
A Family Affair: 
Artistic Dynasties 
in Europe  
(Part II, 1670–1900)



A Family Affair: 
Artistic Dynasties 
in Europe  
(Part II, 1670–1900)

This gallery guide accompanies A Family 
Affair: Artistic Dynasties in Europe (Part II, 
1670–1900) at the Blanton Museum of Art.

A Family Affair: Artistic Dynasties in Europe 
(Part II, 1670–1900)  is organized by Holly 
Borham, Curator of Prints, Drawings and 
European Art, and Sarah Bane, Assistant 
Curator of Prints and Drawings, Blanton 
Museum of Art.



Table of Contents

Introduction� 6
Holly Borham and Sarah Bane

First Gallery 

Nanteuil and Edelinck Family� 12
Audran Family� 20
Aveline Family� 28
Horthemels and Cochin Family� 34
Drevet Family� 44

Second Gallery

Delaunay Family� 52
Piranesi Family� 58
Adam and Clerk of Eldin Family� 64
Prestel Family� 70
Gandolfi Family� 74
Tiepolo Family� 82

Third Gallery

Pillement and Allen Family� 94
Fragonard and Gérard Family� 100
Watson Family� 108
Daniell Family� 112
Haden and Whistler Family� 118
Manet and Morisot Family� 126
Pissarro Family� 132





98

had expanded radically since the development of 
printmaking in Western Europe in the early fifteenth 
century. The study of Rome and its antiquities 
drew artists and tourists to that city from across 
Europe; printmakers met this interest with 
topographical and archaeological views. In other 
long-standing Italian centers of art production, such 
as Bologna and Venice, artists continued producing 
paintings, drawings, and prints in regional styles, 
incorporating both sacred and secular content. 
More artists tried their hands at etching (a process 
less technically demanding than engraving) and 
experimented with newly invented printmaking 
techniques, such as aquatint, mezzotint, and 
lithography. With their range of markings and tonal 
effects, these techniques allowed artists to make 
prints that were more evocative of drawings than 
those of their predecessors. The rise of London as 
an economic and artistic hub soon rivalled that of 
Paris. Artists traveled in search of inspiration and 
new markets, including to India. And more women 
entered the profession. 

Amidst these social and cultural shifts across 
Europe, the family remained a persistent locus 
of artistic production due to inherited aptitudes 
and close personal and economic connections.  
Drawing from the Blanton’s collection of European 
art, A Family Affair presents prints, drawings, and 
paintings created by some of the continent’s most 
fascinating artistic families, revealing patterns 
of inspiration, competition, and changing family 
fortunes.
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Robert Nanteuil
Rheims, France, 1623–Paris, France, 1678
Gérard Edelinck
Antwerp, Belgium, 1640–Paris, France, 1707
Moses with the Tablets of the Law, after Philippe de Champaigne, 1699
Engraving
20 5/8 × 16 3/16 in. (52.4 × 41.1 cm)
Blanton Museum of Art, The University of Texas at Austin, The Leo 
Steinberg Collection, 2002.1918

Robert Nanteuil
Rheims, France, 1623–Paris, France, 1678
Louis de France, called Le Grand Dauphin, 1677
Engraving
20 3/4 × 17 1/4 in. (52.7 × 43.8 cm)
Blanton Museum of Art, The University of Texas at Austin, Purchase 
through the generosity of the Still Water Foundation, 1991.9
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Jean Audran
Lyon, France, 1667–Paris, France, 1756
Alexander Entering Babylon, after Charles Le Brun, from The 
Battles of Alexander, 1690s
Engraving
11 5/16 × 14 1/8 in. (28.7 × 35.9 cm)
Blanton Museum of Art, The University of Texas at Austin, Gift 
of Mr. And Mrs. Isidore Simkowitz in memory of Amy Cecelia 
Simkowitz-Rogers, 1995.124

Jean Audran
Lyon, France, 1667–Paris, France, 1756
The Queens of Persia at the Feet of Alexander (The Tent of Darius), 
after Charles Le Brun, from The Battles of Alexander, 1690s
Engraving
11 3/8 × 14 1/4 in. (28.9 × 36.2 cm)
Blanton Museum of Art, The University of Texas at Austin, Gift 
of Mr. And Mrs. Isidore Simkowitz in memory of Amy Cecelia 
Simkowitz-Rogers, 1995.125
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Benoît Audran II
Paris, France, 1698–1772
The Fortune Teller, after Caravaggio, plate 93 from Recueil 
d’estampes d’après les plus beaux tableaux et d’après les plus 
beaux dessins qui sont en France... [Collection of prints after the 
most beautiful paintings and drawings in France], 1729
Etching and engraving
Book dimensions: 22 × 16 1/2 × 1 3/4 in. (55.9 × 41.9 × 4.4 cm) 
Blanton Museum of Art, The University of Texas at Austin, 
University Purchase, P1963.4.93
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Nicolas de Poilly’s son, Jean-Baptiste de Poilly 
(1669–1728), instructed Pierre Aveline’s grandson, 
Pierre-Alexandre, in a highly refined style of print-
making that was well-suited to the reproduction of 
the shimmering fabrics and lustrous textures repre-
sented in paintings by leading eighteenth-century 
artists like Jean-Antoine Watteau. By combining the 
techniques of engraving and etching in L’Enseigne 
de Gersaint [Gersaint’s Shop Sign], Pierre-Alexandre 
achieved an impressive range of tones and details, 
as seen in the reflection in the mirror held by the 
young man on the right and in the windowpanes of 
the door leading into an interior room at the center. 
French royalty and members of the aristocracy 
were not the only ones whose fame was spread 
through print; the art dealer Gersaint had commis-
sioned Watteau to make a painted shop sign for his 
gallery, which was then further promoted by Pierre-
Alexandre’s masterful image.

