerskaia (1847-1920, 

née Skobeleva). Ca. 1865. Oil on canvas. 

Present location unknown. 

805.  

Countess Maria Branicka de 

Bialacerkiew (1843-1919, née Princess 

Sapieha-Rozanska). 1865, Paris. Oil on 

canvas, 115.9 x 89.9 cm. Signed, dated & 

inscribed lower right: F.Winterhalter 1865. 

Paris. Philadelphia: Philadelphia Museum 

of Art.  

806.  

Princess Olga Cantacuzène (1843-1929, 

later Principessa Altieri). Ca.1865. Oil 

on canvas, 73.5 x 60 cm. Present location 

unknown.  

807.  

Mme Dollfuss. Ca. 1865. Oil on canvas. 

Present location unknown.  

808.  

Alfred, Prince of Great Britain and 

Ireland, Duke of Edinburgh (1844-

1900). 1865, Rosenau. Oil on canvas, 

74.6 x 61 cm, oval. Signed and dated lower 

left: Fr Winterhalter / 1865. Collection of 

HM Queen Elizabeth II.  

809.  

Helena, Princess of Great Britain and 

Ireland (1846-1923, later Fürstin von 

Schleswig-Holstein-Sondenburg-

Augustenburg). 1865, Rosenau. Oil on 

canvas, 116.2 x 86 cm, oval. Signed and 

dated lower left: Fr Winterhalter. / 1865. 

Collection of HM Queen Elizabeth II.  

 

810.  

Louise, Princess of Great Britain and 

Ireland (1848-1939, later Duchess of 

Argyll). 1865, Rosenau. Oil on canvas, 

115.9 x 86 cm, oval. Signed and dated 

lower right: Fr Winterhalter. 1865. 

Collection of HM Queen Elizabeth II. 

811.  

Lady Mary Douglas-Hamilton (1850-

1922, later Princesse de Monaco, 

Fürstin Festetics von Tolna). 1865, 

Baden. Oil on canvas. Present location 

unknown.  

812.  

Helene Fürstin von Thurn und Taxis 

(1834-90, née Herzogin in Bayern). Ca. 

1865. Oil on canvas. Present location 

unknown.  

813.  

Dr Karl Uhland (1815-92). Mid to late 

1860s. Oil on canvas, 60.5 x 50.5 cm. 

Signed lower right: Fr Winterhalter. Private 

Collection.  

814.  

Mme Pauline Viardot-Garcia (1821-

1910, née García). Presumably mid to 

late 1860s. Oil on canvas. Present location 

unknown.  

815.  

Baronne de Wächter. Ca. 1865. Oil on 

canvas. Present location unknown.  

816.  

Karl I, King of Württemberg (1823-91). 

Ca. 1865. Present location unknown.  

817.  

Olga Nikolaevna, Queen of 

Württemberg (1822-92, née Grand 

Duchess of Russia). 1865. Oil on canvas, 

242 x 149 cm. Signed & dated lower right 

centre: fr. Winterhalter 1865. Stuttgart: 

Landesmuseum Württemberg.  
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818.  

Frau Anna Bölger (1837-1923, née 

Burckhardt). Ca. 1866. Oil on canvas. 

Present location unknown.  

819.  

Mr Richard Burn. Ca. 1866. Oil on 

canvas. Present location unknown.  

820.  

Mme Dourassova. Ca. 1866. Oil on 

canvas. Present location unknown.  

821.  

Mlle Eugénie Fiocre (1845-1908, later 

Marquise de Courtivron). 1866, Paris. Oil 

on canvas. Private Collection.  

822.  

La Princesse Serge Gagarine. Ca. 1866. 

Oil on canvas. Present location unknown.  

823.  

Lord Charles Douglas-Hamilton (1847-

1886, later 7th Earl of Selkirk). 1866. 

Oil on canvas, 84 x 64.5cm, oval. Private 

Collection.  

824.  

Antónia Fürstin von Hohenzollern-

Sigmaringen (1845-1913, née Dona de 

Bragança, Infanta de Portugal). 1866, 

Paris. Oil on canvas, 65.7 x 55.2 cm, oval. 

Signed and dated lower left: Fr 

Winterhalter / Paris 1866. Private 

Collection.  

825.  

Antónia Fürstin von Hohenzollern-

Sigmaringen (1845-1913, née Dona de 

Bragança, Infanta de Portugal). 1866, 

Paris. Oil on canvas. Present location 

unknown.  

826.  

Christian Fürst von Schleswig-Holstein-

Sondenburg-Augustenburg (1831-1917). 

1866, Paris. Oil on canvas, 116.8 x 89.2 

cm. Signed and dated lower right: Fr 

Winterhalter. / 1866. Collection of HM 

Queen Elizabeth II.  

827.  

La petite fille de Mr. Suermondt. Ca. 

1866. Oil on canvas. Present location 

unknown. 

828.  

Barthold Suermondt (1818-87). Ca. 

1866. Oil on canvas. Present location 

unknown.  

829.  

Frau Nancy Suermondt (1843-96, née 

Haniel). Ca. 1866. Oil on canvas. Present 

location unknown.  

830.  

Mary Adelaide, Duchess of Teck (1833-

97, née Princess of Cambridge). 1866, 

Paris. Oil on canvas. Present location 

unknown.  

831.  

Mrs Philip Vanderbyl (1835-1905, née 

Miss Sarah Alexander). 1866, Paris. Oil 

on canvas, 130 x 97 cm. Signed, dated 

and inscribed lower left: F. Winterhalter / 

Paris 1866. Private Collection.  

832.  

Susannah and the Elders. 1866. Oil on 

canvas, 165 x 115.5 cm. Seattle, WA: Frye 

Art Museum. 

833.  

Countess Roza Branicka (1854-1942, 

later Countess Tarnowska). 1867. Oil on 

canvas. Present location unknown.  

834.  

Miss Ada Calhoun (1844-1910, later 

Mrs George Washington Lane). 1867, 

Paris. Oil on canvas, 116 x 90 cm. Signed 

and dated lower left: fr Winterhalter / 

1867. Private Collection.  

835.  

Mlle Henriette Chégaray (1844-74, later 

Mme Adolphe Quesnel). Ca. 1867, oil on 

canvas. Present location unknown.  
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836.  

Sir Robert Spencer Clifford, 3rd Bt. 

(1815-92). 1867. Oil on canvas, signed 

lower left: fr Winterhalter. Private 

Collection.  

837.  

Mme Dreyfuss. Ca. 1867. Oil on canvas. 

Present location unknown.  

838.  

Mlle Eichthal. 1867. Oil on canvas, 80 x 

65 cm. Signed and dated lower right: F 

Winterhalter 1867. Private Collection.  

839.  

Prince Albert the Prince Consort (1819-

61). 1867, London. Oil on canvas, 241.3 x 

156.8 cm. Signed and dated lower left: Fr 

Winterhalter / 1867. London: National 

Portrait Gallery.  

840.  

Ludwig IV Großherzog von Hessen und 

bei Rhein (1837-1892). 1867, Paris. Oil 

on canvas. Signed and dated as painted in 

1867. Hessische Hausstiftung, Schloß 

Wolfsgarten.  

841.  

Countess Roza Krasinska (1848-1937, 

née Countess Potocka). 1867, Paris. Oil 

on canvas, 81.5 x 65.5 cm, oval. Signed 

and dated 1867. Warsaw: National 

Museum.  

842.  

Countess Evdokia Gavrilovna 

Pashkevich (1846-1887, née 

Sukhanova-Podkolzina, later Lady 

Charles Douglas-Hamilton). Ca. 1867. 

Oil on canvas, 80.5 x 64 cm. Private 

Collection.  

843.  

Friedrich Wilhelm, Kronprinz von 

Preußen (1831-1888, later Emperor of 

Germany & King of Prussia). 1867, 

Berlin. Oil on canvas, 81.0 x 65.2 cm. 

Signed and dated lower right: fr 

Winterhalter / 1867. Collection of HM 

Queen Elizabeth II.  

844.  

Victoria Kronprinzessin von Preußen 

(1840-1901, née Princess of Great 

Britain & Ireland, later Empress of 

Germany & Queen of Prussia). 1867, 

Berlin. Oil on canvas, 80.8 x 64.6 cm. 

Signed and dated lower left: fr Winterhalter 

/ 1867. Collection HM Queen Elizabeth II.  

845.  

Mme Ralli with her Child. Ca. 1867. Oil 

on canvas. Present location unknown.  

846.  

Countess Pelagea Rembielinska (1830-

1894, née Countess Zamoysc-

Zamoyska). Ca. 1867. Oil on canvas. 

Present location unknown.  

847.  

A Battle Scene from the Austro-

Prussian War of 1866. After 1866. Oil on 

canvas. Present location unknown.  

848.  

Second Battle Scene from the Austro-

Prussian War of 1866. After 1866. Oil on 

canvas. Present location unknown.  

849.  

Self-Portrait. 1868, Paris. Oil on canvas, 

62.5 x 59.6 cm. Signed and dated: Fr 

Winterhalter 1868. Florence: Galeria degli 

Uffizi.  

850.  

Self-Portrait. 1868, Paris. Oil on canvas, 

72.5 x 55 cm. Signed lower right: Fr 

Winterhalter / Paris 1868. Karlsruhe: 

Staatliche Kunsthalle.  

851.  

Avrora Karlovna Demidova-Karamzina 

(1808-1902, née Aurora Charlotta 

Stjernvall). Ca. 1868. Oil on canvas, 60 x 

50 cm, oval. Private Collection.  

852.  

Maria Elimovna Demidova, Princess di 

San Donato (1844-68, née Princess 

Meshcherskaia). Ca. 1868. Oil on canvas. 



431 
 

Tashkent: Museum of Art.  

853.  

M. Matthieu Dollfus. Ca. 1868. Oil on 

canvas. Present location unknown. 

854.  

Mme Mélanie Goldschmidt (1834-1894, 

née Mlle Biederman). 1868, Paris. Oil on 

canvas, 56.1 x 46.5cm. Signed, dated and 

inscribed lower left: Fr Winterhalter / Paris 

1868. Paris: Musée National du Louvre.  

855.  

Victoria, Queen of Great Britain & 

Ireland (1819-1901). 1868, Paris. Oil on 

canvas, 211.8 x 142.2 cm. Signed and 

dated as painted in 1868. Private 

Collection.  

856.  

Sophie, Duchesse de Morny (1838-1896, 

née Princess Trubetzkaia, later 

Duquesa de Albuquerque y de Sesto). 

Ca. 1868. Oil on canvas. Present location 

unknown.  

857.  

Marianne Mumm von Schwarzenstein 

(1844-1923, later Freifreiin von 

Rotenhan). Ca. 1868. Oil on canvas. 

Present location unknown.  

858.  

Countess Genowefa Puslowska (1821-

1867, née Princess Drucka-Lubecka). 

1868, Paris. Oil on canvas, 91.0 x 72.0 

cm. Signed and dated lower left: 

fr.Winterhalter 1868. Cracow: Jagiellonian 

University.  

859.  

