
Stanislaus Augustus as Patron of the Arts Andrzej Rottermund 

Bernardo Bellotto, Election oj Stanislaus Augustus, 1778 (Royal Castle, Warsaw) 

Stanislaus as Patron 

The role of Stanislaus Augustus as a patron has 
been portrayed by scholars in various ways. He 
has been presented as an Apollo , an aesthete 
sensitive to c hanges in fashion but with a ref ined 
personal taste, whose failure as a statesman was 
balanced by his success as a patron. It has been 
suggested also that while employ ing fore ign 
artists, he aimed to create a truly Polish art, 
assembling art collections for the use of the 
public. In fact, Stanislaus epi tomised the Neo ­
classical patron, who through his intimate 
unders tanding of the creative process was able 
to establish a productive relationship with the 
artist. 

The Polish court di f f ered fundamental ly 
from its European counterparts because of the 
curtai lment of royal authority in favour of the 
wide­ranging powers of Parliament (the Seym), 
and the State's lack of execut ive power. Th e 
ideology o f ' g o l d e n f r eedom' , involving a sense 
of the equality of those of noble birth and a 
dislike for central authority, made the gentry 
hostile to centralised power on the model of 
Versailles, Vienna or Madrid. Th e court in 
Poland in the 17th and 18th centuries always 
had to compe t e with the nobility though success­
ive monarchs worked hard to s trengthen their 
position and to raise the prest ige of their court. 
The public persona of the King always gener­
ated respect, but the most important factor 
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Friedrich Anion Lohrmann alter Marcello Bacciarelli, Stanis­
laus Augustus after an attempt on Ins life, 1788 (Royal Castle, 
Warsaw) 

d r aw i n g t h e gen t r y en masse t owa rd s t h e Crown 
was t h e King 's powe r of p a t r o n a g e within t h e 
publ ic s p h e r e a n d t h e cou r t . These two e l emen t s 
be c ame t h e objec t of bi t ter confl ic t be tween King 
a n d gen t ry . 
Fo r t h e nobil i ty, publ ic off ices a n d h o n o u r s 

were l i f e t ime goals, sa t i s fy ing pe r s ona l ambi ­
t ions a n d g e n e r a t i n g r e spec t . Fo r t h e King this 
was a me t h o d of ga i n i ng s u p p o r t . In his 
memo i r s Stan is laus quo t e d his unc le Augu s t u s 
Czar to rysk i who u r g e d h im to base his powe r on 
t h e s u p p o r t no t of t h e l e ad i ng nob l e f amil ies bu t 
on t ho se of s e conda ry r a nk . Du r i n g t h e Seym of 
1772 memb e r s of t h e Pon insk i a n d Sulkowski 
fami l ies a t t acked t h e King 's r i gh t to d i s t r i bu t e 
h o n o u r s a n d it was t h en t ha t Stanis laus lost t h e 
r i gh t to appo i n t minis te rs , s ena t o r s a n d a rmy 
of ficers, r e t a i n i ng only t h e powe r to fill ambas sa ­
dor ia l posts a n d lesser posts in t h e civil service. 
T h e cou r t , a l t h o u g h cons ide r ab ly weak en ed , 
c on t i n u e d to be f e a r e d by t h e majo r i t y of t h e 
gen t r y , a lmos t obsessively wary of any absolut i s t 
inc l ina t ions on t h e pa r t of t he i r sove re ign . 
Magna t e s with close ties to t h e cou r t , a n d royal 

f avour i t e s , b e c ame u n p o p u l a r a n d were t r e a t ed 
warily. Cou r t i e r s i n f l u enced in t he i r daily l ife by 
Eu r o p e a n habi t s a n d f a sh ions , were viewed with 
susp ic ion . Du r i n g t h e r e ign of Stan is laus t h e 
cou r t ' s s t a nd i ng in t h e pe r c ep t i o n of many of 
t h e gen t r y fell even lower owing to t h e political 
s i tua t ion of t h e coun t r y , in which it a p p e a r e d 
t h e c e n t r e of a host i le f o r e i gn a n d i n t e rna l 
policy. 

As an t i ­ cou r t f ee l i ng g rew , t h e mon a r c h a n d 
his adv ise r s mad e e f f o r t s to c o u n t e r this process . 
The p r o p a g a n d a ro le of t h e cou r t g r ew in t imes 
of crisis. Deve lop i ng this f unc t i on a n d ra i s ing 
t h e pre s t i ge of Warsaw as t h e seat of cen t ra l i sed 
royal au t ho r i t y b e c ame essent ia l to t h e King 's 
p r o g r a m m e . The King took ca re to main t a i n t h e 
s t r u c t u r e of t h e cou r t as well as its a r ch i t e c t u r a l 
a n d art is t ic p r o g r a m m e . His goal was to over ­
s h adow t h e magna t e s , d i s s emina t e his political 
a n d social ideas a n d c r ea t e a c en t r e of cu l tu ra l 
l ife. 