The Aveline dynasty extended across three gen-
erations and its members had a close professional 
relationship with the Poillys, another large family 
of publishers and printmakers. Pierre Aveline spe-
cialized in views of Paris and other cities. In 1685, he 
obtained a royal license for ten years, allowing him to 
make a printed series of royal residences, including 
these four scenes from Versailles, the grandest and 
most favored royal residence of Louis XIV, XV, and 
XVI. Such images were authorized by the royal court 
to broadcast the glory of the king and his posses-
sions. Pierre Aveline etched and sold this series but 
the plates were later acquired by Parisian engraver 
and publisher Nicolas de Poilly (1627–1696), who 
added his name and reprinted them. 

Aveline Family

Pierre Aveline the Elder 
(1654–1722)

Marguerite Amon

Pierre the Younger Marie-Antoinette Genest Four other siblings

Two sistersPierre-Alexandre 
(1702–1760)





3332

Pierre Aveline
Paris, France, 1654–1722
Veüe du Dragon et des Cascades du Château de Versailles 
[View of the Dragon Basin and the Cascades of the Palace of 
Versailles], 1686–1696
Etching
8 5/16 × 12 1/2 in. (21.1 × 31.8 cm)
Blanton Museum of Art, The University of Texas at Austin, 
The Leo Steinberg Collection, 2002.597

Pierre-Alexandre Aveline
Paris, France, 1702–1760
L’Enseigne de Gersaint [Gersaint’s Shop Sign], after Jean-
Antoine Watteau, 1732
Etching and engraving
22 3/4 × 33 3/4 in. (57.8 × 85.7 cm)
Blanton Museum of Art, The University of Texas at Austin, 
Archer M. Huntington Museum Fund, 1997.133
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Madeleine married Charles-Nicolas the Elder, the 
son of a painter who chose to pursue printmaking 
instead. Like his contemporary Pierre-Alexandre 
Aveline (also in this exhibition), Charles-Nicolas 
excelled at combining etching and engraving to 
create luminous reproductions of paintings by Jean-
Antoine Watteau, an artist known for his elegant, 
yet often enigmatic, scenes of entertainment. In his 
prints of Italian and French acting troupes, Charles-
Nicolas skillfully captures Watteau’s lush natural 
settings, varied theatrical costumes, and lively figural 
compositions. 

Thanks to talent and family connections, Charles-
Nicolas the Younger surpassed his parents in status 
and accolades. He became secretary of the Royal 
Academy in 1755, and was inducted into the chi-
valric Order of St. Michel in 1757. For fifteen years, 
he served as “administrator of the arts,” acting 
as a liaison between artists and all official royal 
commissions.  As a printmaker, he had to juggle 
commissions for grandiose representations of court 
festivals and ceremonies, such as the glittering 
funeral scene mourning Philip V, the first Bourbon 
(French) king of Spain, with the demands of pub-
lishers for book illustrations, as seen in the three 
vignettes for Virgil’s Aeneid. These prints demon-
strate an inversion of the usual hierarchy between 
father and son; Charles-Nicolas the Younger supplied 
the designs––the more prestigious endeavor–– while 
his father translated them into prints.

Charles-Nicolas Cochin the Younger has the 
unusual distinction of being the child of two print-
makers. His mother, Madeleine Horthemels, was 
the daughter of a printer and bookseller who died 
when she was only five years old. With six young 
children at home, Madeleine’s mother took the 
unconventional step of allowing her daughters to 
learn engraving. This skill served as a practical dowry 
that all three brought into their marriages to fellow 
artists. Madeleine is primarily known for her skillful 
translations into print of paintings and drawings by 
her contemporaries, and later, by her son. She signed 
Philip Baptizing the Eunuch of Queen Candace (after 
a painting by Nicolas Bertin), as “Madeleine Cochin.” 

Horthemels & Cochin 
Family

Daniel Horthemels Marie-Anne Cellier Charles Cochin Marie-Marthe 
Laforge

Five other siblings Madeleine 
(1688–1767)

Charles-Nicolas the Elder 
(1688–1754)

Charles-Nicolas the Younger 
(1715–1790)

Magdeleine-Geneviève
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Madeleine Horthemels
Paris, France, 1686–1767
Saint Philip Baptizing the Eunuch of Queen Candace, 
after Nicolas Bertin, circa 1730
Engraving and etching
13 1/8 × 10 3/8 in. (33.4 × 26.4 cm)
Private Collection

Charles-Nicolas Cochin the Elder
Paris, France, 1688–1754
L’Amour au théâtre italien [Love in the Italian Theater], after 
Jean-Antoine Watteau, 1734
Etching and engraving
16 3/16 × 19 3/4 in. (41.1 × 50.2 cm)
Blanton Museum of Art, The University of Texas at Austin, 
Archer M. Huntington Museum Fund, 1995.63
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Charles-Nicolas Cochin the Elder
Paris, France, 1688–1754
L’Amour au théâtre françois [Love in the French Theater], 
after Jean-Antoine Watteau, 1734
Etching and engraving
16 7/16 × 19 13/16 in. (41.7 × 50.3 cm)
Blanton Museum of Art, The University of Texas at Austin, 
Archer M. Huntington Museum Fund, 1995.62

Charles-Nicolas Cochin the Younger
Paris, France, 1715–1790
Pompe funèbre de Philippe de France, Roy d’Espagne et des Indes, V. du nom, en 
l’Eglise de Nôtre-Dame de Paris... [Funerary Ceremony for Philip of France, King of 
Spain and of the Indies, named the V, in the Church of Notre-Dame in Paris...], 1748
Etching and engraving
19 1/8 × 30 9/16 in. (48.6 × 77.7 cm)
Blanton Museum of Art, The University of Texas at Austin, Archer M. Huntington 
Museum Fund, 1997.18
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Charles-Nicolas Cochin the Elder
Paris, France, 1688–1754
Aeneas Leaves the Cloud that Surrounded Him and Makes Himself 
Known to Dido, Aeneid: Book I, from Les Oeuvres de Virgile [The Works 
of Virgil], after Charles-Nicolas Cochin the Younger, 1743
Etching and engraving
5 1/4 × 3 3/16 in. (13.3. × 8.1 cm)
Blanton Museum of Art, The University of Texas at Austin, The Leo 
Steinberg Collection, gift of Leo Steinberg, 2002.2879