Mme Leon Casso. 1869, Paris. Oil on 

canvas, 73 x 60 cm. Signed, dated and 

inscribed lower left: Fr Winterhalter / Paris 

1869. Private Collection.  

860.  

Contessa Elisa de Castelvecchio (1826-

94, née Mlle Pasteur d’Etreillis). 1869. 

Oil on canvas, 89 x 68.5 cm. Signed and 

dated lower left: Fr Winterhalter / […] 

1869. Private Collection.  

861.  

Caroline, Queen of Great Britain & 

Ireland (1768-1821, née Prinzessin von 

Braunschweig-Wolfenbüttel). 1869. Oil 

on canvas. Present location unknown.  

862.  

Frédéric Kuhlmann (1803-81). 1869, 

Paris. Oil on canvas, 92 x 74 cm. Signed 

and dated: F.Winterhalter 1869. Lille: 

Musée des Beaux-Arts.  

863.  

Aleksandra Ivanovna Pashkova (1832-

xxxx, née Countess Chernysheva-

Kruglikova). 1869, Paris. Oil on canvas, 

oval. Signed and dated lower right: Fr 

Winterhalter / Paris 1869. Tula: Regional 

Museum of Fine Arts.  

864.  

Maria Nikolaevna, Grand Duchess of 

Russia, Herzogin von Leuchtenberg 

(1819-1876). 1869. Oil on canvas, 56 x 46 

cm. Signed and dated lower left:  fr 

Winterhalter / 1869. Moscow: A.S. Pushkin 

Museum of Fine Art.  

865.  

Olga, Queen of Württemberg (1822-

1892, née Grand Duchess of Russia). 

1869. Oil on canvas, 56 x 46 cm. Present 

location unknown.  

866.  

Portrait of a Lady. 1869. Oil on canvas, 

80 x 65 cm. Signed & dated lower right: Fr 

Winterhalter. 1869. Compiègne: Musée 

National du Château.  

867.  

Countess Zofia Zamoyska (1851-1927, 

née Countess Potocka). 1870. Oil on 

canvas, 82 x 65.4 cm, oval. Signed and 

dated lower right: F.X. Winterhalter 1870. 

Warsaw: National Museum.  
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868.  

An American Lady. Ca. 1870s. Oil on 

canvas, 110 x 85 cm, oval. Private 

Collection.  

869.  

Still-Life with Flowers (I). Presumably 

late 1860s / early 1870s. Oil on canvas. 

Present location unknown.  

870.  

Still-Life with Flowers (II). Presumably 

late 1860s / early 1870s. Oil on canvas. 

Present location unknown. 

871.  

Still-Life with Flowers (III). Presumably 

late 1860s / early 1870s. Oil on canvas. 

Present location unknown.  

872.  

Stubbenkammer, on the Island of 

Rügen. Presumably late 1860s / early 

1870s. Oil on canvas. Present location 

unknown.  

873.  

The Taunus Valley. Presumably late 

1860s / early 1870s. Oil on canvas. 

Present location unknown.  

874.  

Frau Wilhelm Auffm’Ordt (xxxx-1899, 

née Fr. Evelyn Harbeck). 1871. Oil on 

canvas, 81 x 62.5 cm, oval. Signed & 

dated lower left: fr Winterhalter / 1871. 

Private Collection.  

875.  

Frau Louis von Bernus (1839-1890, née 

Catharina Elisabeth Bettina von 

Guaita). Ca. 1871. Oil on canvas. Private 

Collection.  

876.  

Charles von Metzler (1835-1922). Ca. 

1871-3. Oil on canvas. Present location 

unknown.  

 

877.  

Frau Peter Mumm von Schwarzenstein 

(1852-1922, née Emma Freiin von 

Passavant). Ca. 1871-72. Oil on canvas. 

Private Collection.  

878.  

Maria Alexandrovna, Grand Duchess of 

Russia (1853-1920, later Duchess of 

Edinburgh, Fürstin von Sachsen-Coburg 

und Gotha). 1871. Oil on canvas, 75.5 x 

65 cm. Signed and dated 1871 lower left 

1871. Private Collection. 

879.  

Maria Alexandrovna, Grand Duchess of 

Russia (1853-1920, later Duchess of 

Edinburgh, Fürstin von Sachsen-Coburg 

und Gotha).  1871. Oil on canvas. Signed 

and dated lower left: Fr Winterhalter / 

1871. Private Collection.  

880.  

Femme aux Ribans Roses. 1871. Oil on 

board, 65 x 53 cm. Signed and dated 

1871. Present location unknown.  

881.  

Frau Eduard von Grunelius (1849-

1925, née Olga Freiin von Bethmann). 

1872. Oil on canvas. Signed and dated 

lower left: fr Winterhalter / 1872. 

Frankfurt-am-Main: The Städel Museum.  

882.  

Feodora Fürstin zu Hohenlohe-

Langenburg (1807-1872, née Prinzessin 

zu Leiningen). 1872, Baden-Baden. Oil on 

canvas on cardboard, 40.6 x 32.4 cm. 

Signed and dated: Fr Winterhalter 1872. 

Collection of HM Queen Elizabeth II.  

883.  

Alexandra (Sascha) Metzler (1852-1938, 

later Gräfin von Schlippenbach). 1872. 

Oil on canvas, 92 x 74 cm. Signed and 

dated lower right: F Winterhalter / 1872. 

Private Collection.  

884.  

Portrait of a Lady. 1872. Oil on canvas, 

90 x 70 cm, oval. Signed and dated lower 
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left: fr Winterhalter /1872. Private 

Collection.  

885.  

Portrait of a Young Woman. 1873. Oil 

on canvas, 73 x 60 cm. Signed and dated 

lower left: Fr Winterhalter / 1873. Private 

Collection. 

886.  

Aglaé, Comtesse Canclaux (1793-1880, 

née Mlle Liottier). Oil on canvas. Present 

location unknown. 

887.  

Heinrich XIV Fürst Reuss zu Schleiz 

(1832-1913). Medium unknown. Present 

location unknown. 

 

Part 2: Works on Paper 

D1.  
 

Self-Portrait. Ca.1815, Menzenschwand. 

Pencil on paper, 13.3 x 10.0 cm. Private 

Collection.  

D2.  
 

Sketchbook of Architectural Drawings. 

Ca.1815-17, Menzenschwand. Pencil and 

ink on paper. Private Collection. 

D3.  
 

Study of a Roman Soldier. Ca. 1815-17. 

Pencil on paper. Menzenschwand: The 

Winterhalter Museum. 

D4.  
 

Self-Portrait (aged 12 or 13). Ca. 1818, 

Freiburg-im-Breisgau. Pencil on paper, 

22.0 x 18.0 cm. Private Collection.  

D5.  
 

Jacob Benedikt Laule (1748-1829), 

Step-Grandfather of the Artist. Ca. 

1818, Menzenschwand. Pencil on paper, 

16.5 x 10 cm. Private Collection.  

D6.  
 

Herr F. Mayer. 1818, Menzenschwand. 

Pencil on paper, 9.5 x 7.8 cm. Private 

Collection.  

D7.  
 

Portrait of a Gentleman (possibly 

Friedrich-Leopold Graf zu Stolberg-

Stolberg (1750-1819)). Ca. 1818-1819, 

Freiburg-im-Breisgau. Pencil on paper. 

Unsigned. Private Collection.  

D8.  
 

Study of a Cast. 1818, Freiburg-im-

Breisgau. Charcoal on paper, 35.0 x 21.0 

cm. Signed, dated and inscribed: fec 20 
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omo Novembris 1818 / X Winterhalter. 

Private Collection. 

D9.  
 

Study of a Cast. Ca.1818-1820. Charcoal 

on paper, 32 x 21 cm. Private Collection.  

D10.  
 

Study of an Antique Profile. Ca. 1818, 

Freiburg-im-Breisgau. Pencil on paper. 

Freiburg-im-Breisgau: Augustinermuseum 

D11.  
 

Study of an Écorché Model. Ca. 1818, 

Freiburg-im-Breisgau. Pencil on paper. 

Freiburg-im-Breisgau: Augustinermuseum 

D12.  
 

Study of a Bust of Hercules. 1819, 

Freiburg-im-Breisgau. Pencil on paper. 

Signed, dated & inscribed lower right: […] 

Febr. 1819 Winterhalder. Private 

Collection.  

D13.  
 

A Hunting Scene. 1819, Freiburg-im-

Breisgau. Pencil on paper. Signed and 

dated lower right: X. Winterhalder fecit 

1819. Private Collection.  

D14.  
 

A Hunting Scene. 1819, Freiburg-im-

Breisgau. Pencil on paper. Signed and 

dated lower right: X. Winterhalder fecit 

1819. Private Collection.  

D15.  
 

Female Figure (St Mary Magdalene). Ca. 

1820-22, Freiburg-im-Breisgau. Oil on 

paper on canvas, 26.7 x 22.7 cm. Essen: 

Museum Folkwang.  

 

 

 

D16.  
 

Salomé. 1820, Freiburg-im-Breisgau. 

Pencil on paper, 48.0 x 32.0 cm. Signed, 

titled and dated 1820. Private Collection.  

D17.  
 

Study of a Biblical Woman. 1820, 

Freiburg-im-Breisgau. Pencil on paper, 

48.0 x 32.0 cm. Signed and dated as 

drawn in 1820. Private Collection.  

D18.  
 

Classical Profile. 1820, Freiburg-im-

Breisgau. Pencil on paper, 48.0 x 32.0 cm. 

Signed and dated lower left: F. Winterhalter 

/ 1820. Private Collection.  

D19.  
 

Self-Portrait. Ca. 1823, Menzenschwand 

Pencil on paper, 45.0 x 37.5 cm. Private 

Collection.  

D20.  
 

Jacob Benedikt Laule (1748-1829), 

Step-Grandfather of the Artist. Ca. 

1823, Menzenschwand. Pencil on paper. 

Private Collection.  

D21.  
 

Herr Fidel Winterhalter (1773-1863), 

Father of the Artist. Ca.1823, 

Menzenschwand. Pencil on paper, 18.0 x 

9.5 cm. Private Collection.  

D22.  
 

Herr Fidel Winterhalter (1773-1863), 

Father of the Artist. Ca.1823, 

Menzenschwand. Pencil on paper, 18.0 x 

9.5 cm. Private Collection.  

D23.  
 

Herr Fidel Winterhalter (1773-1863), 

Father of the Artist. Ca.1823, 

Menzenschwand. Pencil on paper. Private 

Collection.  
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D24.  
 

Frau Fidel Winterhalter (1764-1838), 

née Eva Mayer, Mother of the Artist. Ca. 

1823, Menzenschwand. Watercolour and 

pencil on paper, 14.0 x 11.0 cm. Private 

Collection.  

D25.  
 

Frau Eva Winterhalter (1764-1838, née 

Fräulein Mayer), Mother of the Artist. 

Ca. 1823-30, Menzenschwand. Gouache 

on paper, 6 x 5.3 cm. Private Collection.  

D26.  
 

Frau Eva Winterhalter (1764-1838, née 

Fräulein Mayer), Mother of the Artist. 

