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THE CROOME COURT ROOM 

P
A TIENT planning, generous means and good luck all had a share in saving from dispersal the 
clements of the magnificent Tapestry Room from Croome Court, Worcestershire, which 
have been brought together at the Metropolitan Museum. The room as it stands is one of the 

most considerable efforts at re-constitution ever attempted and, refitted with much of its original 
furniture, presents an image unsurpassed in this country of such an interior as it looked in the 
eighteenth century. Parts of the room were acquired by the Samuel H. Kress Foundation in three 
installments over a period of twelve years. The crimson Gobelins tapestries for walls and seat covers 
were acquired in 1947, the plaster ceiling, marble chimney-piece, deal paneling, oak flooring, and 
the gilded mirror and side table with marble top were acquired in 1950, while the carved and gilded 
armchair and settee frames arrived at the Museum a few weeks before the Room was opened to the 
public in November, 1959. In addition to these major contributions, other furniture was provided 
for the Room from supplementary sources referred to in the text (pp. 32-33). 

In the early 1760'S George William, sixth Earl of Coventry commissioned the Room jointly from 
Robert Adam, who was at that time employed as architect on Croome, and from Jacques Neilson, 
head of the basse lisse looms of the Gobelins Manu£lctory. The crimson ground Tel/tl/res de BOl/cher 
tapestries of the Room form the subject of another part of this Introduction (pp. 7-22), and are 
fully described in the text (pp. 42-57). By all indications it was the Sixtll Earl of Coventry who con
ceived of a Gobelins Tapestry Room for his seat at Croome, the first room of its kind to be executed 
(pp. 18-19). Other similar rooms were to follow (pp. 51-52), and Robert Adam was responsible 
for the architecture of three other Tapestry Rooms at Moor Park, Hertfordshire, Newby Hall, 
Yorkshire, and Osterley Park, Middlesex. The ceiling design for the Tapestry Room at Croome 
Court is dated January, 1763.(fig. 3). Next in time occurred the design for the Gallery at Moor Park 
executed in 1765, while Adam's designs for the ceilings of the Tapestry Rooms at Newby and Osterley 
are dated 1769 and 1772. 

The ceiling of the Gallery at Moor Park and the later Adam ceilings for Tapestry Rooms at Newby 
and at Osterley depend upon painted vignettes and shallow segmental repetitions to withstand the 
exuberant rococo forms of the tapestries. The Museum's ceiling is an example of Robert Adam's 
earlier, more robust style, and the deeper relief of its plasterwork and uniform color allow it to con
front the tapestries on the walls if not to overcome them. An observer who is struck by the crowding 
of styles in the Room and the disequilibrium between wall and ceiling decorations, may prefer to 
imagine the tapestries hanging in perspective under a high moulded rococo ceiling. Robert Adam 
seems never to have had this perception, and in designing the architecture of his four Tapestry Rooms 
he overlooked the style and proportion of the tapestries, which he treated as if they were part of his 
own mural decoration (pp. 18-19, fig. 31). While the results may lack the unity of his greatest creations, 
the English Tapestry Rooms were admired in the eighteenth century and are still to be admired for the 
sumptuous effect of Gobelins tapestry co-existing with English workmanship of the finest quality. 
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4 C ROOME coun T 

The En glish workmen and tradesmen hired by the sixth Earl of Coventry left a record of the ir 

:1criv irics in the bi ll s which they presented tor payment. Approximately two hundred and fifty of 
dl CSC bills ha ve been prese rved, and now belong to dlC Croollle Estate Trust, together with Ro bert 
Adam's bills. They cover the years between 1757 and [817. and a few of them afC dated after the death 

of Lo rd Coventry. The Museum owns copies of these bills which were consulted for the ex tracts 
which appear in the tex t of chis cata logue and which have helped elucidate the history of the Tapestry 
I{oom. 

George William , six th Earl o f Coventry (fig. I), was bo rn ill 1722 and underrook the re-modcling 
of lli s country sca t at Croomc Ilcaf Pcrshorc. Worccstcrshire. in 1748. He succeeded co dlC ea rldom 

in 175 J when he commiss ioned his landscape gardener Lanceloc 'Capability' Brown to design the 
house c:ll1ed Croome COLlrt on the site of an o lder hOllse which belonged co his ancestors. Lord 
Coventry, who is ment ioned casually in the lecters of Ho race Walpole and 'Gilly' Williams, was 

repured to e l~oy all income fi'olll his rents often thollsand pounds a year. In 1752 he Hurr ied Maria 