Charles-Nicolas Cochin the Elder
Paris, France, 1688–1754
Aeneas Tells Dido of the Fall of Troy, Aeneid: Book II, from Les Oeuvres de 
Virgile [The Works of Virgil], after Charles-Nicolas Cochin the Younger, 1743
Etching and engraving
5 1/4 × 3 1/4 in. (13.4 × 8.2 cm)
Blanton Museum of Art, The University of Texas at Austin, The Leo 
Steinberg Collection, gift of Leo Steinberg, 2002.2882
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vary his linework so that the background, textiles, 
and accessories in his images stand out without 
detracting from the main figure. His engraving of 
Robert de Cotte, First Architect to the King, was the 
“reception piece” that officially granted him entry 
to the Royal Academy. In the Self-Portrait after 
Hyacinthe Rigaud, Pierre’s famous collaborator 
sports a jaunty silk-taffeta cap, casually grasping his 
portfolio of drawings and chalk holder as he gazes 
out from a weathered-stone window.

Most commentators agree that Pierre-Imbert 
surpassed even his father’s ability to render varied 
textures, as evidenced in works like his portrait of 
Cardinal Guillaume Dubois, in which he represents 
silk, lace, fur, tassels, and flesh with astonishing 
finesse and precision. Sadly, Pierre-Imbert suffered 
from a mental illness and outlived his father by 
only one year. Although Claude’s Charles-Gaspar-
Guillaume de Vintimille points to a talent nearly 
comparable to that of his cousin and uncle, Claude 
produced far fewer engravings than either of them. 
He preferred to act as a publisher, printing the large 
stock of plates engraved by the Drevets and other 
artists, such as Nanteuil and Edelinck (whose work 
is also in this exhibition), that his uncle had acquired. 
Upon his death, Claude’s art collection included 
many paintings and drawings as well as more than 
150 copperplates.

The artists in the Drevet family distinguished 
themselves as the preeminent portrait engravers 
of early eighteenth-century France. Pierre studied 
engraving with Germain Audran in Lyon and then 
with Gérard Audran (whose work is also in this 
exhibition) in Paris. There, Pierre befriended the 
talented portrait painter, Hyacinthe Rigaud, and built 
his career making engravings after Rigaud’s portraits 
of members of the French elite. His son, Pierre-
Imbert, and his nephew, Claude, would continue this 
professional relationship with Rigaud. Both Pierre 
and Pierre-Imbert were admitted to the French 
Royal Academy, and all three Drevets were granted 
apartments at the Palais du Louvre by Louis XV. 

As the founder of the dynasty, Pierre Drevet was 
praised by his contemporaries for his ability to 

Drevet Family

Etienne Drevet Catherine Charnou

Pierre 
(1663–1738)

Anne-Marie Bechet Floris Antoinette Bailly

Pierre-Imbert 
(1697–1739)

Claude 
(1697–1781)
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Pierre Drevet
Loire-sur-Rhône, France, 1663–Paris, France, 1738
Robert de Cotte, after Hyacinthe Rigaud, 1722
Engraving
16 13/16 × 11 15/16 in. (42.7 × 30.3 cm)
Blanton Museum of Art, The University of Texas at Austin, 
The Leo Steinberg Collection, 2002.1900

Pierre Drevet
Loire-sur-Rhône, France, 1663–Paris, France, 1738
Self-Portrait, after Hyacinthe Rigaud, 1721
Engraving
18 1/2 × 13 1/4 in. (47 × 33.7 cm)
Blanton Museum of Art, The University of Texas at Austin, 
The Leo Steinberg Collection, 2002.1905
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Nicolas Delaunay trained with the Parisian engraver 
Louis-Simon Lempereur and went on to specialize 
in engraved reproductions after the works of such 
popular painters as Antoine Baudouin and Jean-
Honoré Fragonard. A shrewd businessman, Nicolas 
often depicted racy themes in his engravings, 
among them Le Carquois Épuisé [The Empty Quiver]. 
The double entendre of the title refers not only to 
the statue of Cupid in the background who has shot 
his last arrow but also to the spent posture of the 
young man as he melts into the seat below after a 
passionate encounter with the woman at the center 
of the image. Nicolas became a member of the 
Royal Academy of Painting and Sculpture in 1789 and 
was later appointed engraver to the King of France.

Delaunay Family
Trained by Nicolas as a reproductive printmaker, 
Robert Delaunay occasionally signed his works 
“Delaunay le J.[eune]” (Delaunay the Younger) to 
distinguish them from those of his older brother. 
Robert’s print after Jean-Jacques-François Le 
Barbier’s painting Turkish Bath from 1785 was 
included as an illustration in volume one of Ignatius 
Mouradgea d’Ohsson’s seven-volume book, The 
General Picture of the Ottoman Empire, published 
in Paris between 1787 and 1824. This popular text 
described daily life in the Ottoman Empire for French 
audiences and provided information about such 
unfamiliar objects (depicted in this image) as the 
peschtumal or thin towel the women wrap around 
their bodies as well as the nalinn (clogs) that elevated 
visitors’ feet from the hot floor of the bathhouse. 
Following Robert’s death in 1814, his wife Marie-
Julie continued to publish her husband’s plates and 
engrave after his designs.

Simon Guillaume de Launay Madeleine Paulmier

Nicolas 
(1739–1792)

Robert 
(1749–1814)

Marie-Julie Linhard
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Robert Delaunay
Paris, France, 1749–1814
Bain Public des Femmes Mahométanes [The Islamic Women’s 
Bathhouse], after Jean-Jacques-François Le Barbier, 1770
Etching and engraving
11 1/4 × 15 3/4 in. (28.5 × 40 cm)
Blanton Museum of Art, The University of Texas at Austin, 
The Leo Steinberg Collection, 2002.1930
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Giovanni Battista worked in a variety of modes, 
from archaeological investigations into ancient feats 
of engineering, like that of the Pons Fabricus (the 
Quattro Capi Bridge) in Le Antichità Romane [Roman 
Antiquities], to the entirely invented Carceri d’Inven-
zione [Imaginary Prisons] series, represented here 
by The Gothic Arch. His most commercially success-
ful works came from his Vedute di Roma [Views of 
Rome] series, which includes Altra Veduta del Tempio 
della Sibilla in Tivoli [Another View of the Temple 
of the Sibyl in Tivoli]. In these tonally rich etchings, 
achieved with up to twelve applications of acid, the 
artist combines his documentary impulse with the 
melancholy of a decomposing, heroic antiquity.  