Ca. 1823-30, Menzenschwand. Gouache 

on paper, 6 x 5.3 cm. Private Collection.  

D27.  
 

Frau Hieronimus Maier (1793-1867, née 

Justina Winterhalter), Sister of the 

Artist. Ca. 1823, Menzenschwand. 

Charcoal & pencil on paper, 11.5 x 9.5 cm. 

Private Collection  

D28.  
 

Frau Hieronimus Maier (1793-1867, née 

Justina Winterhalter), Sister of the 

Artist. Ca. 1823, Menzenschwand. 

Watercolour on paper, 9.0 x 7.5 cm (oval). 

Private Collection.  

D29.  
 

Frau Hieronimus Maier (1793-1867, née 

Justina Winterhalter), Sister of the 

Artist. Ca. 1823, Menzenschwand. 

Watercolour on paper, 9.0 x 7.5 cm (oval). 

Private Collection.  

D30.  

 

Frau Hieronimus Maier (1793-1867, née 

Justina Winterhalter), Sister of the 

Artist. Ca. 1823, Menzenschwand. 

Watercolour on paper, 9.0 x 7.5 cm (oval). 

Private Collection.  

D31.  
 

Frau Katejan Wild (1799-1863, née 

Theresia Winterhalter), Sister of the 

Artist. Ca. 1823, Menzenschwand. 

Charcoal and pencil on paper, 22.5 x 16.5 

cm. Inscribed with the name of the sitter 

below image. Private Collection. 

D32.  
 

Frau Katejan Wild (1799-1863, née 

Theresia Winterhalter), Sister of the 

Artist. Ca. 1823-30, Menzenschwand-

Hinterdorf. Drawing, 10.0 x 7.0 cm 

approximately. Private Collection.  

D33.  
 

Herr Katejan Wild (1790-1850), 

Brother-in-Law of the Artist. Ca. 1823-

30, Menzenschwand-Hinterdorf. Drawing, 

10.0 x 7.0 cm approximately. Private 

Collection.  

D34.  
 

Bürger from Menzenschwand. Ca. 1823, 

Menzenschwand. Pencil on paper. Private 

Collection. 

D35.  
 

Study of an Elderly Woman. Ca. 1823, 

Menzenschwand or St Blasien. Pencil on 

paper. Menzenschwand: The Winterhalter 

Museum. 

D36.  
 

Kopfbild eines Bauernjungen mit 

Wollmütze. Ca. 1823, Menzenschwand. 

Watercolour on paper, 9.5 x 10.5 cm. 

Private Collection.  

D37.  
 

Mythological Scene (after Tiziano 

Vecellio (Titian), Ca. 1485-1576)). 1824, 

München. Pencil, 41.0 x 47.5 cm. 

Inscribed on the mount: Gezeichnet von 

Winterhalter 1824. Private Collection.  
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D38.  
 

Academy Drawings. Ca. 1824-27, 

Munich. Pencil or charcoal on paper. 

Various collections  

D39.  
 

Anatomiestück. Ca. 1824-27. Pencil on 

paper, 55.5 x 39 cm. Freiburg-im-

Breisgau: Augustinermuseum.  

D40.  

 

Anatomiestück (Bogenschütze). Ca. 

1824-27. Pencil on paper, 56 x 41 cm. 

Private Collection.  

D41.  
 

Augusta Herzogin von Leuchtenberg 

(1788-1851), née Prinzessin von Bayern 

(after Joseph Karl Stieler (1781-1858)). 

Ca. 1825, München. Pencil and wash on 

paper. Present location unknown.  

D42.  
 

Niccolo Paganini (1782-1840). Ca. 1825-

26. Drawing. Present location unknown.  

D43.  
 

Ludwig von Schwanthaler (1802-48). 

Ca. 1825-26, München. Drawing. Present 

location unknown.  

D44.  
 

Katharina Sigl-Vespermann [Katharina 

Sigl, Frau Wilhelm Vespermann] (1802-

77). Ca. 1825, München. Drawing. Present 

location unknown.  

D45.  
 

Portrait of a Man. 1825, Munich. Black 

chalk and wash on paper, 37.8 x 28.7 cm. 

Signed and dated lower left: X. 

Winterhalder FeCa. / 1825. Strasbourg: 

Cabinet des Estampes.  

 

D46.  
 

Mythological Scene (after Rafaello 

Sanzio (Raphael) 1483-1520)). Ca. 1825-

26, München. Drawing, 47.5 x 41.0 cm. 

Signed: Winterhalter. Private Collection.  

D47.  
 

Ferdinand von Malaisé (1806-92). 1827, 

Munich. Pencil and wash on paper. Signed 

and dated lower right. Private Collection.  

D48.  
 

Study for Damenbildnis. 1827, Munich. 

Pencil on paper. Private Collection.  

D49.  
 

Munich Sketches. Ca.1827, Munich. 

Pencil and charcoal drawings, sizes vary. 

Private Collection.  

D50.  

 

Sophie Wilhelmine Markgräfin (later 

Großherzogin) von Baden (1801-65, née 

Princess of Sweden). Ca. 1828-30, 

Karlsruhe. Pencil and wash on paper, 25.0 

x 21.0 cm. Private Collection.  

D51.  
 

Sophie Wilhelmine Markgräfin (later 

Großherzogin) von Baden (1801-65, née 

Princess of Sweden). Ca. 1828-30, 

Karlsruhe. Pencil and wash on paper, 29.5 

x 27 cm. Private Collection.  

D52.  
 

Sophie Wilhelmine Markgräfin (later 

Großherzogin) von Baden (1801-65, née 

Princess of Sweden). Pencil on paper. 

Unsigned. Private Collection.  

D53.  
 

Sophie Wilhelmine Markgräfin (later 

Großherzogin) von Baden (1801-65, née 

Princess of Sweden). Ca. 1828-29, 

Karlsruhe. Pencil on paper, 19.7 x 15.9 
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cm. Inscribed, bottom right: Winterhalter. 

Karlsruhe: Staatliche Kunsthalle.  

D54.  
 

Sophie Wilhelmine Markgräfin (later 

Großherzogin) von Baden (1801-65, née 

Princess of Sweden). Ca. 1828-29, 

Karlsruhe. Pencil and ink wash, 11 x 9.2 

cm. Private Collection.  

D55.  
 

Leopold Markgraf (later Großherzog) 

von Baden (1790-1852). Ca. 1828-30. 

Pencil on paper, 19.5 x 13 cm. Private 

Collection. 

D56.  
 

Portrait of a Man (possibly Leopold 

Markgraf (later Großherzog) von Baden 

(1790-1852)). Ca. 1828-1830. Pencil and 

wash on paper. Private Collection.   

D57.  
 

Portrait of a Man (possibly Wilhelm 

Markgraf von Baden (1792-1859)). 

Ca.1828-1830. Pencil on paper. Private 

Collection.  

D58.  
 

David Seligmann Freiherr von Eichthal 

(1775-1850). Ca. 1828, München. 

Drawing. Present location unknown.  

D59.  

 

Maria Anna Seligmann Freifrau von 

Eichthal (1776-1833, née Levi). Ca. 

1828, Karlsruhe. Pencil and ink wash on 

paper. Karlsruhe: Südwestdeutsches 

Archiv für Architektur und Ingenieurbau, 

Karlsruher Institut für Technologie.  

D60.  
 

Maria Anna Seligmann Freifrau von 

Eichthal (1776-1833, née Levi). 1828, 

Karlsruhe. Pencil and ink wash on paper, 

20.0 x 19.0 cm. Signed and dated lower 

left as drawn in 1828. Private Collection.  

D61.  
 

Portrait of a Young Lady (presumably 

Caroline Seligmann Freiin von Eichthal 

(1802-52), later Frau Karl Joseph 

Berckmüller). Ca. 1828, Karlsruhe. Pencil 

and ink wash on paper. Karlsruhe: 

Südwestdeutsches Archiv für Architektur 

und Ingenieurbau, Karlsruher Institut für 

Technologie.  

D62.  
 

Portrait of a Young Lady (presumably 

Caroline Seligmann Freiin von Eichthal 

(1802-52), later Frau Karl Joseph 

Berckmüller). Ca. 1828, Karlsruhe. Pencil 

and ink wash on paper, 17.3 x 16.0 cm. 

Signed lower right: fr Winterhalter. Private 

Collection.  

D63.  
 

Portrait of a Young Lady (possibly from 

the Seligmann von Eichthal family). 

1828, St Blasien. Pencil and ink wash on 

paper. Signed, dated, and inscribed lower 

right: F. X. Winterhalter fecit 1828 im Juli / 

St Blasien. Karlsruhe: Südwestdeutsches 

Archiv für Architektur und Ingenieurbau, 

Karlsruher Institut für Technologie.  

D64.  

 

Aloys Senefelder (1771-1834). Ca. 1828, 

München. Graphite and grey wash, 23.0 x 

16.9 cm. Inscribed lower left (by the 

artist?): Aus dem Erinnerung gezeichnet / 

von Winterhalter; inscribed with the name 

of the sitter Aloys Senefelder, and date 

1828 (?) verso. New York: Metropolitan 

Museum of Art.  

D65.  
 

Karl Eduard Freiherr von Üexküll 

(1804-71). 1828, St Blasien. Pencil on 

paper, 35.6 x 28.3 cm. Signed, dated, and 

inscribed lower left: Winterhalter fecit St 

Blasien 1828. Karlsruhe: Staatliche 

Kunsthalle.   
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D66.  
 

Portrait of a Gentleman. Late 1820s-

early 1830s. Pencil on paper, 26.4 x 21.5. 

Private Collection.  

D67.  
 

Portrait of a Lady. 1828. Pencil and 

wash on paper, 25.3 x 19.4 cm. Signed 

and dated lower left. Nurnberg: 

Germanisches Nationalmuseum.  

D68.  
 

Leopold Markgraf (later Großherzog) 

von Baden (1790-1852). Ca.1829-30. 

Pencil and wash on paper. Presumably 

signed lower left: Winterhalter fecit. Present 

location unknown.  

D69.  
 

Wilhelm Markgraf von Baden (1792-

1859). Ca. 1829-30, Karlsruhe. 

Watercolour or drawing and ink wash on 

paper. Present location unknown.  

D70.  
 

Wilhelm Markgraf von Baden (1792-

1859). Ca. 1829-30. Watercolour or 

drawing and ink wash on paper. 

Presumably signed l.r. Winterhalder fec. 

Present location unknown.  

D71.  
 

Maximilian Markgraf von Baden (1796-

1882). 1829, Karlsruhe. Watercolour, 

pencil and ink on paper, 41.4 x 30.1 cm. 

Signed and dated lower left: 

F.X.Winterhalter fecit Carlsruhe 1829. 

Karlsruhe: Staatliche Kunsthalle.  

D72.  

 

Sophie Wilhelmine Großherzogin von 

Baden (1801-1865, née Princess of 

Sweden). Ca. 1829-30. Pencil and ink-

wash. Signed lower centre: Winterhalter 

fec. Present location unknown.  

D73.  
 