Stanis laus possessed an excep t i ona l ability to 
establ ish i n t ima t e con tac t with art is ts , clos ing t h e 
gulf be tween himself a n d his subo rd i n a t e s . His 
re la t ions with Bacciarel l i a r e an ex amp l e . Whe n 
t h e ar t is t was t r ave l l ing in Italy, t h e King wro t e 
to h im 'How I wish I could give you wings, so that you 
would return more quickly.' Bacciarel l i was o n e of 
t h e be t t e r pa id officials at t h e cou r t : h e rece ived 
a salary a n d f u n d s f o r a ca r r i age , a n a p a r tm e n t , 
fue l , t h e a t r e t ickets, a n d va r ious h o n o u r s a n d 
gif ts . T h e ar t i s t was able to bui ld f o r himself , on 
l and given by t h e King, a beau t i f u l s u m m e r 
r e s i d ence n e a r Laz ienk i ; he also rece ived two 
l a rge es ta tes f r o m t h e King. 

The King ma in t a i n ed equal ly d o s e l inks with 
o t h e r ar t is ts in his service, whom h e met each 
Wedn e s d a y at ' I ta l ian break fas t s ' , o rgan i s ed 
exclusively f o r t h e bene f i t of art is ts a n d t hose 
involved with his art is t ic ven tu r e s . 'Yesterday the 
king ate breakfast with architects only and Italian 
pa inters... And then lie questioned Abrysy for two 
hours. Presumably, these tire not the first Italian 
breakfasts given...' wro t e an obse rve r in 1782. 

Conf l ic t s d id , howeve r , exist be tween t h e King 
a n d his artistic: e n t o u r a g e . 'There were too many 
chiefs: Merlini, Moszynslti and the king himself. 
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Above: Giovanni Battista Lampi the Elder, Portrait of 
Stanislaus Augustus in his dressing-gown, c. 1790 (National 
Museum, Warsaw). Below: Per draff! the Elder. Portrait 
of Stanislaus Augustus in the uniform of the Cadet Corps, 
1767 -68 (National Museum. Warsaw). 

Perhaps also too many artists — Merlini and Szreger 
were not a well chosen pair. Finally, the king himself 
was a soul in eternal motion, always wishing to try new 
t/iings and have everything new himself at once. '3 A 
le t ter f r o m t h e King d a t e d 4 S e p t e m b e r 1784 
i l lus t ra tes his close i n vo l v emen t in t h e crea t ive 
process : 'Will the four statues in the Lazienki 
elevation he ready to be put up soon"? Is the road in 
Ujazdow ready yet? Have Zawadski s workers started 
upon the new dining hall at Lazienki"? When will 
Plersch finally start work for me or for my sister? Has 
Kamsetzer completed the draivings of the Castle? Have 
the stones necessary to finish the steps and elevation of 
the Lazienki palace arrived or at least are they on the 
way? The two bridges west of Lazienki, has work on 
them started? Has the Chinese bridge east of Lazienki 
been covered yet? ...that's all for today, my caro 
Marcello. You know how much I like you and that I 
have liked you for the last twenty-five years. You may 
be sure that this will not change. Give my regards to Le 
Brun, Tokarski, Bing and the rest at the atelier. 
s. A. R:1 

T h e King t r i ed to impo s e his own artist ic 
vision on Victor Louis , still little k n o w n in t h e 
1760s, as well as o n s o m e of t h e mos t f a m o u s 
art is ts of t h e t ime , i n c l ud i ng B o u c h e r , Car l e V a n 
Loo a n d Mengs . H e viewed t h e p u r e arch i tec ­
t u r e of t h e F r e n c h r evo lu t i ona r i e s with r e se rve , 
r e m a i n i n g unt i l t h e e n d of his l ife a lover of t h e 
f o r m s c r e a t e d by Bacciarel l i . H e c o n t i n u e d to 
commis s i on ar t is ts to exe cu t e s chemes to his own 
des igns , r e f l ec t i ng t h e concep t s which as a y o u n g 
m a n he h a d l e a rn t in t h e salon of M m e G e o f f r i n . 
An e x a m p l e was t h e Apotheosis of Pope Pius VI 
which t h e King w a n t e d M e n g s to pa i n t a n d f o r 
which he p r e p a r e d a de ta i l ed p lan in t h e 
B a r o q u e m a n n e r still c u r r e n t in off icial ar t . 
M e n g s d id no t accep t t h e commis s ion . T h e King 
pa id met i cu lous a t t en t i on to t h e deta i l s of t h e 
compos i t i on s he was o r d e r i n g a n d to t he i r 
co lou r s cheme , a n d expec t e d his d e m a n d s to be 
met . Yor this r e a son h e se lec ted art is ts whose 
ta len ts were su i ted to pa r t i cu l a r pro jec t s . A 
typical e x a m p l e was t h e p e n d a n t to a bat t le 
canvas by Le B o u r g u i g n o n e . I n 1769 t h e King 
commi s s i o n ed France sco Casanova , t h e n l iving 
in Paris , to pa in t this p ic tu r e , p r o v i d i n g h im with 
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Follower of Jean Marc Nat t ie r , Portrait of Madame Geoffrm, 
c. 1740 (Nat ional Museum , Warsaw; Lu/ienki) 