Of the five of Giovanni Battista’s children who sur-
vived infancy, three were involved in the family 
business. The eldest, Laura Piranesi, trained under 
her father and became an accomplished etcher of 
vedute. Francesco Piranesi assisted his father on 
various publications and, due to Roman law, was 
the sole beneficiary of his estate. Francesco com-
pleted several volumes that were already underway 
when his father died and initiated new ones, such as 
Il Teatro di Ercolano [The Theater of Herculaneum]. 
When Rome fell to invading Neapolitan and British 
forces in 1800, Francesco and his youngest brother 
Pietro fled with their stock of copperplates to Paris, 
where they continued to issue prints until Francesco’s 
death in 1810. All the surviving plates were later 
acquired by the business of Firmin-Didot, which 
printed them until 1839. In that year, Pope Gregory 
XVI purchased the entire stock and brought the 
plates back to Rome, where impressions were issued 
through the early 1940s, and possibly later. The plates 
now reside in the Calcografia Nazionale in Rome, a 
repository for printing matrices, prints, and prepara-
tory drawings.  

Giovanni Battista Piranesi was descended from a 
Venetian family of masons, builders, and hydraulic 
engineers. Additional training in architecture, stage 
design, and printmaking—along with his fertile imagi-
nation and abiding fascination with Rome’s “speaking 
ruins”—were instrumental in forging his role as the 
foremost interpreter of ancient and modern Rome 
during the eighteenth century and beyond. 

Giovanni Battista moved from Venice to Rome in 
1740 and began etching small plates for publishers 
who printed souvenir views (vedute) of the city for 
tourists. As he became more successful, he set up 
his own printmaking shop and showroom, produc-
ing well over one thousand plates during his career. 

Piranesi Family

Angelo Piranesi Laura

Giovanni Battista 
(1720–1778)

Angela Pasquini

Laura Francesco 
(1759–1820)

Three other 
siblings

Pietro
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Giovanni Battista Piranesi
Mogliano, Italy, 1720–Rome, Italy, 1778
The Gothic Arch, plate XIV from the Carceri d’Invenzione 
[Imaginary Prisons], 1749–1750
Etching, engraving, and sulfur tint with burnishing
16 5/16 × 21 1/4 in. (41.4 × 54 cm)
Blanton Museum of Art, The University of Texas at Austin, 
Purchase through the generosity of the Still Water Foundation 
and the Archer M. Huntington Museum Fund, 1992.282

Giovanni Battista Piranesi
Mogliano, Italy, 1720–Rome, Italy, 1778
Dimostransi nella Tav. presente la Pianta, ed Elevazione del Ponte, oggi detto Quattro Capi 
egli è antichissimo, e chiamavasi Fabrizio... [Shown in this plate are the plan and elevation of 
the bridge now called the Bridge of the Four Heads, which in antiquity was called the Bridge 
of Fabricius...], plate XVIII from Volume IV of Le Antichità Romane [Roman Antiquities], 1756
Etching
15 11/16 × 23 5/8 in. (39.9 × 60 cm)
Blanton Museum of Art, The University of Texas at Austin, Gift of Alvin Romansky, 1991.66.8
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Giovanni Battista Piranesi
Mogliano, Italy, 1720–Rome, Italy, 1778
Altra Veduta del Tempio della Sibilla in Tivoli [Another View 
of the Temple of the Sibyl in Tivoli], from Vedute di Roma 
[Views of Rome], 1761
Etching
25 5/8 × 17 1/2 (65.1 × 44.5 cm)
Blanton Museum of Art, The University of Texas at Austin, 
The Leo Steinberg Collection, 2002.1671

Francesco Piranesi
Rome, Italy, 1758–Paris, France, 1810
Topografia delle fabriche scoperte nella città di Pompei 
[Topography of the buildings discovered in the city of Pompeii], 
from Teatro di Ercolano [Theater of Herculaneum]
Etching
Book dimensions: 21 × 16 × 1/2 in. (53.3 × 40.6 × 1.3 cm)
Rome: Stamperia Salomoni, 1783
Harry Ransom Center Book Collection, -f- NA 327 H47 P572 1783
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John Clerk of Eldin
Penicuik, Scotland, 1728–Midlothian, Scotland, 1812
Craigmillar Castle from the Southeast, 1777
Etching
6 13/16 × 10 7/16 in. (17.3 × 26.5 cm)
Blanton Museum of Art, The University of Texas at Austin, 
Gift of Julie and Lawrence Salander, 2006.171

Robert Adam
Kirkcaldy, Scotland, 1728–London, England, 1792
General Plan for the Town and Fortifications of Spalatro, plate II from 
Ruins of the Palace of the Emperor Diocletian at Spalatro in Dalmatia
Etching
Book dimensions: 21 1/4 × 15 1/4 × 2 in. (54 × 38.7 × 5.1 cm)
London: Robert Adam, 1764
Harry Ransom Center Book Collection, -f- NA 320 A5
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John Clerk of Eldin
Penicuik, Scotland, 1728–Midlothian, Scotland, 1812
Leith from the West, 1770–1778
Etching with chine collé
3 5/16 × 10 3/16 in. (8.4 × 25.9 cm)
Blanton Museum of Art, The University of Texas at Austin, 
The Leo Steinberg Collection, 2002.1235