Architect Karl Josef Berckmüller (1800-

79). 1829, Karlsruhe. Pencil on paper, 

21.1 x 17.2 cm. Private Collection.  

D74.  
 

Marie Elisabeth Franziska, Freifrau 

von Bulmerincq (1804-65, née von 

Münch-Bellinghausen). 1829, München. 

Pencil and grey wash on paper, 31.0 x 

24.0 cm. Signed and dated lower right: F. 

X. Winterhalter fecit 1829. Private 

Collection.  

D75.  

 

Carl Ludwig Frommel (1789-1863). 

Ca.1829-30, Karlsruhe. Pencil and ink 

wash on paper, 28.0 x 20.5 cm. Signed 

lower right: Winterhalter fecit […]. Present 

location unknown.  

D76.  

 

Frau Friedrich Horschelt (1804-89, née 

Fräulein Babette Eckner). Ca.1829-30, 

München. Drawing. Present location 

unknown.  

D77.  
 

Wilhelm Urban (1795-1833). 1829, 

München. Ink, pencil and wash, 31.7 x 

21.6 cm. Signed, dated, and inscribed 

lower left: F.X. Winterhalter fecit 1829. 

München. München: Staatliche Graphische 

Sammlung.  

D78.  
 

Brustbild einer jungen Dame. Ca. 1829. 

Pencil on Vélin paper with watermark: [J 

W]HATMAN / 1829, 18.9 x 18.9 cm. 

Inscribed l.l.: Sof... Lins....; signed lower 

right: Winterhalter gez. Freiburg-im-

Breisgau: Augustinermuseum.  

D79.  

 

Self-Portrait. Ca. 1830-1831, Karlsruhe 
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Pencil on paper, 23.0 x 19.0 cm. Signed 

and extensively inscribed lower right. 

Private Collection.  

D80.  
 

Prinzessinen Luise (1811-1854, later 

Crown Princess of Sweden), Josephine 

(1813-1900, later Fürstin von 

Hohenzollern-Sigmarinen), and Marie 

von Baden (1817-1888, later Duchess of 

Hamilton & Brandon). Ca. 1830s. 

Drawings. Present location unknown.  

D81.  
 

Portrait of a Seated Lady. Early to mid 

1830s. Black lead and grey wash on paper, 

34 x 26.4 cm. Signed lower right: 

Winterhalter fecit. Private Collection.  

D82.  
 

Sophie Wilhelmine Großherzogin von 

Baden (1801-65, née Princess of 

Sweden). 1831. Pencil & watercolour, 34.4 

x 26.2 cm. Signed and dated lower right: 

Fr Winterhalter fecit 1831. Private 

Collection.  

D83.  
 

Sophie Wilhelmine Großherzogin von 

Baden (1801-65, née Princess of 

Sweden). Ca. 1831. Watercolour / 

drawing and ink wash. Present location 

unknown.  

D84.  
 

Sophie Wilhelmine Großherzogin von 

Baden (1801-65, née Princess of 

Sweden). ca. 1831-1832. Pencil, 

watercolour and ink wash. Present 

location unknown. 

D85.  
 

Alexandrine Prinzessin von Baden 

(1820-1904) with her brothers Ludwig 

(1824-1858) and Friedrich (1826-1907) 

von Baden. 1831. Pencil on paper. Private 

Collection.  

D86.  
 

Dr Johann Nepomuk Wich (1789-1839). 

Ca. 1831, Karlsruhe. Brush and ink over 

pencil on cream cardboard, 36.4 x 29.2 

cm. Signed lower left: Winterhalter. 

Karlsruhe: Staatliche Kunsthalle.  

D87.  
 

Fräulein Emilie Wich (1812-before 

1842). Ca. 1831 (or 1834), Karlsruhe. 

Pencil on paper. Private Collection.  

D88.  
 

Portrait of a Girl, possibly from the 

Wich Family. Ca.1831-34. Pencil on 

paper. Private Collection. 

D89.  
 

Portrait of a Girl, possibly from the 

Wich Family. Ca.1831-34. Pencil on 

paper. Inscribed lower right [partially 

obstructed]: Wiech. Private Collection.  

D90.  
 

Portrait of a Girl, possibly from the 

Wich Family. Ca.1831-34. Pencil on 

paper. Inscribed lower right [partially 

obstructed]. Private Collection.  

D91.  

 

Portrait of an Elderly Lady, possibly 

from the Wich Family [Friedricke 

Juliane Rindenschwender, Frau 

Johannes Wich, 1785-1843]. Ca.1831-

34. Pencil on paper. Unsigned. Private 

Collection.  

D92.  
 

Portrait of a Young Lady, possibly from 

the Wich Family [Fräulein Albertina 

Alina Wich, Frau Anton Schmitt (1811-

xxxx)]. Ca.1831-34. Pencil on paper. 

Unsigned. Private Collection.  
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D93.  
 

Portrait of a Boy, possibly from the 

Wich Family [Herr Wilhelm Wich (1813-

1842)?]. Ca.1831-34. Pencil on paper. 

Unsigned. Private Collection.  

D94.  
 

Herr Karl Wich (1822-) & Fräulein 

Frida Wich (1821-1908, later Frau 

Leers) with a Dog. Ca. 1831 (or 1834), 

Karlsruhe. Pencil on paper. Private 

Collection.  

D95.  
 

Portrait of a Gentleman. 1831, 

Karlsruhe. Pencil and ink wash, 26.0 x 

23.0 cm. Signed and dated lower right: 

Winterhalder fecit / 1831. Private 

Collection. 

D96.  
 

Portrait of a Gentleman. 1831, 

Karlsruhe. Pencil and ink wash, 26.0 x 

23.0 cm. Signed and dated as painted in 

1831. Private Collection.  

D97.  
 

Study of Drapery Folds. Ca.1830-31. 

Pencil on paper. Private Collection. 

D98.  
 

Self-Portrait. Ca. 1832. Pencil on paper, 

14.4 x 19.8 cm. Private Collection.  

D99.  
 

Sophie Wilhelmine Großherzogin von 

Baden (1801-1865), with her son, 

Wilhelm Prinz von Baden (1829-1891). 

Ca. 1832. Pencil on white laid paper. 37.5 

x 27.4 cm. Allen Memorial Art Museum. 

D100.  
 

Sophie Wilhelmine Großherzogin von 

Baden (1801-65, née Princess of 

Sweden). Ca. 1832. Pencil and 

watercolour, 12.0 x 9.0 cm. Private 

Collection.  

D101.  
 

Stadtpfarr-Rektor Franz Joseph Herr 

(1778-1837). Ca.1832-34, Karlsruhe. 

Pencil and ink on paper. Present location 

unknown.  

D102.  
 

Katharina Gräfin von Langenstein und 

Gondelsheim (1799-1850), with her 

Children, Ludwig (1820-1872) and 

Luise (1825–1900). 1832, Langenstein. 

Pencil and watercolour on paper, 31.5 x 

43.5 cm. Signed: Winterhalter fecit. Private 

Collection.  

D103.  
 

Large Italian Sketch Albums. 1832-

1834. Pencil drawings and watercolour 

studies. Various Private Collections. 

D104.  
 

Small Italian Sketch Album. Ca. 1832-

34. Various Media. Private Collection.  

D105.  
 

Italian Sketches. ca 1832-34, Rome, 

Genoa, Venice. Pencil and charcoal on 

paper. Private Collection.  

D106.  

 

Italian Genre Scenes. Ca. 1832-34. 

Pencil drawings, sizes vary. Shown above: 

30.7 x 46.4 cm. Freiburg-im-Breisgau: 

Augustinermuseum.  

D107.  
 

The Street Cappelina in Subiaco. Ca. 

1832-1834, Subiaco. Pencil and 

watercolour on paper. Private Collection. 
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D108.  
 

Study of a Roman Villa. Ca. 1832-1834, 

Rome. Pencil and watercolour on paper. 

Private Collection. 

D109.  
 

Landscape Study at Albano. Ca. 1832-

34, Albano. Pencil and watercolour on 

paper. Inscribed lower right: Albano. 

Private Collection. 

D110.  
 

Frau Löffler. Ca. 1833-34. Pencil on 

paper, 25 x 19 cm. Signed lower right: 

Winterhalter. Private Collection.  

D111.  
 

Capri or Ansicht von Capri. Ca. 1833. 

Watecolour on paper, 42 x 60 cm approx. 

Private Collection. 

D112.  
 

Wasserfall in Italien / Gebirsbach. Ca. 

1833. Watecolour on paper, 48 x 43 cm 

approx. Private Collection. 

D113.  
 

Italiener im Tobogen in Venedig. 1833, 

Venice. Watercolour on paper. Private 

Collection.  

D114.  
 

George Edward Freiherr von Hering 

(1805-79). 1834. Pencil and wash on 

paper. Signed, dated and inscribed lower 

right: Fr. Winterhalter / Roma 1834. 

Present location unknown.  

D115.  
 

Heinrich Maximilian Imhof (1798-

1869). 1834, Rome. Pencil drawing, 47.5 x 

35.4 cm. Signed and dated as drawn in 

Rome, 1834. Biblioteca Hertziana, Rome.  

 

D116.  
 

Johann Baptist Kirner (1806-66). 1834, 

Rome. Pencil and ink wash, 48.4 x 33.1 

cm. Signed and dated as drawn in Rome, 

1834. Biblioteca Hertziana, Rome.  

D117.  
 

Leopold Pollak (1806-80). 1834, Rome. 

Pencil heightened with white, 54.0 x 36.3 

cm. Signed, dated & inscribed lower right: 

'Fr. Winterhalter / 1834 Rom'; titled lower 

centre (presumably in different hand 

writing) 'The Right Honourable / Leopold 

Pollak'. Further annotated lower centre 

and lower right. Biblioteca Hertziana, 

Rome.  

D118.  
 

August Heinrich Riedel (1799-1883). 

1834, Rome. Pencil and ink wash, 50.0 x 

35.4 cm. Signed and dated as drawn in 

Rome, 1834. Biblioteca Hertziana, Rome.  

D119.  
 

Friedrich Stammann. 1834, Rome. 

Pencil and ink wash, 49.1 x 36.2 cm. 

Signed and dated as drawn in Rome, 

1834. Biblioteca Hertziana, Rome.  

D120.  
 

Johann Martin von Wagner (1777-

1858). 1834, Rome. Pencil and ink wash, 

50.1 x 36.0 cm. Signed, dated & inscribed 

lower right: 'Fr. Winterhalter fecit/ Rom 

1834'; inscribed lower centre 'A.M. Wagner 

/ aus Würzburg' Biblioteca Hertziana, 

Rome.  

D121.  
 

Italian Girl Resting on a Tambourine. 

1834. Watercolour & pencil on paper, 24.1 

x 19.5 cm. Signed, dated and inscribed 

below: Rom im April 1834. Seinem Freunde 

... [indecipherable name] zur Erinnerung 

von Winterhalter. Berlin: Staatliche 

Museen.  
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D122.  
 

Luise Gräfin von Langenstein und 

Gondelsheim (1826-1900, later Gräfin 

Douglas). 1834. Pencil on paper, 13.8 x 

12.1 cm. Private Collection.  