a sketch of Le Bourguignone ' s paintings and a 
description of the theme of the new work, a 
Skirmish between a Turk and a Hussar: 7 would like 
Casanova's painting to have light falling from the 
right towards the left in order that it present an 
opposite to the one already in my possession.' He 
showed even greater precision in preparing the 
paintings for the Knights' Hall in the Royal 
Castle, providing not only guide lines for the 
composi t ion and colour of particular paintings, 
but quot ing appropriate historical passages, 
accompanied by his own comments . In this 
respect Stanislaus Augus tus reminds us of the 
greatest royal patrons, the Medici and Louis 
XIV. 

What dist inguished Stanislaus from other 
monarchs was the role he assigned to art and 
culture in his political programme. Unable to 
implement an independent foreign or internal 
policy, he hoped to create a broad educat ion 

programme for his people . He wanted to 
prepare the nation for f undamenta l reform and 
to educate an administrative elite, deve lop ing 
Polish national consciousness of patriotic and 
civil virtues, and awakening aspirations towards 
a strong state. 

The climate o f mid-18th century Poland, used 
to the Baroque, was not receptive to Neoclassi-
cism. Th e art created under the direct ion of the 
King was, however, governed by several ele­
ments . The s e included Classical academic archi­
tecture; a Romantic vision of Antiquity derived 
f rom Piranesi; fascination with the rediscovery 
of ancient Greece and Rome; Picturesque ideas, 
emerg ing f rom England; ideals drawn from 
Laugier, such as the abandonment in art of the 
accidental and unnecessary; and the inf luence of 
such writers as Le Camus de Mezieres. In 
addit ion to Italian, French and English ideas, 
the King's ties with the court of St Petersburg 
were also important. During his stay there 
Poniatowski must have been impressed by the 
artistic means used by the court to stress 
authority and to propagate political concepts . 
There he learnt what a monarch's residence 
could be, a lesson not available to the same 
extent elsewhere . An innate taste allowed Ponia­
towski to draw freely on everything he had 
discovered, and to create a highly individual and 
eclectic Neoc lassicism. This f ound its most 
visible express ion in the buildings des igned after 
1764: the Royal Castle, Ujazdow and Lazienki. 

The Great Hall in the Royal Castle ( 1 777 ­ 81 ) 
is the best example of the King's endeavours to 
create architectural unity. It was the heart of the 
residence, where court and state ceremony met, 
and it f ormed the centre of royal power. The 
public character of this interior allowed a 
forceful demonstrat ion of the idea of authority: 
through the hall's size, the rich materials used 
and the fine works of art. Th e ceremonial 
character of such an interior required, accord­
ing to Le Camus de Mezieres, refined decorat ion 
and exquisite f urnishings. 

The King first invited Louis and Plersch to 
des ign the room. Their plans represented 
di f ferent artistic modes , on the one hand 
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l.azienki Palace, South elevation, 1 78 1 

religious and heroic, on the other secular and 
courtly. The King was searching for a form oi 
artistic expression suitable for such various 
functions as an audience hall and ballroom, and 
a place for court gatherings and dinners, 
concerts and ceremonies. A decade later new 
designs were made by all the most prominent 
architects of the time: Merlini, Flersch, Szreger, 
Zng and Zawadski, but none of their plans 
satisfied the King. Merlini's proposal was used as 
a framework for designing the decorative pro­
gramme of the interior, but it was only a starting 
point. The final appearance of the room, 
worked out over four years, differed con 
siderably f rom the original design. 

It was apparently Kamset/er who gave the 

Royal Castle, the Greal Hall, 1777-81 

room its final form. This he did by introducing 
broader mirrors and moving the statues into 
niches, thus appearing, by an optical illusion, to 
increase the width of the room; exchanging the 
richly Muted columns for plain shafts, and the 
oval windows of the upper register for round 
ones. The room gained a simpler and more 
monumental character. Kamsetzer also changed 
the colouring of the interior f rom Merlini's 
original red, green and yellow stucco to a more 
restrained combination: golden stucco for the 
columns and white for the other elements. 