Gunning, a well knowil beauty whose equall y famou s sistcr became successively Duchess of H:l lllilton 
and Duchess of Argyll. After rhe death of his first wifc ill 1760, Lord Covcntry married IJarbara 

Saine John, and Iud oAspr ing from both marriages. The sixth earl resigned his place of Lord of the 
Ikdcital1lbcr to Georgc 111 ill protest against the war with the Americ:lll colonies. but held public 

I., •• 
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II . Ell-varion of 11H' South from of Croom~ Court . From Woolfe and Gandon's lIilrlfl'ius Brif,JHui( II$. vol . S, L 77 1 
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C 1WOME COU itT j 

office throughout his life in the coullty of Worces ter shire, where he was Lord-Lieutellant and Recorder. 
!-Ie lived to the age of eighty-eight, and died in I R09 at Croollle, which he had spt'n£ a large paft of 
his life improvi ng and beautifying. 

Lancclot 'Cap:lbi lity' Browll was responsible fo r the plan of the grounds at Croome and for the 
design of the house (fi g. I I) which was his first essay in architecture. Parts of the interior of the house 
were completed to Brown's des igns in the period of his tenure from 175 1 umil 1760 when Robert 
Adam replaced him as archi tect to Lord Covcmry. Adam's first design. for the pbn and elevatio ll 
of a greenhouse, is dated August, 1760, and he cominucd to produce designs ~lIld to oversec Lord 
Coventry's building projects over a period of the next thirty years. Many of these designs arc 110W 

:l ll1ong the co llectioll of nille thousand Ad:llll dr:lwings at Sir John Soa11e's Museulll, London, whih: 
Adam's bills fo r them, w hich he sent in installments to the Earl of Coventry. arc now rhe propeny 
of the Creollle Estate Trust. In :ldditiol1 to the Tapestry Room at Croollle COlin, which W:lS sim:acd 
on the south front between the Library and the Salol1 as represelHed on the plan (where it is called 
'Break fast Room' and designated by the letter D, fig. IV), the adjoining Library and the Galle ry on 
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rhe: sallle Aoor were cxccurcd after Ad:II11'S designs, as wel l as an upstairs bedroom, sOllie of the 

furni ture (though pro babl y not rhe pieces provided for [he Tapestry Room, p. 38), the interior of 
the church, :lIld several (C:ltllfCS of rhe park which included a ga teway :lI1d lodge. a menager ie, a 

bridge. and :111 :ucifici:l l ruin. In 1765 Coventry cOlllm iss ioned Roben Adam to design [he ex terior 
eleva tio ns and inrcrior fitt ings of a tOWIl house which stood at no. 29 Pi CC:ldi ll y, now convcn ed into 

the S:lim J:l lllCS'S C lub, 106 Picc:ldill y. In thc thirty YC:lrs of thci r :lssoci:ltion, ll11ltll:l1 cstccm Illust 
h:lvC grown lip betwcen Ro bcn Adalll and his p:ltron , for Lord Covcntry :lctcd :lS :l p:l ll bc:lrer :It 

Acbm's funer:l l in W es tminster Abbcy on March 10, 1792. 

Although somc of thc contCntS including the tapes trics :lnd t:lpcstry-covercd furniturc were sold 
fro lll thc ho usc by thc ninth Eul ofCovenrry in thc ca rl y 1900's (PI" 20, 38) , CroollleCourt rctaincd 

1llllch of its o riginal furnitu re umil thc Sotheby 's sa lc of June 25, 1948 (PI" 32, 40, 42). The build ings. 
gro unds, :l1ld relll:l ining furniture at C roo ille now belong to the C roollle Est:ltc Trust which rem s 

the ho use to a p:!rochial school. The origin:l l ce iling, wood panel ing and chilllncy piecc of thc 
T:lpesrry Room werc repbccd by copies when the Krcss Foundat io n :lcC]uircd it in 1950 :lnd the 

o rigin:! l clelllell{s were di sm:l1ltlcd to bc shipped to America. Thc rcproductions, which were fitted 
ro the room now uscd :lS a cbss- roolll at C roollle, mardI thc original architectural c1CIllCIHS as they 

:lrc insta lled :It the Museulll with thc exception of the t:lb lct sc t illro the chimlleypiccc which is of 

green Ill:lrble instc:ld of thc lapis bZlIli of thc o rig ill:l l (co lour platC on p. 23). 