D123.  
 

Landscape with Schloss Langenstein. 

Ca. 1834. Pencil and watercolour, 17 x 

29.5 cm. Signed and dated, lower right: Fr 

Winterhalter fecit / 18[34?]. Private 

Collection.  

D124.  
 

Pauline Freifrau Seutter von Lötzen 

(1816-1856, née Wich). 1834. Brush and 

ink and watercolour over pencil on card. 

36.8 x 31 cm; watermarked J Whitman / 

Turkey Mill / 1833 / Extra London Board; 

Inscribed lower right (not in Winterhalter’s 

hand): 2/87a. further inscribed Pauline 

von Seutter geb Wich / Tochter des Geh. 

Hofrats Dr Joh. Nep. Wich. Karlsruhe: 

Staatliche Kunsthalle.  

D125.  
 

Herr Karl Wich (1822-). 1834. Ink and 

brush over pencil on Whiteman board, 

watermarked 1833. 37.1 x 30.6 cm; 

Signed lower right: Winterhalter. Further 

inscribed Souvenir, and inscribed verso in 

pencil by yet another hand Karl Wich. 

Karlsruhe: Staatliche Kunsthalle  

D126.  
 

Ludwig Georg von Winter (1778-1838). 

1834, Karlsruhe. Pencil & ink on paper, 

30.6 x 38.1 cm. Signed and dated: Fr. 

Winterhalter fecit Carlsruhe 1834. 

Karlsruhe: Südwestdeutsches Archiv für 

Architektur und Ingenieurbau, Karlsruher 

Institut für Technologie.  

D127.  
 

Damenbildnis (Portrait of a Lady). 

1835. Charcoal and pencil on paper, 43.4 

x 34.4 cm. Signed, dated 11 Sep 1835 

lower left. Nürnberg: Germanisches 

Nationalmuseum. 

D128.  
 

Damenbildnis (Portrait of a Lady). 

1835. Charcoal and pencil on paper. 

Signed, dated and inscribed lower left: Fr 

Winterhalter fecit / […] 1835. Present 

location unknown.  

D129.  
 

Study of a Seated Beggar Girl. Ca. 

1836, Paris. Pencil and charcoal on paper. 

Private Collection.  

D130.  
 

Preparatory Sketches for ‘Il Dolce 

Farniente’. 1836, Paris. Pencil and 

charcoal on paper. Private Collection.  

D131.  

 

Study of Hands. Ca. 1836-37. Pencil 

drawings, sizes vary, some inscribed. The 

Venator Collection, Köln.  

D132.  
 

Half-length Study of a Nude Model. Ca. 

1836-37. Pencil drawings, sizes vary, some 

inscribed. The Venator Collection, Köln. 

D133.  
 

Study of Draperies on Seated Models. 

Ca. 1836-37. Pencil drawings, sizes vary, 

some inscribed. The Venator Collection, 

Köln.  

D134.  
 

Study of Draperies on a Seated Model. 

Possibly mid to late 1830s, Paris. Oil and 

pencil on paper, 25.6 x 36.0 cm. Private 

Collection. 
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D135.  
 

Study of Draperies. Possibly mid to late 

1830s, Paris. Oil and pencil on paper, 25.6 

x 36.0 cm. Private Collection. 

D136.  
 

Gabrielle Boigues Mme Hochet (1788-

1855). 1837. Pastel on paper, 33 x 24.5 

cm. Signed, dated and inscribed lower 

right: Fr Winterhalter / Paris 1837. Private 

Collection.  

D137.  
 

Louise Hochet. Mme de Mieulle (1818-

86). 1837, Paris. Watercolour on paper, 33 

x 24.5 cm. Signed, dated and inscribed 

lower right: Winterhalter fecit 1837. Private 

Collection.  

D138.  
 

Study for the portrait of Prince de 

Wagram. 1837, Paris. Pencil on paper. 

Private Collection. 

D139.  
 

Portrait of a Lady. 1837. Watercolour on 

paper, 39.2 x 29.3 cm. Signed and dated 

lower right: F Winterhalter f. 1837. Private 

Collection.  

D140.  
 

Preparatory Sketches for ‘The 

Decameron’. 1837, Paris. Pencil and 

charcoal on paper. Private Collection.  

D141.  

 

Preparatory Sketches for ‘Scène de 

Fontaine près Naples’. Ca 1837, Paris. 

Pencil and charcoal on paper. Private 

Collection.  

D142.  
 

Alfred de Mieulle (1804-1900). 1838, 

Paris. Pastel, 33 x 24.5 cm. Signed, dated 

and inscribed lower right: Fr Winterhalter 

fecit 1838 Paris. Private Collection.  

D143.  
 

Catherine Marie Brousse, Mme Boigues 

(1765-1848). Ca.1840-42. Pencil on 

paper. Signed and dated lower right. 

Private Collection.  

D144.  
 

Catherine Marie Brousse, Mme Boigues 

(1765-1848). Ca.1840-42. Pencil on 

paper. Private Collection. 

D145.  
 

Victoire Duchesse de Nemours (1822-

57, née Prinzessin von Sachsen-Coburg 

und Gotha). 1840, Paris. Pencil and 

charcoal on paper, 23.6 x 17.8 cm. 

Inscribed (not in the artist’s hand) lower 

left: fr Winterhalter fecit / Paris 1840. 

Nancy: Musée des Beaux-Arts. 

D146.  
 

Marie Boigues, Comtesse Jaubert (1803-

64). 1840. Pencil on paper, 20.5 x 13.7 

cm. Signed and dated lower right: F 

Winterhalter 1840. Ottawa: National 

Gallery of Canada.  

D147.  
 

Marie Boigues, Comtesse Jaubert (1803-

64). 1840. Pencil on paper. Signed and 

dated lower right: Fr Winterhalter / 1840. 

Private Collection.  

D148.  
 

Wilhelm Peter Metzler (1818-1904). 

1840. Watercolour on card. Private 

Collection.  

D149.  
 

Self-Portrait with the Artist’s Brother, 

Hermann Winterhalter (1808-91). 1841, 

Paris. Watercolour on paper, 28 x 23.5 cm. 

Signed, dated and inscribed lower right: H 
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et Fr Winterhalter / Paris 1841. Private 

Collection.  

D150.  
 

Self-Portrait with the Artist’s Brother, 

Hermann Winterhalter (1808-91). 1841, 

Paris. Watercolour on paper, 28 x 23.5 cm. 

Signed, dated and inscribed lower right: H 

et Fr Winterhalter / Paris 1841. Private 

Collection.  

D151.  

 

Self-Portrait with the Artist’s Brother, 

Hermann Winterhalter (1808-91). 1841, 

Paris. Watercolour on paper, 28 x 23.5 cm. 

Signed, dated and inscribed lower right: H 

et Fr Winterhalter / Paris 1841. Private 

Collection.  

D152.  
 

[with Franz Sales Maier, 1804-aft. 1860] 

Self-Portrait with the Artist’s Brother, 

Hermann Winterhalter (1808-91). Ca. 

1841-1849, Paris. Traced (?) pencil 

drawing on paper. Signed and dated lower 

right: S. Mayer 1849. Freiburg-i.-Breisgau: 

Augustinermuseum. 

D153.  
 

Thérèse Françoise, Baronne Atthalin 

(1804-86, née Mlle Le Landais). 1841, St 

Cloud. Charcoal on paper, 22.5 x 15.7 cm. 

Signed, dated, and inscribed lower right: fr 

Winterhalter / St Cloud / 1841. Private 

Collection.  

D154.  
 

François Bouchot (1800-42). 1841, Paris. 

Pencil on paper, 13.7 x 12.2 cm. Signed 

and dated lower left: Fr Winterhalter 29 

Sept. / 1841. Munich: Staatliche 

Graphische Sammlung.  

D155.  
 

Portrait of a Gentleman (possibly from 

the Metzler Family). 1841, Paris. Pencil on 

paper, 16.5 x 11.5 cm. Signed lower centre 

right. Private Collection.  

D156.  
 

Portrait of a Gentleman (possibly from 

the Metzler Family). 1841, Paris. Pencil on 

paper, 20.5 x 13.5 cm. Signed lower centre 

right. Private Collection.  

D157.  
 

Marie-Amélie, Queen of the French 

(1782-1866, née Principessa di 

Borbone-Napoli e delle Due Sicilie). 

1842, Paris. Pencil drawing, 20 x 13.5 cm. 

Present location unknown.  

D158.  
 

Marie-Amélie, Queen of the French 

(1782-1866, née Principessa di 

Borbone-Napoli e delle Due Sicilie). 

1842, Paris. Watercolour on paper, 30 x 

19 cm. Present location unknown.  

D159.  
 

Louis-Philippe d’Orléans, Comte de 

Paris (1838-94). 1842, Paris. Watercolour 

on paper, 33.3 x 24.1 cm. Private 

Collection.  

D160.  
 

Miss Margaret Louis Gordon Hay (1820-

90, later Baronne Gudin). 1842, London. 

Pencil and watercolour, 34.5 x 24.5 cm. 

Signed, dated & inscribed lower centre: fr 

Winterhalter London / 26 Septembre 1842. 

Private Collection.  

D161.  
 

Miss Margaret Louis Gordon Hay (1820-

90, later Baronne Gudin). 1842. 

Charcoal on paper, 27.5 x 19.0 cm. Signed 

and dated lower right: Winterhalter / 14 

août 1842. New York: The Metropolitan 

Museum of Art. 

D162.  
 

Portrait of a Lady believed to be 

Elizabeth, Lady Hay, née Miss 

Elizabeth Forbes. Ca. 1842 (or Ca. 1850). 
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Charcoal on paper, 23.0 x 16.5 cm. 

Inscribed lower right below the image: fait 

ce 29 août pour Miss L. Hay par 

Winterhalter. Private Collection. 

D163.  
 

A Decorated Fan for Miss Margaret 

Hay. Ca. 1842-43, Paris. Pencil and 

watercolour on paper fan. Present location 

unknown.  

D164.  

 

Comte Louis Hippolyte Jaubert 

(d.1871). 1842. Pencil on paper, 23.0 x 

18.0 cm. Signed and dated lower right: Fr 

Winterhalter 22 mars / 1842. Private 

Collection.  

D165.  
 

Comte Hippolyte François Jaubert 

(1798-1874). Ca. 1842. Presumably, 

pencil on paper. Present location 

unknown.  

D166.  
 

La Siesta (Drei ruhende junge Mädchen 

in einer Landschaft). 1842, Paris. Pencil 

and watercolour, 21.5 x 17.6 cm. Signed, 

dated, and inscribed lower centre: fr 

Winterhalter Paris 1842. Coburg: Veste 

Coburg. 

D167.  
 

Lord Henry Somerset, 7th Duke of 

Beaufort (1792-1853). Ca. 1843. 

Watercolour on paper, 30.0 x 19.0 cm. 

Present location unknown.  

D168.  
 

Gentleman in the Robes of the Order of 

the Garter. Ca. 1843. Pen, ink and 

watercolour over traces of pencil, 23 x 17 

cm. Private Collection.  

D169.  
 