John Clerk of Eldin
Penicuik, Scotland, 1728–Midlothian, Scotland, 1812
Ravensheugh Castle II, 1776
Etching
6 9/16 × 10 3/8 in. (16.6 × 26.3 cm)
Blanton Museum of Art, The University of Texas at Austin, 
Gift of Julie and Lawrence Salander, 2006.172
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The reattribution of these works has proven 
particularly challenging for scholars as both Johann 
Gottlieb and Maria Catharina Prestel masterfully 
mimicked the hands of the artists whose drawings 
they were reproducing. In The Triumph of Truth over 
Envy, Maria Catharina recreates the Italian artist 
Jacopo Ligozzi’s drawing using aquatint, in which 
the plate is covered with a fine-grained rosin before 
etching, allowing the printmaker to create a range 
of tones that resemble ink or watercolor washes, 
seen here in the deepening browns of the clouds. 
Maria Catherina layered an additional intaglio 
plate (not a common practice in etching during 
this period) to create the golden highlights here, 
using a tacky ink that she dusted with a fine-ground 
gold foil. This complicated printmaking process 
demonstrates the artist’s innovative technical skill.  

Prestel Family

Born in a small town in Bavaria, Germany, Johann 
Gottlieb Prestel first trained as a carpenter under 
his father. During the restoration of the abbey in 
the nearby town of Otterbeuren, Johann Gottlieb 
encountered the Austrian fresco painter, Franz 
Anton Zeiller, who gave him informal drawing 
lessons, setting him on a different artistic path. In 
1760, Johann Gottlieb traveled to Italy, where he 
spent the next nine years studying painting and 
engraving in Venice, Rome, and Florence. After 
establishing himself as a successful artist abroad, 
Johann Gottlieb returned to Germany and settled 
in Nuremberg, where he also taught art classes. 
Among his first students was the thirteen-year-old 
Maria Catherina Höll, the daughter of a wealthy 
merchant. The pair would later marry and establish 
a print publishing business that specialized in the 
reproduction of master drawings using innovative 
printmaking techniques. While their prints, 
including the two works in this exhibition, were 
originally thought to be by Johann Gottlieb, new 
scholarship has revealed that Maria Catharina 
executed nearly half of the prints in their three 
major portfolios.¹

Thomas Höll Maria

Johann Gottlieb Pestel Elizabeth ChristinaMaria Catharina 
(1747–1794)

1. Claudia Schwaighofer, 
“Das druckgraphische 
Werk der Maria 
Catharina Prestel 
(1747–1794)” (MA thesis. 
LudwigMaximilians-
Universität München, 
2003) Accessed 17 
March 2025. https://
doi.org/10.5282/ubm/
epub.50.
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Maria Catharina Prestel
Nuremberg, Germany, 1747–London, England, 1794
The Triumph of Truth over Envy, after Jacopo Ligozzi, 1781
Etching and aquatint printed in brown and ocher inks with 
gold leaf
12 1/16 × 9 1/8 in. (30.7 × 23.2 cm)
Blanton Museum of Art, The University of Texas at Austin, 
The Teaching Collection of Marvin Vexler’48, 1990.157

Maria Catharina Prestel
Nuremberg, Germany, 1747–London, England, 1794
Landscape with Fishing Boats, after Franz Edmund 
Weirotter, 1782–1785
Aquatint and etching in dark, medium, and light-brown inks
6 9/16 × 9 1/16 in. (16.7 × 23 cm)
Blanton Museum of Art, The University of Texas at Austin, 
Archer M. Huntington Museum Fund, 1995.30
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It is often difficult to distinguish between the hand 
of each Gandolfi. As part of his artistic training, 
Mauro copied drawings by his father and uncle, 
and claimed that even his father could not always 
tell the difference between their works. Gaetano’s 
Personification of Astronomy is signed by the artist 
and was likely sold as an autonomous work of art, 
rather than as a preparatory drawing for a painting. 
Mauro later copied this composition, incorporat-
ing it into his own design for a painted panel on a 
carriage. Ubaldo and Gaetano’s styles are often 
indistinguishable, but Mauro’s hand is more dis-
tinct in his use of exaggerated, calligraphic strokes, 
stippling, and heavy crosshatching, as seen in his 
Studies of Five Heads.

While Ubaldo and Gaetano received steady 
commissions for painting and sculpture, Mauro 
struggled to find consistent patronage. Napoleon 
I invaded Italy in 1796, and the resulting social 
upheaval led to a significant decrease in public 
and private commissions from both the Church 
and aristocratic patrons. Having first learned cop-
perplate etching from his father and uncle, Mauro 
turned to printmaking for steady income, and in 
1800, he traveled to Paris to study reproductive 
engraving. Upon his return to Bologna in 1806, 
Mauro paid tribute to his late father and his artistic 
legacy in the print Monument to Gaetano Gandolfi, 
which he counted among his most important 
engravings.

Gandolfi Family

The Gandolfi brothers Ubaldo and Gaetano, and 
Mauro, the latter’s son, dominated the artistic 
scene in Bologna, Italy during the second half of the 
eighteenth century. All three trained in painting and 
sculpture at Bologna’s Accademia Clementina and 
largely produced mythological and religious works. 
Many of their drawings have survived, including 
preparatory sketches, anatomical studies, and 
designs for decorative objects.

Giuseppe Gandolfi Ginevra Maria Francesca Baldanza

Ubaldo 
(1728–1781)

Gaetano 
(1734–1802)

Five other siblingsGiovanna Spisani

Mauro 
(1764–1834)

Seven other siblings
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Ubaldo Gandolfi
San Matteo della Decima, Italy, 1728–Ravenna, Italy, 1781
Madonna and Child with the Young Saint John the Baptist, 1770s
Pen and iron-gall ink with brush and brown wash over red chalk 
on laid paper
7 3/4 × 5 11/16 in. (19.7 × 14.5 cm)
Blanton Museum of Art, The University of Texas at Austin, The 
Suida-Manning Collection, 2017.1136

Figure 1. Mauro Gandolfi, Vignette with 
an Allegorical Figure of Astronomy, circa 
1789, pen and brown ink, watercolor over 
black chalk; framing lines in pen and 
brown ink, 8 x 7 15/16 in. (20.3 × 20.2 cm), 
The Metropolitan Museum of Art, New 
York, Rogers Fund, 1961, 61.130.2