Craftsmanship developed under the personal 
patronage of the King. At the end of the 18th 
century several accomplished goldsmiths flour­
ished in Warsaw, notably Jan Jerzy Bandau, 
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Be r n a r d o Bellotto, Idml architecture with self-portrait »/ the artist, 
c. I76f> (National Museum, Warsaw) 
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Royal Castle, the Canaletto R n, 1776-77 

Teodo r Pawlowicz, Szymon Stanecki and Jan 
Martin, who created the outs tanding gold nauti­
lus now in the Victoria and Albert Museum. The 
most important royal factory was the Belvedere 
porcelain factory near Lazienki, operat ing in the 
1770s. Th e King also supported f urniture work­
shops; these were established at the beg inn ing of 
his reign and deve loped after 1775 when Adam 
Poninski brought cabinet makers f rom the 
Neuwied workshop in Westphalia to Warsaw. 
Factories outs ide Warsaw also enjoyed the 
King's support . These included sash workshops; 
the studios in Debnik which produced small 
marble objects in the Classical taste; and a 
workshop for ornamental weapons which was 
established in 1788 on the royal estate at 
Kozienice. 

Several of Stanislaus Augustus' artistic 
projects deserve a leading place in the history of 
European art: notably his patronage of Victor 
Louis, the work of Bellotto, and the achieve­
ments of Kamsetzer, under­est imated even 
today. 
Victor Louis' unrealised plans for rebuilding 

the Royal Castle in Warsaw were the first 
Neoclassical des igns for a complete functional 
monarch's residence on such a scale in Europe. 
In discussion with Stanislaus in 1765, Louis 
made proposals for state rooms and accommo­
dation for the Diet within the Castle. Th e series 
of des igns made for the King was, with the early 
works of Robert Adam, the most important 
early contribution to the deve lopment of official 
spaces in the Neoclassical manner , a process 
later elaborated in France. 
Bernardo Bellotto, pupil and nephew of 

Canaletto, was on his way to St. Petersburg in 
1767 when he s topped in Warsaw for a few 
months . He was to remain there until his death 
in 1780. While in Warsaw he painted several 
canvasses, including a series of views of the city 
for the King's apartments at the Castle. In 
Wat saw Bellotto perfected his ai t: his views of 
the city demonstrate his except ional artistic 
scope, ranging from town architecture to land­
scapes, si lhouettes and even port t ails. 
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Charles Bechon, Inn Christian Kamsetzer, miniature, 1789 
(National M u s e u m . W a r s a w ) 

Kamsetzer's first work, modif icat ions of Merli-
ni's des igns f o r three rooms in t h e Royal Castle, 
showed his exce ptional talent. But it was in t h e 
1790s, in the ballroom of Lazienki and in his 
collaboration with the royal stuccoists on the 
interiors of the Tyszkiew icz Palace in Warsaw 
and the Mielzvnskis' Palate in Pawlowiee, that 
his mature style f ound full express ion. Into 
these simply and rhythmieally composed inter­
iors Kamset /er introduced as much light as 
possible to increase the brightness of the cream 
stucco and the purity of the white Carrara 
marble. The stucco decorat ion is subordinated 
to the architectural des ign and covers the walls 
and ceiling, a delicate a r a b e s qu e and grotesque 
design appear ing in places. Kamsetzer is the 
author of even the most minute details of these 
interiors. His work was the most perfect embodi­
men t of the royal concept ion of an art unit ing 
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architecture, painting, sculpture and the decora­
tive arts. 

The King made sketches for the rooms and 
their decoration, but not because he himself had 
pretensions as an artist. His intention was that 
artists should express his ideological vision as 
fully as possible, within certain limits. Though 
the King could arrange the programme of his 
official residence as he wished, he had to take 
into account the traditional perception of the 
state in the minds of the majority of the gentry, 
and the country's relations with Russia, Austria 
and Prussia. The works of art created for him 
reflected the need to veer towards tradition or 
towards innovation according to the political 
circumstances of the moment . Tradition 
required adherence to Baroque forms and 
mythological symbolism, asociated with the 
established taste of the gentry. The more 
modern approach showed the King's personal 
leanings towards a formal Classical manner , an 
attitude strongly opposed to the traditions of 
Polish Sarmatism.' ' Which of these tendencies 
dominated depended on the period and circum­
stances in which a work of art was created, as 
well as its position within the official apartments. 