Marie Berckmüller (1835-52) and 

Josephine Berckmüller (1839-1910, 

later Freifrau von Lilier). 1843. Pencil 

on paper, 27.62 x 22.23 cm. Signed, dated 

and inscribed lower right: Fr Winterhalter / 

St Blasien Oct 1843. Private Collection.  

D170.  
 

Victoire, Duchesse de Nemours (1822-

57, née Prinzessin von Sachsen-Coburg 

und Gotha). Pencil and watercolour on 

paper. Inscribed and dated lower right 

(possibly in the artist’s hand-writing): 

Windsor / 1843; bears a monogram 

(indecipherable), lower right. Present 

location unknown. 

D171.  
 

Royal Visit to Louis-Philippe: The 

Leave-Taking, 7 September 1843. 1844. 

Watercolour on paper, 19.4 x 44 cm. 

Signed, with initials in monogram, lower 

right: fx Winterhalter. Collection of HM 

Queen Elizabeth II.  

D172.  
 

[with Siméon Fort, 1793-1861] Royal 

Visit to Louis-Philippe: Queen Victoria 

with the King by the Montpensier 

Summer House at Château d’Eu, 3 

September 1843. 1843. Watercolour and 

bodycolour, 27.3 x 23.8 cm. Collection of 

HM Queen Elizabeth II.  

D173.  
 

[with Siméon Fort, 1793-1861] Royal 

Visit to Louis-Philippe: The Sitting 

Room of Queen Marie-Amélie at the 

Château d’Eu, 3 September 1843. 1843. 

Watercolour and bodycolour, 28.4 x 23.3 

cm. Collection of HM Queen Elizabeth II.   

D174.  
 

[with Charles Caius Renoux, 1795-1846] 

Royal visit to Louis-Philippe: Bedroom 

of Madame Adélaide at the Château 

d'Eu. 1844. Pencil and watercolour, 22.0 x 

29.5 cm. Collection of HM Queen Elizabeth 

II.  
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D175.  
 

Feodora Fürstin zu Hohenlohe-

Langenburg (1807-72, née Prinzessin zu 

Leiningen). 1843, London or Windsor. 

Pencil and watercolour, 35.3 x 26 cm. 

Signed lower left: F Winterhalter. Private 

Collection.  

D176.  

 

Claire Jaubert’s Album of Drawings. 

1843. Pencil on paper, sizes vary. Private 

Colleciton.  

D177.  
 

Countess Julia Pavlovna Samoilova 

(1803-75, née Countess von der Pahlen). 

Ca. 1840s. Watercolour. Signed lower 

right: Winterhalter fecit. Berlin: Staatliche 

Museen.  

D178.  
 

Study of a Spaniel. Ca. 1840s. Pencil 

drawing, 13 x 13 cm. Private Collection.  

D179.  
 

Aimée Louise Gudin de La Sablonière, 

Mme André (1806-73). Ca. 1844-45. 

Pencil on paper, 29.5 x 23.2 cm. Private 

Collection.  

D180.  
 

Hélène, Duchesse d’Orléans (1814-58, 

née Prinzessin von Mecklenburg-

Schwerin). 1844, Paris. Watercolour, 35 x 

25.5 cm. Signed, dated & inscribed lower 

left: Fr Winterhalter / Paris 1844. Private 

Collection.  

D181.  
 

Victoria, Duchess of Kent (1786-1861, 

née Prinzessin von Sachsen-Coburg-

Saalfeld, fmr Fürstin zu Leiningen). 

1844. Pencil with watercolour, 30.7 x 24.6 

cm. Signed lower right: F. Winterhalter. 

Collection of HM Queen Elizabeth II. 

D182.  
 

Louise Revoil, Mme Colet (1808-76). Ca. 

1845-46. Charcoal on Belgian paper, 37.9 

x 29.5 cm. Signed lower right: 

Fr.Winterhalter. Versailles: Musée National 

du Château.  

D183.  
 

Marie-Amélie, Queen of the French 

(1782-1866, née Principessa di 

Borbone-Napoli e delle Due Sicilie). 

1845. Watercolour. Collection of HM 

Philippe I, King of the Belgians.  

D184.  
 

Marie-Amélie, Queen of the French, 

with her Grandchildren, Gaston 

d’Orléans, Comte d’Eu (1842-1922), and 

Ferdinand d’Orléans, Duc d’Alençon 

(1844-1910), Children of the Duc and 

Duchesse de Nemours. 1845. 

Watercolour & pencil, 32.5 x 22 cm. 

Signed lower left: fr Winterhalter. 

Inscribed: Souvenir du château d’Eu Sept 

1845. Private Collection.  

D185.  
 

Marie-Amélie, Queen of the French, 

with her Grandchildren, Gaston 

d’Orléans, Comte d’Eu (1842-1922), & 

Fedinand d’Orléans, Duc d’Alençon 

(1844-1910), Children of the Duc and 

Duchesse de Nemours. Ca. 1845-1848. 

Pencil and ink on paper, 15.24 x 12.70 

cm. Private Collection.  

D186.  
 

[With Studio] Hélène, Duchesse 

d’Orléans (1814-58, née Prinzessin von 

Mecklenburg-Schwerin), with her two 

sons, Louis-Philippe d’Orléans, Comte 

de Paris (1838-94) and Robert 

d’Orléans, Duc de Chartres (1840-

1910). Ca. 1845. Pencil and watercolour, 

34.2 x 26.4 cm. Inscribed lower right (not 

in the artist’s handwriting): Fr 

Winterhalter. Private Collection.  
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D187.  
 

[With Studio] Louis-Philippe d’Orléans, 

Comte de Paris (1838-94) and Robert 

d’Orléans, Duc de Chartres (1840-

1910). Ca. 1845. Watercolour on paper, 

35.0 x 25.0 cm. Private Collection. 

D188.  
 

Antoine Guillot Valeton de Saintbris (b. 

1820). Ca. 1840-45. Charcoal drawing, 22 

x 16 cm. Signed lower right. Private 

Collection.  

D189.  
 

Fréderique von Kerstorf, Mme Planat de 

la Faye (1805-93). 1845, Paris. Pencil on 

paper, 22.5 x 16 cm. Signed and dated 

lower centre left: fr Winterhalter / 1845 / 4 

dec. Private Collection.  

D190.  
 

Clémentine Prinzessin von Sachsen-

Coburg und Gotha (1817-1907, née 

Princesse d’Orléans), with her children, 

Augustus Prinz von Sachesen-Coburg 

und Gotha (1843-1907) & Philip Prinz 

von Sachsen-Coburg und Gotha (1844-

1921). 1845. Pencil and watercolour, 40.6 

x 34.3 cm. Signed and dated lower right: F 

Winterhalter 1845. Private Collection.  

D191.  
 

Jean Vatout (1791-1848). 1845, Château 

d’Eu. Charcoal drawing, 22.6 x 15.3 cm. 

Signed, dated and inscribed lower left: fr 

Winterhalter / 31 août 1845, Château d'Eu. 

Eu: Musée Louis-Philippe, Château d’Eu.  

D192.  
 

Victoria, Queen of Great Britain & 

Ireland (1819-1901). 1846. Pencil on 

paper. Signed and dated lower centre left: 

Fr Winterhalter / 24 Jan 1846. Private 

Collection.  

D193.  
 

Frédèric Chopin (1810-49). 1847. Pencil 

on paper, 22.5 x 17.5 cm. Signed, dated & 

inscribed lower right: F Winterhalter / 2 

Mai 1847. Warsaw: Ministerstwo Kultury i 

Sztuki, on deposit at Muzeum Fryderyka 

Chopina [The Frederic Chopin Museum].  

D194.  
 

Frédèric Chopin (1810-49). 1847. Pencil 

on paper. Signed, dated & inscribed lower 

right: F Winterhalter / Paris 1847. Cracow: 

Muzeum Uniwersytetu Jagiellońskiego.  

D195.  
 

Frédèric Chopin (1810-49). 1847. Pencil 

on paper. Signed, dated & inscribed: F 

Winterhalter, 2 Mai, 1847. Present location 

unknown.  

D196.  
 

Frédèric Chopin (1810-49). 1847. 

Watercolour. Present location unknown.  

D197.  
 

Victoria Queen of Great Britain & 

Ireland (1819-1901). Ca. 1846-1847, 

London. Watercolour, 30 x 23.5 cm. 

Collection of HM Queen Elizabeth II.  

D198.  
 

Prince Alfred, Princess Helena and 

Princess Alice. 1847, London. 

Watercolour, 24 x 35.4 cm. Signed and 

dated lower right: F Winterhalter / 1847. 

Collection of HM Queen Elizabeth II.  

D199.  
 

Woman in a Spanish Costume. 1849. 

Pencil heightened with white, 39.5 x 29 

cm. Signed and dated lower left: F 

Winterhalter / 1849 Nov. Karlsruhe: 

Staatliche Kunsthalle.  

D200.  
 

Princess Alice and Victoria, Princess 

Royal, in Eighteenth-Century Costumes. 
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1850, London or Osborne. Watercolour, 

28.8 x 23.8 cm. Signed and dated lower 

right: F Winterhalter / 1850. Collection of 

HM Queen Elizabeth II.  

D201.  
 

Louise, Princess of Great Britain & 

Ireland (1848-1939), with her 

Nursemaid, Miss Eliza Collins (1832-96, 

later Mrs Rudolph Lohlein). 1850, 

London (or Osborne). Watercolour, 28.4 x 

23.7 cm. Signed and dated lower right: F. 

Winterhalter / 1850. Collection of HM 

Queen Elizabeth II.  

D202.  
 

Arthur, Prince of Great Britain & 

Ireland, the Duke of Connaught (1850-

1942). 1850, London. Watercolour, 21.3 x 

28.2 cm (oval). Signed and dated lower 

right: f.Winterhalter / 1850. Collection of 

HM Queen Elizabeth II.  

D203.  
 

Mlle Kathinka Heinefetter (1820-58). 

Ca. early 1850s. Watercolour. Present 

location unknown. 

D204.  
 

Claire Mélanie Jaubert (1832-1910, 

later Comtesse Benoist d’Azy). 1850. 

Pencil on paper. Dated lower left: Paris le 1 

Mars / 1850. Private Collection.  

D205.  
 

Sophie, Queen of the Netherlands 

(1818-71, née Herzogin von 

Württemberg). 1850. Watercolour on 

paper. Signed, dated, and inscribed lower 

left: fr Winterhalter / Novembre [?] 1850. 

Present location unknown.  

D206.  
 

Ludwig Fürst zu Sayn-Wittgenstein-

Sayn (1799-1893). 1850. Pencil and wash 

on paper. Signed and inscribed lower 

right. Private Collection.  

D207.  
 

Mlle Henriette Sontag (1806-54). 1850, 

Paris. Presumably a watercolour. Present 

location unknown.  

D208.  
 

Portrait d’Homme. 1850. Black crayon 

drawing, 25 x 20 cm. Signed and dated 

1850. Private Collection.  

D209.  
 

Anthony Pollock (1828-98), en uniforme 

de l’Ecole Centrale de Paris. Late 1840s-

early 1850s. Presumably a drawing. 