Gaetano Gandolfi
San Matteo della Decima, Italy, 1734–Bologna, 
Italy, 1802
Personification of Astronomy, circa 1780
Pen and brown ink with brush and brown wash and 
watercolor over traces of graphite on laid paper
7 3/4 × 6 1/8 in. (19.7 × 15.6 cm)
Blanton Museum of Art, The University of Texas at 
Austin, The Suida-Manning Collection, 2017.1132
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Mauro Gandolfi
Bologna, Italy, 1764–1834
Studies of Five Heads, 1789–1834
Pen and brown ink on laid paper
8 5/16 × 11 3/8 in. (21.1 × 28.9 cm)
Blanton Museum of Art, The University of Texas at Austin, 
The Suida-Manning Collection, 2017.1133
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Giovanni Domenico Tiepolo
Venice, Italy, 1727–1804
Group of Figures, 1750s
Pen and brown ink on laid paper
6 5/16 × 7 7/8 in. (16.1 × 20 cm)
Blanton Museum of Art, The University of Texas at Austin, 
The Suida-Manning Collection, 2017.1399

Attributed to Giovanni Battista Tiepolo
Venice, Italy, 1696–Madrid, Spain, 1770
A Magus and an Attendant, circa 1750
Pen and brown ink with brush and brown wash and graphite, 
over traces of black chalk on laid paper
6 13/16 × 5 in. (17.3 × 12.7 cm)
Blanton Museum of Art, The University of Texas at Austin, 
The Suida-Manning Collection, 2017.1388
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Giovanni Domenico Tiepolo
Venice, Italy, 1727–1804
The Storyteller, mid-1770s
Oil on canvas
13 5/16 × 22 1/2 in. (33.8 × 57.1 cm)
Blanton Museum of Art, The University of Texas at Austin, 
The Suida-Manning Collection, 2017.1400

Giovanni Domenico Tiepolo
Venice, Italy, 1727–1804
Martyrdom of Saint Agatha, after Giovanni Battista Tiepolo, 1740–1750
Etching
17 5/16 × 9 3/4 in. (44 × 24.7 cm)
Blanton Museum of Art, The University of Texas at Austin, Purchase 
through the generosity of the Still Water Foundation, 1990.154
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Jean-Baptiste Pillement
Lyon, France, 1728–1808
A Fantastic Flowering Branch, circa 1760
Black chalk on laid paper
9 7/8 × 13 in. (25.1 × 33 cm)
Blanton Museum of Art, The University of Texas at Austin, 
The Suida-Manning Collection, 2017.1299

Jean-Baptiste Pillement
Lyon, France, 1728–1808
River Landscape, 1760s
Black chalk on laid paper
6 3/4 × 9 in. (17.1 × 22.9 cm)
Blanton Museum of Art, The University of Texas at Austin, 
The Suida-Manning Collection, 2017.1300
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In 1769 Fragonard married Marie-Anne Gérard, an 
artist known for her miniature paintings. Their son, 
Alexandre Évariste, was nicknamed “Fanfan” as a 
child, and is the subject of a pair of etchings by his 
father and aunt. Marie-Anne’s sister, Marguerite 
Gérard, came to live with the family in 1775 and 
began training as an artist with her brother-in-law. 
In 1778, the pair produced a series of etchings after 
Fragonard’s drawings, including Monsieur Fanfan 
[Mister Fanfan]. The attribution of these etchings 
has been the subject of some scholarly debate 
since Fragonard and Gérard often played tricks on 
the public by signing each other’s names to their 
works. In the darker version of Monsieur Fanfan, 
for example, Gérard’s name appears below the 
image. However, in later states of the print, her 
name has been burnished out and replaced by that 
of Fragonard. Scholars have recently reattributed 
the work to Fragonard alone as the energetic 
etched lines are characteristic of the artist’s more 
mature hand.² The lighter etching has now been 
established as the work of Gérard alone as the 
blocky approach to shading is suggestive of a 
young artist reproducing a teacher’s work.

Alexandre Évariste also trained under his father, 
becoming best known for his paintings, prints, and 
designs for ornamental ceramics inspired by the 
classical past. In L’Aventure chevaleresque [The 
Knightly Adventure], Alexandre Évariste employs 
his father’s decorative approach to natural forms 
in the layers of delicately drawn foliage that both 
the knight and the viewer must traverse to arrive 
at a hidden doorway seen on the right of the 
image. Here, Alexandre Évariste used lithography, 
a printmaking process in which an artist draws 
directly onto a stone surface with a greasy crayon. 
Lithography was not invented until 1796 and 
therefore would not have been available to his 
father.

Fragonard and Gérard 
Family

Born the son of a glovemaker in the small town of 
Grasse, France, Jean Honoré Fragonard trained 
in the studio of the Parisian painter and etcher 
François Boucher. In his first foray into printmaking, 
Fragonard reproduced his teacher’s chalk drawings, 
a training exercise he would continue with his 
own pupils. Fragonard’s mature etchings proved 
exceedingly popular with French viewers who seem 
to have enjoyed their irreverent narratives and 
technical mastery. In L’Armoire [The Wardrobe], 
for example, a father and mother rush into their 
daughter’s room to discover her lover sheepishly 
emerging from his hiding spot. Fragonard’s lively 
approach to etching heightens the drama of the 
scene as he contrasts the strong diagonals of the 
parents’ determined stance with the softness of the 
rumpled bedsheets in the background.

François Fragonard Françoise Petit Claude Gérard Marie Gilette

Marie-Anne Five other 
siblings

Rosalie

Jean Honoré 
(1732–1806)

Marguerite 
(1761–1837)

Alexandre 
Évariste 

(1780–1805)

2. Rena M. Hoisington 
and Perrin Stein, “Sous 
les yeux de Fragonard: 
The Prints of Marguerite 
Gerard,” Print Quarterly, 
Vol. 29, No. 2 (June 
2012), 155.