The ideology behind the first proposals for 
rebuilding the Warsaw and Ujazdow Castles, of 
1765—(57, was conventional and apolitical, except 
for the Senate Room designed by Louis, which 
glorified the monarchical past of Poland. This 
idea was developed for the Marble Room, 
executed in 1768—71. The tragic events of the 
early 1770s directed the King towards a con­
sideration (expressed in the King's Bedroom, 
Royal Castle) of providential Catholicism and of 
civil attitudes towards his policies. New political 
and social attitudes following the civil wars and 
the loss of national territory, as well as the need 
to strengthen the authority of the Crown, 
determined the content of the royal programme 
in the later 1770s, in the Old Audience Room, 
the Canaletto Room, and the Creat Hall of the 
Royal Castle. The possibility of reform in the 
1780s was expressed in die decorative pro­
gramme of the 'new royal rooms' at the Castle, 
opened in 1786. Here Stanislaus stressed quali­
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Royal Castle, the Marble Room, view of the northern wall, 
1770-71 . Inventory drawing by [an Chrystian Kamsetzer, 1784 
(Warsaw University Library Prinl Room) 

ties which he considered fundamental to the 
re form of the Commonwealth and the building 
of a new political order: patriotism and civil 
responsibility, with peace, national unity and a 
respect for state authority being of supreme 
importance. 

Of the decorative schemes and works of art 
found in the Royal Castle, those in the Creat 
Hall and the ante­chambers (Marble Room, 
Knights' I Till, Canaletto Room) were seen by the 
most people. The elaborate iconography in 
these rooms was addressed to the entire gentry, 
extolling the country's past and glorifying the 
ruler, as well as presenting the current royal 
programme for governing the state. The deco­
ration in the two audience halls, (o which access 
was much more limited, expressed similar ideas, 
with a more personal approach. In the Old 
Audience Room and the Solomon Room at 
Lazienki a Masonic (heme was introduced, 
presumably understood by a relatively small 
number of courtiers. In the Throne Room at the 
Castle and the Lazienki ballroom the clearly 
stated political symbolism was supplemented by 
subtle references which could only have been 
appreciated by the political set at court, finally, 
the programme of the two royal studies and the 
King's Bedroom was directed at a small group of 
the King's closest advisers. The murals in the 
King's Study referred to Stanislaus' private 
experiences, while the paintings in the Cabinet 
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Royal Castle, the Old Audience Hall, 1774-77 

of European Monarchsand the King's Bedroom 
expressed his personal, political and social 
beliefs. The King used both the traditional 
language of Court allegory and a new vocabul­
ary inspired by the Enlightenment, taking ideas 
from Roman literature of the late Republican 
and early Imperial periods (Horace, Virgil, 
Ovid, Lucan) and from modern European 
literature. 
In the Senate I [all designed by Louis were two 

inscriptions which referred to the duties of King 
and Senate: one, f rom the first hook of Horace's 
Epistolae, was placed above the throne, the other, 
from the ninth book of V irgil's Aeneid, above the 
main entrance. The inspiration for creating at 
the castle a triumphal hall (the Knights' Hall) 
devoted to great Poles came from the descrip­
tion of a similar room in the seventh book of the 

Royal Castle, (lie Cabinet <>i k i n o p e a n Mon a n h s . 17S:l­N6 

Aeneid. The quotation which ran around the 
room was also f rom the Aeneid. The f ragment 
chosen by the King is taken f rom the sixth book, 
when Aeneas finds himself in the Elysian Fields, 
among the most prominent and virtuous men of 
his world. This conception is undoubtedly a 
reminiscence of Stanislaus' visit 30 years earlier 
to Stowe, where the same passage was inscribed 
on the Temple of British Worthies, designed 
around 1735 and related to the Elysian Fields 
spreading before it. Equally striking is the 
similarity between the decorative programme of 
the La/ienki ballroom and the Carmen Saeculare 
by Horace, while the quotation f rom the tenth 
book of Lucan's Dialogues determined the decor­
ative content of the Eazienki Rotunda. 

I bis essay has explored the importance of 
Stanislaus Augustus' artistic and ideological 
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endeavours for European culture. Though the 
King was forced at times to forgo artistic 
activities too reminiscent of the court of an 
absolute monarch, he managed in his palaces to 
surpass the houses of the magnates , and to 
create a centre o f intellectual life. It was the 
King's determinat ion to s trengthen his position 
and the state's, which led to the introduction 
into official residences of works of art on the 
highest European level. 

Stanislaus as (Collector 

T h r o u g h o u t his reign Stanislaus Augustus 
laboured to create a rich collection of works of 
art. H e wrote to Augus t Moszynski 'My prints 
and medals are but entertainment in comparison to 
other things...but I keep in mind their practical side 
and I would like them to be of use to others also 
after my death." It was Moszynski w h o m the King 
first entrusted with the task of organis ing the 
royal collection. T h e son of Jan Kanty and 
Eryderyka Cosel, i l legitimate daughter of 
Augustus II, Moszynski was a talented and 
widely educated man. A personal fr iend of the 
King, he served as Director of the Royal 
Buildings until 1772. He he lped Stanislaus to 
acquire prints, medals, antiques, intaglios, jewels 
and objets de curiosite. 