Present location unknown. 

D210.  
 

A Sketchbook of 34 Drawings. Mid to 

late 1840s. Pencil drawings, 24.5 x 18 cm 

(page size). Private Collection.  

D211.  
 

Kleines Skizzenbuch. Late 1840s – early 

1850s, London. Various Media. (mainly 

pencil and watercolour on paper). Private 

Collection.  

D212.  
 

Portrait Sample Studies. Late 1840s to 

mid-1850s. Gouache on card. Private 

Collection. 

D213.  
 

Emil Devrient (1803-72), as Marquis 

Posa [from Don Carlos (1787) by 

Friedrich von Schiller (1759-1805)]. 

1852, Pencil on paper, 14 x 9.5 cm. 

Inscribed and dated in the mount: Emil 

Deurient as Posa / from recollection / Fr 

Winterhalter 1852. Private Collection.  

D214.  
 

Countess Elzbieta Krasinska (1820-76, 

née Countess Branicka). 1852, Baden-
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Baden. Watercolour. Present location 

unknown.  

D215.  
 

Florinda. 1852. Charcoal drawing. Private 

Collection.  

D216.  
 

Arthur, Prince of Great Britain & 

Ireland, Duke of Connaught (1850-

1942), as Henry VIII. Ca. 1853. 

Watercolour with gum arabic, 36.5 x 24 

cm. Private Collection.  

D217.  
 

Duleep Singh, Maharajah of Lahore 

(1837-93). 1854, London. Watercolour 

over pencil, 22 x 16.5 cm. Signed and 

dated: Fr Winterhalter / 14 July 1854. 

Private Collection.  

D218.  
 

Duleep Singh, Maharajah of Lahore 

(1837-93). 1854, London. Watercolour, 

28.8 x 18.7 cm. Signed and dated lower 

right: f Winterhalter / 15 July 1854. 

Collection of HM Queen Elizabeth II.  

D219.  
 

Wilhelm, Prinz von Preußen (1797-

1888, later Emperor of Germany & 

King of Prussia). 1854. Gouache and 

watercolour, 30.0 x 20.0 cm. Signed and 

dated lower right:  f. Winterhalter / 1854. 

Private Collection.  

D220.  
 

Augusta, Prinzessin von Preussen 

(1811-90, later Empress of Germany & 

Queen of Prussia, née Prinzessin von 

Sachsen-Weimar-Eisenach). 1854. 

Watercolour on paper. Signed and dated 

lower right: fr Winterhalter / 1854. Present 

location unknown.  

 

 

D221.  
 

Friedrich Wilhelm, Kronprinz von 

Preußen (1831-88, later Emperor of 

Germany & King of Prussia). 1854. 

Gouache and watercolour, 34.0 x 22.0 cm. 

Signed lower right: fr Winterhalter. Private 

Collection.  

D222.  

 

Luise Prinzessin von Preussen (1838-

1923, later Großherzogin von Baden). 

1854. Watercolour or drawing. Signed and 

dated lower right: fr Winterhalter / 1854. 

Present location unknown.  

D223.  
 

Ernst II, Fürst von Sachsen-Coburg und 

Gotha (1818-93). 1854. Pencil on paper, 

17.5 x 14 cm. Signed and dated lower 

right: Fr. Winterhalter 1854. Private 

Collection.  

D224.  
 

Alexandrina Fürstin von Sachsen-

Coburg und Gotha (1820-1904, née 

Prinzessin von Baden). 1854. Pencil 

drawing, 17.5 x 14 cm. Private Collection.  

D225.  
 

Study for ‘Eugénie, Empress of the 

French, with her Ladies-in-Waiting’. 

1855, Paris. Pencil drawing, 12.7 x 16.8 

cm. Private Collection.  

D226.  
 

Study for ‘Eugénie, Empress of the 

French, with her Ladies-in-Waiting’. 

1855, Paris. Pencil drawing, 14.5 x 23 cm. 

Inscribed at the margin lower centre right. 

Present location unknown.  

D227.  
 

Eugénie, Empress of the French (1826-

1920), née Maria Eugenia, Condessa de 

Teba, etc). Ca. 1855. Watercolour, 33 x 

27.9 cm. Signed lower right: fr 
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Winterhalter. Compiègne: Musée National 

du Château. 

D228.  
 

Victoria, Queen of Great Britain & 

Ireland (1818-1901). 1855, London. 

Watercolour on paper, 38.2 x 26.7 cm. 

Signed and dated lower right: Fr 

Winterhalter / 1855. Collection of HM 

Queen Elizabeth II.  

D229.  

 

Prince Albert the Prince Consort (1819-

61). 1855, London. Watercolour, 38.3 x 

26.7 cm. Signed and dated lower left: fr 

Winterhalter / 1855. Collection of HM 

Queen Elizabeth II.  

D230.  
 

Victoria, The Princess Royal, Princess 

of Great Britain & Ireland (1840-1901, 

later Empress of Germany & Queen of 

Prussia). 1855, London. Watercolour, 39 x 

30.3 cm. Signed lower right: Fr 

Winterhalter. Collection of HM Queen 

Elizabeth II.  

D231.  
 

Victoria, The Princess Royal, Princess 

of Great Britain & Ireland (1840-1901, 

later Empress of Germany & Queen of 

Prussia). 1855, London. Watercolour on 

paper, 46 x 35 cm. Signed and dated lower 

left corner: Fr. Winterhalter 1855. Private 

Collection.  

D232.  
 

Victoria, Princess Royal of Great 

Britain & Ireland (1840-1901, later 

Empress of Germany & Queen of 

Prussia). 1855, London. Watercolour on 

paper, 30.48 x 27.94 cm. Signed and 

dated lower left: F Winterhalter / 1855. 

Private Collection.  

D233.  

 

Children of Countess Elzbieta 

Krasinska (1820-76, née Countess 

Branicka): Count Wladislaw Krasinski 

(1844-73), Count Sigismund Krasinski 

(1846-64), Countess Maria Krasinska 

(1850-84, later Countess Raczynska), 

and Countess Elzbieta Krasinska 

(1853-57). 1855, Baden-Baden. 

Watercolour. Signed and dated lower left: 

Fr Winterhalter 1855. Podlasie.  

D234.  
 

Children of Countess Elzbieta 

Krasinska (1820-76, née Countess 

Branicka): Count Wladislaw Krasinski 

(1844-73), Count Sigismund Krasinski 

(1846-64), Countess Maria Krasinska 

(1850-84, later Countess Raczynska), 

and Countess Elzbieta Krasinska 

(1853-57). 1855, Baden-Baden. 

Watercolour, 12.7 x 15.25 cm. Private 

Collection.  

D235.  
 

Olga Kronprinzessin von Württemberg 

(1822-1892, née Grand Duchess of 

Russia). Ca. 1855. Watercolour. Private 

Collection. 

D236.  
 

English Sketches. 1855-1856 (Britain, 

various locations). Twenty two sheets from 

a sketchbook, with forty-one studies, ten 

full watercolour, twenty one coloured 

wash, the rest pencil, each sheet 12.2 x 

16.8 cm; Some inscribed and dated (18)55 

or (18)56., some numbered, with a letter 

written by Sir Thomas Dick Lauder (1784-

1848), all bound in green leather boards, 

inscribed: WINTERHALTER / CROQUIS 

ANGLAIS / 1855-1856. Private Collection.  

D237.  
 

Luise Großherzogin von Baden (1838-

1923, née Prinzessin von Preussen). 

1856, Coblentz. Watercolour on paper, 

34.0 x 24.2 cm. Signed, dated and 

inscribed lower centre: Coblenz 28 August 

1856. Private Collection. 
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D238.  
 

Alexandre Antoine, Comte Colonna 

Walewski (1844-98). Ca. 1856-60. Pastel 

on paper, 66 x 52 cm. Inscribed lower 

right (not in artist’s handwriting): F.X.W. 

Private Collection.  

D239.  
 

Olga Kronprinzessin von Württemberg 

(1822-1892, née Grand Duchess of 

Russia). 1856. Watercolour and pencil 

wash, 20 x 16 cm, oval. Signed and dated 

lower right: fr Winterhalter / 1856. Private 

Collection.  

D240.  
 

Alice, Princess of Great Britain & 

Ireland (1843-78, later Großherzogin 

von Hessen und bei Rhein). 1857, 

London. Watercolour. Signed and dated 

lower left: F Winterhalter / 1857. Present 

location unknown.  

D241.  
 

Mary Adelaide, Princess of Cambridge 

(1833-97, later Duchess of Teck). 1857, 

London. Watercolour. Signed, dated and 

inscribed lower right: Fr Winterhalter / 

1857 London. Present location unknown.  

D242.  
 

Elisabeth. Ca. 1856-57. Presumably 

watercolour on paper. Present location 

unknown.  

D243.  
 

Anna Langräfin von Hessen (1836-

1918, née Prinzessin von Preußen). 

1858, Paris. Pencil on paper, 16.2 x 11.3 

cm. Signed and dated: F Winterhalter Paris 

1858 / 30 Januar. Private Collection.  

D244.  

 

Portrait d’Homme. 1858. Pastel, 27 x 21 

cm. Signed and dated as drawn in 1858. 

Private Collection. 

D245.  
 

A Lady-in-Waiting to the Empress 

Eugénie. Late 1850s – early 1860s. 

Watercolour on paper, 28 x 21.5 cm. 

Private Collection.  

D246.  
 

Elegante au Bracelet de Perles. 1861. 

Pastel on paper, 90 x 69 cm. Signed and 

dated as drawn in 1861. Private Collection.  

D247.  
 

A Lady-in-Waiting to Augusta 

Prinzessin von Sachsen-Altenburg 

[possibly Fräulein Julie von Stenglin 

genn. von Benninghausen (1812-92)]. 

After 1862. Ink and pencil on paper, 35.2 

x 29.1 cm. Titled illegibly on the reverse: 

Hofdame der Prinzessin … / Moritz … 

Altenburg. London: Courtauld Institute of 

Art Gallery.  

D248.  
 

Elisabeth, Empress of Austria, Queen of 

Hungary (1837-98, née Herzogin in 

Bayern). Ca. 1864. Pencil on paper. 

Unsigned. Frankfurt-am-Main: Städel 

Museum. 

D249.  
 

Elisabeth, Empress of Austria, Queen of 

Hungary (1837-98, née Herzogin in 

Bayern). 1865, Vienna. Pencil on paper. 

Signed lower right: F.X.Winterhalter. 

Present location unknown.  

D250.  
 

Mme Destrée. 1865. Pastel on paper, 45 x 

36 cm. Signed and dated as drawn in 

1865. Private Collection.  

D251.  
 

Fräulein Aebi. 1867. Pencil and 

watercolour on paper, approximately 25.7 

x 20.3 cm. Private Collection.  
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D252.  
 

Fräulein Aebi or Madeleine Ritschard. 

1867. Pencil and watercolour on paper, 

approximately 25.7 x 20.3 cm. Private 

Collection.  

D253.  
 