111110

James Watson 
Dublin, Ireland, circa 1740–London, England, 1790 
James Paine, Architect, and James Paine Junior, after 
Joshua Reynolds, 1767 
Mezzotint 
18 × 13 in. (45.7 × 33 cm) 
Blanton Museum of Art, The University of Texas at Austin, 
Archer M. Huntington Museum Fund, 1992.260

Caroline Watson
London, England, circa 1760–1814
Catherine II, Empress of Russia, after Alexander Roslin, 1787
Stipple engraving
12 7/16 × 9 15/16 in. (31.6 × 25.2 cm)
Blanton Museum of Art, The University of Texas at Austin, Gift of 
Nikita D. Lobanov, 1999.40
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sketch exploring the construction of a hat worn by a 
fisherman displays the artist’s particular interest in 
the dramatic volumes of clothing and accessories. 
Although described as intrepid artist-adventurers, 
the Daniells’ travels were lavish by today’s 
standards. According to William’s diary entries from 
the period, the two artists were accompanied by a 
group of more than forty-seven people during the 
final leg of their journey, when the sketches from 
1791 and 1793 were completed.

To finance their travels, the Daniells published 
portfolios of prints after their drawings and the 
circulation of these publications increased their 
fame as colonial artists. Because of the Daniells’ 
extensive travel throughout India (more ambitious 
than those of any of their contemporaries), 
their prints were both desirable as images of an 
exoticized land and provided valuable information 
for colonial administrators. The drawings included 
in this exhibition were likely used as the basis for 
these popular printed series that also contributed 
to an increased interest in Indian ornament in the 
late eighteenth and early nineteenth centuries. For 
example, Studies of Sculpted Motifs is a preparatory 
sketch for the columns in the print depicting the 
interior of Tremal Naig’s Choultry (Hall of Thousand 
Pillars) at the Meenakshi Temple in Madurai. That 
print (fig. 3) is from the Daniells’ best-known series, 
Oriental Scenery, comprising 144 hand-colored 
aquatints after drawings by Thomas, engraved 
and printed by William, and issued in six volumes 
between 1795 and 1808.

Daniell Family

The first artist in a family of innkeepers, Thomas 
Daniell began his career as an apprentice to a 
carriage builder and painter. After attending the 
Royal Academy of Arts in London, he worked 
primarily as a landscape painter during the 
British landscape “boom,” when artists were 
plentiful, and patrons were few.  Thomas therefore 
became an engraver to the East India Company, 
traveling throughout India with his recently 
orphaned nephew William as his assistant. With 
the camera obscura (a device that projects an 
inverted image used for reference in drawing), the 
pair made hundreds of sketches and paintings 
that documented a range of landscapes and 
cityscapes, as well as the art and architecture of 
cultural sites such as the Taj Mahal in Agra and 
the Brihadishvara Temple in Thanjavur. Thomas 
and William often worked on the same drawing 
sheet, in some cases making it difficult to attribute 
sole authorship to either artist. However, William’s 

John Shepherd Daniell

Samuel

SarahWilliamThomas 
(1749–1840)

William 
(1769–1837)
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Thomas Daniell
Kingston-upon-Thames, England, 1749–
London, England, 1840
Study of a Sailboat, 1773
Brush and gray wash over graphite on laid 
paper
5 7/8 × 6 1/16 in. (14.9 × 15.4 cm)
Blanton Museum of Art, The University of 
Texas at Austin, Gift of Professor Robert L. 
Hardgrave, Jr., 2000.78

Figure 3. Thomas Daniell and William 
Daniell, Tremal Naig’s Choultry, Madura, 
plate 18 from Oriental Scenery, vol.2, 
1798, aquatint with hand coloring, 18 
13/16 × 25 3/8 in. (47.8 x 64.5 cm), © The 
Trustees of the British Museum. Shared 
under a Creative Commons Attribution-
NonCommercial-ShareAlike 4.0 
International (CC BY-NC-SA 4.0) license

Thomas Daniell
Kingston upon Thames, England, 1749–
London, England, 1840
Studies of Sculpted Motifs on the Columns 
of Trimmul Naig’s Choultry, Madura, 1792
Graphite and gray wash on laid paper
9 3/4 × 8 in. (24.8 × 20.3 cm)
Blanton Museum of Art, The University of 
Texas at Austin, Gift of Professor Robert L. 
Hardgrave, Jr., 1996.128

William Daniell 
Chertsey, England, 1769–London, 
England, 1837 
Studies of Fisherman off Mahi, 1793 
Pen and black ink with graphite and 
touches of brown wash on laid paper 
4 1/4 × 3 11/16 in. (10.8 × 9.4 cm) 
Blanton Museum of Art, The University of 
Texas at Austin, Gift of Professor Robert 
L. Hardgrave, Jr., 1996.134
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James McNeill Whistler 
Lowell, Massachusetts, 1834–London, England, 1903 
Rotherhithe, from A Series of Sixteen Etchings of Scenes on 
the Thames and Other Subjects or The Thames Set, 1860 
Etching and drypoint 
10 3/4 × 7 3/4 in. (27.3 × 19.7 cm) 
Blanton Museum of Art, The University of Texas at Austin, 
The Teaching Collection of Marvin Vexler, ’48, with a 
matching contribution from Julia Wilkinson, 2000.45

James McNeill Whistler
Lowell, Massachusetts, 1834–London, England, 1903
Nocturne: The Thames at Battersea, 1878
Lithotint with scraping, printed in grayish-black ink on 
grayish-blue laid paper
6 11/16 × 10 1/8 in. (17 × 25.7 cm)
Blanton Museum of Art, The University of Texas at Austin, 
The Teaching Collection of Marvin Vexler, ’48, 1997.21
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Édouard Manet
Paris, France, 1832–1883
Berthe Morisot, 1872
Etching
4 5/8 × 3 1/16 in. (11.8 × 7.8 cm)
Blanton Museum of Art, The University of Texas at Austin, 
Gift of Mr. and Mrs. Isidore Simkowitz in memory of Amy 
Cecelia Simkowitz-Rogers, 2000.260

Figure 5. Édouard Manet, Berthe 
Morisot au bouquet de violettes 
[Berthe Morisot with a Bouquet 
of Violets], 1872, oil on canvas, 21 
7/8 × 15 15/16 in. (55.5 × 40.5 cm), 
Musée d’Orsay, Paris © RMN-
Grand Palais (Musée d’Orsay), RF 
1998 30

Figure 4. Édouard Manet, Le 
Balcon [The Balcony], 1868-1869, 
oil on canvas, 66 15/16 × 49 3/16 
in. (170 × 125 cm), Musée d’Orsay, 
Paris © RMN-Grand Palais 
(Musée d’Orsay), RF 2772
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designed and carved the main image of each block 
while Esther carved the decorative borders and ornate 
letters. They shared equally in the labor of printing 
each book, with minimal help from hired workers.