Moszynski managed the King's artistic inter­
ests with skill and great commitment , and the 
royal collections increased rapidly. The number 
of prints rose to 70 ,000 , with items bought f rom 
fore ign agents, local booksellers and salesmen; 
engravings were also commiss ioned , f rom Chris­
tian von Mechel in Vienna among others. 
Difficulties in acquiring early engravings meant 
that the collection consisted largely of 18th 
century works. The King cons idered his collec­
tion primarily as a teaching resourc e, providing 
the royal studios with models for compos i t ions 
inc luding portraits of the famous , battle scenes, 
reproduct ions of cos tumes and well ­known 
works of art. The deve l opment of the collection 
by subject is reflected in the more than 100 
albums of engravings , divided into the fol lowing 
groups: 

1. Antiquity (statues, reliefs, intaglios) 
2. Antiquity (gods, utensils, ruins) 
3. Painting (portraits) 
4. Painting (military subjects) 
5. Painting (works by Old Masters) 
6. Painting (illustrated literary works) 
7. Painting (galleries) 
8. Architecture (views and gardens) 
9. Costumes 

Bacciarelli played an equally important part in 
creating the royal collection and became Direc­
tor of the Royal Buildings in 1786. He prepared 
a plan for the collection's deve lopment , advising 
the King, for example , not to make his plans for 
a gallery of paintings c ommon knowledge , so 
that art dealers would not raise their prices 
exorbitantly. A competen t and thrifty organiser, 
Bacciarelli proposed allocating part of the court 
budget to the acquisition of works of art (two 
thirds for paintings and one third for drawings 
and prints) and organis ing a network of dealers 
in various countries by whose agency works of 
art could be bought . Although the King f ound it 
difficult to accept such strict financial discipline, 
he fo l lowed Bacciarelli's advice over the organ­
isation of acquisitions. 
The King also collected drawings and was the 

first Polish collector to assemble works of the 
various European schools from the Kith to the 
18th centuries. He owned works of exceptional 
quality: drawings by Fragonard and Boucher , 
works by Rubens and Jordaens , Dutch 17th 
century masters including Rembrandt , and 
Italian Renaissance masters such as Allori and 
Vasari. His collec tion also contained an interest­
ing set o f drawings by Polish artists and foreign 
masters working at the court, notably Smuglew­
icz, Wall, Vogel and the architects in the royal 
service. Originally there were 4 ,000 drawings in 
the royal collection, of which 2,.'500 have sur­
vived in the Print Room of the Warsaw Univer­
sity Library. 
Numismatic objects formed an important part 

of the King's collec tion, but were not catalogued 
dur ing his life; there are some indirect refer­
ences to them in the report of the traveller 
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Fortia de Piles and the writings of J . B. Alber-
trandy, a savant and Chief Librarian to the King 
f rom 1790. The best documented part of this 
collection was a set of 16,000 items bought in 
1804 f rom the King's heirs by Tadeusz Czacki 
for the famous gymnasium in Krzemieniec. 
Included in this group were 20 unique gold 
medals with images of the Polish kings, struck by 
the Warsaw mint in 1790-96. The collection of 
292 intaglios also deserves mention. 

These collections, with others containing 
physical and astronomical instruments and 
natural history specimens, were all established 
thanks to Moszynski. After his death in 1786, 
the growth of the collection slowed down, 
though cataloguing continued under Alber-
trandy. Under the influence of Bacciarelli, Sta­
nislaus turned his attention to extending his 
picture gallery and to completing a project 
begun by Moszynski for a sculpture gallery. 
Moszynski's grandiose plan for a sculpture 

gallery was hi st proposed around 1784, and was 
to be housed in the Great Orangery at Lazienki. 
The project, commonly attributed to Moszynski 
in collaboration with Kamset/.er, involved a 
display of copies of the most famous statues of 
antiquity. Mos/ynski went to Italy in 1784 to visit 
die Roman collections and to see the new 
Capitoline and Pio­Clementino museums. He 
recommended to the King the statue collection 
of the Frenc h Academy, in the Palazzo Mancini, 
as a model for the museum Stanislaus planned 
lot his projected Academy of Fine Arts. After 
Moszynski's death. Bacciarelli took up the 
project with the help of Kamsetzer, as the 
marble copies after the antique ordered in 1787 
l>\ Bacciarelli in Italy prove. The order included 
;> copy of the Farnese Hercules to be done by (i. 
Angelini. the Farnese Flora to be copied by C. 
Albacini, and various other works. The pro­
jected gallery was an attempt to create an ideal 
Neoclassical museum. 
The royal collec tion did not inc lude any greal 

works of ancient art: the most beautiful piece 
was Venus Anadyomene, a Roman replica of the 
second century Al), now in the Dining Room of 
die White Pavilion at Lazienki. Contemporary 

Lazienki, White Pavilion, Dining Room. 1775 -76 

n 

i 

Jean Antoine Houdon , Alexander 
Museum, Warsaw) 

the (heal, 1784 (National 
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Lazienki Palace, the Picture Gallery, 1788-93 

Hi 
RJi D " ! 