Maria Feodorovna, Grand Duchess of 

Russia (1847-1928, née Princesse of 

Denmark, later Empress of Russia) & 

her sister, Alexandra, Princess of 

Wales (1844-1925, née Princess of 

Denmark, later Queen of Great Britain). 

1868, Paris. Watercolour over pencil, 31 x 

24 cm. Signed and dated lower left: Fr 

Winterhalter / 1868. Private Collection.  

D254.  
 

Mme Suzanne Bruges de Camps. 1870. 

Pencil on paper. Signed and dated lower 

right: Fr Winterhalter / 22 Dec 1870. 

Private Collection.  

D255.  
 

Portrait of a Lady. Ca. 1871-1873. 

Charcoal on paper. Private Collection.  

D256.  
 

Maria Taglioni (1804-84). Pastel on 

paper on board, 72.5 x 55 cm. Present 

location unknown.  

 

 

Part 3: Graphics 

G1.  

Works for the Steinbibel. Ca. 1818-

1820. Lithograph. Present location 

unknown.  

G2.  

Friedrich-Leopold Graf zu Stolberg-

Stolberg (1750-1819). Ca. 1819, 

Freiburg-im-Breisgau. Lithograph. 

Inscribed: ‘Friedrich Leopold Graf zu 

Stolberg / geb. In Bramsted im Holstein. D. 

7 ten Nov 1750, gest. / in Sondermuhlen im 

Osnabr. D:5D.1819’.    

G3.  

Crucifixion Scene. 1820, Freiburg-im-

Breisgau. Lithograph,    

G4.  

Moses (after Philippe de Champaigne 

(1602-74)). Early 1820s, Freiburg-im-

Breisgau. Engraving, 12.8 x 8.4 cm. 

Inscribed: Schuler direxit X Winterhalter sc.     

G5.  

Esaias (after Michelangelo (1475-

1564)). Ca. 1824-1825, München. 

Lithograph.     

G6.  

Daniel (after Michelangelo (1475-1564)). 

Ca. 1824-1825, München. Lithograph.    

G7.  

Daniel (after Michelangelo (1475-1564)). 

Ca. 1824-1825, München. Lithograph.    

G8.  

Ieremias (after Michelangelo (1475-

1564)). Ca. 1824-1825, München. 

Lithograph.    

G9.  

Sibilla Erithraea (after Michelangelo 

(1475-1564)). Ca. 1824-1825, München. 

Lithograph.    
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G10.  

Jean Paul Friedrich Richter (1763-

1825) (after Johann Lorenz Kreul 

(1765-1840)). Ca. 1825-26, München. 

Lithograph.    

G11.  

Ludwig von Schwanthaler (1802-48). 

Ca. 1825, München. Lithograph.   

G12.  

Katharina Sigl-Vespermann [Katharina 

Sigl, Frau Wilhelm Vespermann] (1802-

77). Ca. 1825, München. Lithograph.     

G13.  

Maximilian I Joseph, King of Bavaria 

(1756-1825) (after Joseph Karl Stieler 

(1781-1858)). Ca. 1825, München. 

Lithograph.     

G14.  

Caroline, Queen of Bavaria (1776-1841, 

née Markgräfin von Baden) (after 

Joseph Karl Stieler (1781-1858)) Ca. 

1825, München. Lithograph.  

G15.  

Franz I, Emperor of Austria (1768-

1835) (after Joseph Karl Stieler (1781-

1858)). Ca. 1825-26, Munich. Lithograph.  

G16.  

Karoline Auguste, Kaiserin von 

Österreich (1792-1873, née Prinzessin 

von Bayern, fmr Kronprinzessin von 

Württemberg) (after Joseph Karl Stieler 

(1781-1858)). Ca. 1825-26. Lithograph.  

G17.  

Sophie Erzherzogin von Österreich 

(1805-1872, née Prinzessin von Bayern) 

(after Joseph Karl Stieler (1781-1858)). 

Ca. 1825-26, Munich. Lithograph. 

G18.  

Augusta Herzogin von Leuchtenberg 

(1788-1851, née Prinzessin von Bayern) 

(after Joseph Karl Stieler (1781-1858)). 

Ca. 1825, München. Lithograph.  

G19.  

Adelaide Schiasetti (after Joseph Karl 

Stieler (1781-1858)). Ca. 1825-26, 

München. Lithograph, inscribed in plate in 

margin below image Peint par Stieler / et 

dessiné par Winterhalder / Adelaide 

Schiasetti.  

G20.  

Portrait of a Man. Ca. 1825-30, Munich. 

Lithograph. 

G21.  

Peasant in a Tavern (after David 

Teniers the Younger (1610-1690)). Ca. 

1825-30, Munich. Lithograph, 26.0 x 36.4 

cm. Printed in lower margin with 

production details: "D. Teniers pinx." and 

"Ios. Selb Lithograph." and "Winterhalder 

del.". Stamped below: "Gal. Munich".  

G22.  

Portrait of a Woman (after Paris 

Bordone (1500-1571)). Ca. 1825-26, 

München. Lithograph, 35.5 x 28.4 cm. 

Printed in margin in plate below image: 

Paris Bordone pinx. Jos Selb Lithograph / 

Winterhalder del / Gal. Munich.  

G23.  

Portrait of a Young Man (after Sir 

Anthony van Dyck (1599-1641)). Ca. 

1825-26, München. Lithograph, 29.9 x 

24.4 cm. Printed in plate in margin below 

image: A. van Dyck pinx / J. Selb Lith / X. 

Winterhalter del. / Gal. Munich.  

G24.  

Soldiers Playing Dice (after Adrian 

Brouwer (Ca.1605-Ca.1638)). Ca. 1825-

30, München. Lithograph, 28.0 x 36.4 cm. 

Printed in margin in plate below image: E. 

Tilborgh pinx ./ Jos Selb Lithograph / Auf 

Stein gezeichnet von F. Winterhalter del / 

Gal. Munich. 

G25.  

St John upon Patmos (after Carlo 

Maratta (1625-1713)). Ca. 1825-30, 

München. Lithograph, 45.6 x 35.3 cm. 

Printed in margin in plate below image: 

Gemalt von Carl Maratti / Jos Selb Lith. / 
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Auf Stein gez. v. F. Winterhalter / Gal. 

München. 

G26.  

Amalie, Liebliehes Mädchen (after 

Pierre-Louis-Henri Grevedon (1776-

1860)). Ca. 1825-30, München. 

Lithograph.  

G27.  

Der Abschied der Braut (after Johann 

Caspar Schinz (1797-1832)). Ca. 1825-

30, München. Lithograph.  

G28.  

Friedrich Karl von Savigny (1779-1861) 

(after Mlle Louise Claude (1798-1839)). 

1826, München. Lithograph, 22.0 x 20.0 

cm. Various Collection.  

G29.  

Mutter mit Kind (or Sicilianerin mit 

Ihrem Kinde) (after Louis-Léopold 

Robert (1794-1835)). 1826, München. 

Lithograph, 45.7 x 37.2 cm. Inscribed: 

Gemalt von l. Robert / Gedr. under der 

Direction v. Selb / Auf Stein gez. von 

Winterhalder / Das Originalgemälde 

befindet sich in der Sammlung des Herrn 

Geheimenraths von Klemze. 

G30.  

Der Sturm (after Ludolf Backhuysen 

(Ca. 1631-1708)). Ca. 1827-28, München. 

Lithograph.  

G31.  

Die heil. Jungfrau mit dem Kinde auf 

dem Throne, von St. Michael, 

Hieronymous, Caecilia und Catharina 

umgeben  (after Giovanni Francesco 

Caroto (1470-1546)). Ca. 1827-28, 

München. Lithograph.  

G32.  

Die Geburt Christi und Anbetung der 

Könige (after Konrad Eberhard (1768-

1859). Ca. 1828, München. Lithograph.    

G33.  

Christus Segnet die Kinder (after 

Johann Friedrich Overbeck (1789-

1869)). Ca. 1828, München. Lithograph, 

58.2 x 85.0 cm.  

G34.  

Frau Friedrich Horschelt (1804-89, née 

Fräulein Babette Eckner). Lithograph; 

published by J. Selb in Münich. 

G35.  

Wilhelm Urban (1795-1833). Ca.1829-

30. Lithographed by F.X. Winterhalter, 

published by Selb.  

G36.  

Leopold I Großherzog von Baden (1790-

1852). Ca.1830. Lithograph. Signed in 

print l.l.:Winterhalder fec.; with the name 

of the sitter in margin in full l.c. 

G37.  

Wilhelm Markgraf von Baden (1792-

1859). Ca. 1830. Lithograph, 22 x 19.5 

cm. Signed in print l.r.: Winterhalder fec., 

with the name of sitter printed in full l.c. 

G38.  

Maximilian Markgraf von Baden (1796-

1882). Ca. 1830, Karlsruhe. Lithograph. 

Signed in print l.l. Winterhalder fec., with 

the name of the sitter printed in full l.c. 

G39.  

Sophie Wilhelmine Großherzogin von 

Baden (1801-65, née Princess of 

Sweden). Ca. 1830-32. Lithograph. 

G40.  

Friedrich Gottlob Franckh (1802-45). 

Early to mid-1830s. Lithograph. 

G41.  

Johann Freiherr von Türckheim zu 

Altdorf (1749-1824), after Alexander 

Macco (1767-1849). Early to mid-1830s. 

Lithograph, 580 x 422 cm. [Signed in 

stone in margin below image: Maco pinx / 

Lith von J. Velten in Carlsruhe / 

Winterhalder del Johann Freiherr von 

Türckheim / Großherzoglich Hessischer 

Geheimerrath und Gesandter / geboren 

den 10 November 1749 gest. Den 28 

Januar 1824.  
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G42.  

Leopold I Großherzog von Baden (1790-

1852). Ca. 1831-32, Karlsruhe. 

Lithograph, 48.8 x 34.0 cm. 

G43.  

Sophie Wilhelmine Großherzogin von 

Baden (1801-65, née Princess of 

Sweden). Ca. 1831-32, Karlsruhe. 

Lithograph, 48.2 x 34.0 cm.  

G44.  

Alexandrine Prinzessin von Baden 

(1820-1904) with her brothers, Ludwig 

(1824-1858) and Friedrich (1826-1907) 

von Baden. 1831, Karlsruhe. Lithograph.  

G45.  

Der Improvisator (after Friedrich 

Moosbrugger (1804-1830)). Ca. 1832, 

Karlsruhe. Lithograph.  

G46.  

Johannes predigt in der Wüste (after 

Johann Friedrich Overbeck (1789-

1869)). Ca.1834-35, Karlsruhe. 

Lithograph on China Paper, 38.7 x 57.0 

cm. Lettered with production detail: 

'Gezeichnet von F. Overbeck - Imprimé par 

Lemercier, à Paris - Lithogr. von 

Winterhalter', title, continuing: 'Die 

Originalzeichnung besitzt der Verleger J. 

Velten', and publication lines: 'Carlsruhe 

bei Joh. Velten' and 'Paris bei Pieri-

Bénard, boulevard des Italiens, No.11'. 

Velten's blind stamp, lower centre.  
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