Camille provided financial support for the press and 
often made drawings for Lucien’s engravings. He 
was not fond of his son’s design for the frontispiece 
of Emile Verhaeren’s Les petits vieux [The Little Old 
People], even writing to him with extensive notes and 
suggestions for improvement.⁵ However, he called the 
Eragny Press publication of Pierre de Ronsard’s Choix 
de sonnets [Selection of Sonnets] “simply superb.”⁶

Camille’s second son, Georges, also produced prints 
and trained in the decorative arts. Unlike the devoted 
Lucien, Georges sought to escape the Pissarro name, 
and for a period signed his works under the pseud-
onym “Manzana,” his paternal grandmother’s maiden 
name. Camille, Lucien, and Georges each produced 
a print for the seventh album of L’Estampe originale, 
a fine art publication that promoted the decorative 
arts and a revival of traditional printmaking tech-
niques in France. Georges’s humorous contribution, Le 
Dindon de la farce [The Butt of the Joke] is titled after 
a French idiom. A turkey fans its tail feathers flirta-
tiously, duped by the flower being offered to him by 
the young woman.

The Pissarros often referred to themselves collectively 
as the “School of Eragny,” and it was Camille’s life-
long dream to establish an atelier with his sons, each 
specializing in the design and production of his own 
art. While this plan was never fully realized, Camille’s 
influence has endured among his descendants and 
the Pissarro dynasty now spans five generations of 
practicing artists.

Pissarro Family

Camille Pissarro is considered a key figure in the 
history of Impressionism, a nineteenth-century artis-
tic movement in which artists sought to capture the 
ever-changing effects of light and weather as they 
sketched and painted outdoors. In his prints and paint-
ings, Camille depicted rural laborers, as in Paysanne 
Bêchant [Peasant Woman Digging], as well as views 
of the urban landscape, as in Vue de Rouen (Cours la 
Reine) [View of Rouen (Queen’s Promenade)].

Camille and his wife Julie had eight children, three of 
whom died young. All were encouraged to practice 
art, but only their four sons were given the opportunity 
to pursue artistic careers. Camille had a particularly 
close relationship with his eldest son, Lucien, and 
encouraged him to pursue the decorative arts, a 
path he hoped would provide more financial stability. 
Lucien moved to England in 1890 and married fellow 
artist Esther Bensusan two years later. In 1894, the 
couple founded the Eragny Press, which specialized in 
publishing French and English literature, poetry, and 
fairytales, illustrated with wood engravings. Lucien 

Fréderic Pissarro Rachel Manzana Pomié

Jacob Samiel Levi 
Bensusan

Miriam Three 
other sons

Julie 
Vellay

Six other 
siblings

Camille 
(1830–1903)

Esther 
(1870–1951)

Lucien 
(1863–1944)

Georges 
(1871–1961)

5. Lucien Pissarro, 
Camille Pissarro, and 
Anne Thorold, The 
Letters of Lucien to 
Camille Pissarro, 1883-
1903, ed. Anne Thorold 
(Cambridge University 
Press, 1993), 702-706.

6. Pissaro, Pissaro, and 
Thorold, 737.
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Camille Pissarro 
Saint Thomas, Virgin Islands, 1830–Paris, France, 1903 
Vue de Rouen (Cours la Reine) [View of Rouen (Queen’s 
Promenade)], 1884, printed circa 1920 (posthumous) 
Soft-ground etching, aquatint, metal brush, and scraper 
5 7/8 × 7 3/4 in. (14.9 × 19.7 cm) 
Blanton Museum of Art, The University of Texas at Austin, 
Gift of John F. Newnam, 2025.28

Georges Henri Manzana Pissarro
Louveciennes, France, 1871–Menton, France, 1961
Le Dindon de la farce [The Butt of the Joke], 1894
Woodcut
8 7/16 × 8 15/16 in. (21.4 × 22.7 cm)
Blanton Museum of Art, The University of Texas at Austin, 
Gift of Alvin and Ethel Romansky, 1982.587
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Lucien Pissarro 
Paris, France, 1863–Hewood, England, 1944 
Esther Bensusan Pissarro 
London, England, 1870–1951 
Émile Verhaeren 
Saint-Amand, Belgium, 1855–Rouen, France, 1916 
Frontispiece from Les petits vieux [The Little Old People] by Émile Verhaeren 
Color wood engraving, printed in five colors 
Book dimensions: 4 7/8 × 6 1/2 × 3/8 in. (12.4 × 16.5 × 1 cm) 
London: Eragny Press, 1901 
Harry Ransom Center Book Collection, PQ 2459 V8 P485

Lucien Pissarro
Paris, France, 1863–Hewood, England, 1944
Esther Bensusan Pissarro
London, England, 1870–1951
Pierre de Ronsard
Couture-sur-Loir, France, 1524–Saint-Cosme-en-l’Isle, 1585
Frontispiece from Choix de sonnets [Selection of Sonnets] by Pierre de Ronsard
Color wood engraving, printed in two colors
Book dimensions: 8 1/2 × 5 5/8 × 1/2 in. (21.6 × 14.3 × 1.3 cm)
London: Eragny Press, 1902
Harry Ransom Center Book Collection, 841 R669c 1902