Lazienki Palace, the Small Gallery, 1775—76 

s cu l p t u r e i n c l uded works by Falconet , Pigalle 
a n d Ho u d o n . The King also commi s s i on ed f r om 
Canova a Venus mourning Adonis. In 1787—88 
Canova mad e f o u r ske tches of t h e compos i t i on , 
strictly fo l lowing t h e King 's i n s t ruc t ions , bu t 
n o n e of t h e s e sat isf ied Stan is laus who even tua l ly 
wi t hd r ew t h e o r d e r . T h e only t r aces of it a r e 
s ome t e r r a co t t a mode l s p r e s e r v ed in t h e Gipso-
teca in Pessagno . 

T h e con t en t s of t h e royal p i c t u r e gal lery a r e 
desc r i bed in an i nven to ry of 1795. It lists 2,28!) 
pa in t i ng s plus several h u n d r e d min i a t u r e s , 
f r am e d pastels a n d gouache s . Af t e r t h e d e a t h of 
t h e King t h e majo r i t y of t h e collect ion was put 

on sale, with only a small pa r t go i ng to t h e hei rs . 
It has been possible to i den t i fy a b ou t 400 
pa in t i ngs men t i o n e d in t h e ca t a l ogue of 1795. 
Al t h o u gh it is di f f icu l t to assess t h e col lect ion on 
this f r a gm e n t a r y basis, t h e gal lery can be des ­
c r i bed in gene r a l t e rms , on t h e ev idence of 
su rv iv ing p ic tu re s a n d ca t a l ogue en t r i e s , as well 
as t h e r emin i s cences of visit ing conno i s s eu r s . 
As in mos t Eu r o p e a n gal ler ies of t h e pe r i od , 

t h e a t t r i bu t i on s of pa in t i ng s e n t e r i n g t h e collec­
t ion we r e ha rd l y eve r que s t i o n ed by t h e buye r s . 
Ca t a l ogu e en t r i e s i nd ica te works by Remb r a n d t , 
Ruben s a n d Titian, a n d even Gio rg i one a n d 
Leo n a r d o . This lack of prec is ion make s ident i f i ­
ca t ion of t h e col lect ion a p r o b l em t oday . 
The majo r i t y of t h e pa in t i ng s we r e by ar t is ts 

of r e a sonab l e qual i ty of t h e 17th a n d 18th 
c en t u r i e s ­ a good e x amp l e of late 18 th ­cen tu ry 
taste . Only abou t 100 pa in t i ng s were of impo r t ­
ance : t he se i n c l uded works by F r a g on a r d , Wat­
t eau , Gr e u z e a n d Hub e r t Robe r t , as well as 
po r t r a i t s by Largi l l ie re , Nat t i e r a n d Subleyras . 
T h e ca t a l ogue men t i o n s such f amo u s Flemish 
art is ts as Brouwe r , Ten i e r s , J. Breughe l , 
Rubens , Van Dyck a n d J o r d a en s , bu t with t h e 
excep t i on of t h e J o r d a e n s n o n e of t h e Flemish 
pa in t i ng s can be i den t i f i ed . 
Pain t ings by Dutch art is ts f o rm e d a l a rge pa r t 

of t h e col lect ion (about 500 works) , in acco rd ­
an c e with 18 th ­ cen tu ry tas te . Dutch pa in t i ng s 
were s hown in t h e cab ine t s on t h e f irst f loor of 
t h e Laz ienk i palace a n d in t h e p i c t u r e gal lery 
t h e r e . An excep t i ona l place was occup i ed by a 
g r o u p of works a t t r i bu t ed to Remb r a n d t , 
i n c l ud i ng t h e Polish Rider. Am o n g t h e ma j o r 
Dutch pa in t i ng s were works al legedly by Cuyp , 
Goltzius , Hon t h o r s t , Bol, Flinck, S teen , Metsu 
a n d A. van Os t a d e . 
O t h e r t h a n works by Metsu a n d K a u f f m a n n , 

G e rm a n pa i n t i ng was l imited to works by 18th 
c e n t u r y Dr e s d e n ar t is ts such as S. Mock a n d C. 
W. E. Diet r ich , a n d Aus t r i an to [. Grassi a n d G. 
B. Lamp i . T h o u g h t h e King had a h igh r e g a r d 
f o r Engl ish art t h e r e was little of it in his 
col lect ion: a por t ra i t of Geo r g e 111 by Gain sbo r ­
o u g h (now in t h e Royal Cast le , Warsaw) a n d 
works by Hodg e s a n d West . 
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Rembrandt van Rijn, The Jewish Bride, originally in Stanislaus' 
collection (Lanckoronski Collection) 

t r 
M 

Rembrandt van Kijn. 7/ic Po&A Rider, originall) in Stanislaus' 
• ollcciion. (Frirk Collection. New York) 

Jean-Honore Fragonard, The Stolen Kiss, originally in Stanislaus' 
collection (1 Icnnitage) 

t 

I 

3 

Benjamin West. Romeo and Juliet, 
collection (Lanckoronski Collection) 

originally in Stanislaus' 

Italian paintings constituted perhaps the least 
interest ing part of the royal collection. The 
selection showed an enthusiasm lor High 
Renaissance art, especially Raphael, represented 
hy several copies and versions. The School of 
Athens was perhaps the King's favourite: a 
miniature of the picture given to the King by 
Mine Geoffrin stood for many years on his desk, 
and the painting inf luenced many of the compo ­
sitions c reated by court artists. Also outstanding 
were ten paintings attributed to Correggio , and 
paintings by, or attributed to, Guido Reni, 
Annibale Carracci, Titian and Veronese . 
The gallery of Stanislaus Augustus is an 



%jtm mm m acquired by great Polish collectors, but part of 
the royal collection was preserved in Warsaw at 
the Royal Castle, Lazienki and the Print Room 
of the Warsaw University Library. This modest 
remnant was not spared the ravages of World 
War II. Today, all the works of art f rom the old 
collections of Stanislaus Augustus which before 
the War formed part of the state art collections, 
are back in their place at Lazienki, the Royal 
Castle, the National Museum in Warsaw and the 
University Print Room. 

1 

B e r n a r d o Be l l o t t o , Miodowa Street, de ta i l with pr in t - s e l l e r . Ml'* 
(Roya l Cas t l e , War s aw ) 

impressive tribute to the efforts of one man to 
create a collection with the aim of establishing a 
national museum (and an indication of his taste). 
The King treated his possessions with evident 
seriousness, collecting catalogues or lists of all 
the known galleries of Europe: in Rome, Venice, 
Naples, and Florence, Dresden and Diisseldorf, 
Vienna, Versailles and Madrid, and the Palais 
Royal in Paris. 

In order to facilitate the acquisition of works 
abroad the King created a network of artistic 
agents, diplomats or private individuals. In 
England Noel Desenfans bought paintings for 
him, while in Paris Mme Geoffrin placed orders 
and made the most important acquisitions. Most 
of the King's agents worked in Italy: in Rome, 
Naples, Cenoa, Venice and Modena. He 
employed fu r the r agents in Stockholm, Amster­
dam, The Hague, Hamburg and Vienna, and 
made interesting acquisitions in Berlin and 
Dresden. In the 1770s he bought many paint­
ings, bronzes and items of furn i ture in Warsaw, 
at a large art dealer's owned by Karol Hempeln. 

After the King's death, his collections were 
gradually dispersed. On depar ture f rom Poland 
in 1795 he had taken 100 of his favourite 
paintings to St. Petersburg: some he had given 
away, others were sold on his death to pay debts. 
In the following years the sale of his collections 
continued until 1821. Many works were 

1 Na t i o n a l Library, Warsaw , Bacciarelli ar ch i v e , MS 3 2 9 / 1 , p. 
4 3 

2 T . Ostrowski, Poufne wiesa z Oswieconej Warsawy ( 1 9 7 2 ) , pp . 
4 1 - 2 

3 W. Ta t a rk i ew i e z , Lazienki warsawskie ( 1 9 7 2 ) , p. 2 4 

4 Na t i o n a l Library, Warsaw , Bacciarelli archive, MS 3 2 9 1 / 1 , 
l e t t er of 4 S e p t em b e r 1 7 8 4 

5 Czar t o ry sk i Library , Cra c ow , MS 7 8 2 , p. 151 

fi S a rma t i sm was or i g i na l l y a 16 t h - c e n t u r y t h e o r y , e s p o u s e d by 
the . in real i ty , mul t i - rac ia l szlaehta, or gentry, that t h e y we r e 
d e s c e n d e d from t h e Sa rma t i an s , a war - l ike race from t h e 
black Sea S t e p p e w h o had i n v a d e d Po l and in t h e (ith century, 
a n d we r e t h e r e f o r e not of t h e s am e Slav o r i g i n as t h e 
pea s an t r y . Even tua l l y it g r ew i n t o an a l l - e n c ompa s s i n g 
i d e o l o g y - in architectural terms it imp l i e s a l o u d n e s s l o r t h e 
e x t r a v a g an t a n d fantas t i c . 

7 Czar t o ry sk i Library , Cra c ow , MS (>7(i 
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