THE CROOME COURT TAPESTRIES 
Gobelins ManU£lctory, 1764-1771 

A royal edict of 1667 confirmed the establishment of the Malltifactl/re royale des mellbles de la cOl/ro/me 
in 'l'hostel appele les Gobelins' in Paris. Here Louis XIV wished to assemble 'bon peintres, maistres 
tapis siers de haute lisse [upright-warp looms], orphevres, fondeurs, graveurs, lapidaires, menuisiers 
en ebeine et en bois, teinturiers et autres bon ouvriers en toutes sortes d' arts et metiers.' The Manu
factory, said the edict, was to be administered by 'nostre ame et feal conseiller ordinaire en nos con
seils, Ie sieur Colbert, surintendant de nos bastimens, arts et manuf.'1ctures de France,' and managed 
by the 'sieur Lebrun, notre premier peintre, sous Ie titre de directeur.' For nearly thirty years, this 
famous institution poured out the masterpieces of decorative art that are one of the chief glories of 
the 'splendid century.' It was closed in 1694 because of the King's financial difficulties; when it re
opened in 1699, it was much smaller and functioned primarily as a tapestry manuf.'1ctory. This 
tendency continued in the 18th century and even the number of tapestry looms decreased. Where 
there had once been three halite lisse [upright-warp] workshops, there were, after 1734, only two; 
five basse lisse [horizontal-warp] workshops shrank to four in 1712, three in 1724, two in 1737, and 
one in 1751. In 1766, there were, other than weavers, only five master silversmiths, with fourjourney
men and six apprentices; three painters, with three apprentices; one cabinetmaker; three master 
carpenters, with one journeyman and four apprentices; a clock-maker; two master dyers, with two 
journeymen and three apprentices; a locksmith, with an apprentice, and one coppersmith. 

Over this still extremely active undertaking ruled, as before, the King's SI/rillte/ldallt et Directel/r 
des Batimellts. In 175 I, this position was given to Abel Fran~ois Poisson de Vandieres, soon to become the 
Marquis de Menars et de Marigny, brother of Mme. de Pompadour, who had been named 'maitresse 
en titre' six years before; she and he were both thought to be the children of the previous Directel/r 
des B8timellts, Le Norman de Tournehem. Under Marigny was the Directellr de la Malltifactllre; in 
1755, the architect, Jean Germain Souffiot, was appointed to this post. He supervised the Gobelins 
and the Savonnerie manufacturies, but not the tapestry-works at Beauvais nor the porcelain-factory 
at Sevres. The three workshops at the Gobelins and the one at the Savonnerie had each a head, the 
elltrepre/lellr, who reported to Souffiot. 

Souffiot's correspondence with his superior, Marigny, has been published, as well as a number of 
the elltreprellellrs' letters, so that a clear picture can be obtained of the difficulties of the task Souffiot 
had undertaken. Minute details of administration, such as who should get the wood of a fallen tree 
or occupy a vacated apartment, had to be referred to Marigny. Workers were continually running 
away to England, Germany or Russia; there were 'mauvais sujets' among them, who insisted on 
wearing swords and sometimes would make 'du bacchanale chez Ie portier.' But, always, and over
riding all the other troubles, there was never enough money. Letter after letter throughout Souffiot's 
administration repeats the tale of misery and desperation. It was chiefly the elltreprellellrs who suffered, 
for they had to pay the workmen every Saturday, but Souffiot shared their woes, for he frequently 
advanced them money; in 1775, he wrote to the Comte d'Angiviller, Marigny's successor, that he 
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8 THE CROOME COURT TAPESTRIES 

had not received his salary for over six years, and that the Batil1lellts owed him more than 50,000 

livres, almost all of which he had borrowed, and on which he was paying interest. 
As well as financially, soumot helped the Manufactory in other ways. One of his greatest interests 

was to improve the quality of the lower-priced basse lisse tapestries, so that, as he wrote to Marigny, 
in April 1757, 'on parviendrait a faire d'aussi belles tapisseries a 230 livres l'aune que celIes qui en 
coutent 36o', i.e. the halite lisse pieces. He had noticed that one great difficulty was that the basse lisse 
weaver could not see his completed work on the right side unless he crawled under the loom, and he 
wondered if it would not be possible to raise the back beam from time to time, so that the finished 
part of the tapestry could be examined. He asked Marigny ifhe might consult the famous engineer, 
Jacques de Vaucanson, who had made a number of improvements in silk-weaving at Lyon. Per
mission was given and in September soumot reported that he and Vaucanson had spent the day at 
the Gobelins: 'nous y avons etabli Ie nouveau metier de basse lisse et, chose rare et a Iaquelle nous 
ne no us attendions pas entierement, il a eu une approbation generale de tous les ouvriers de ce genre 
et de ceux meme de la haute lisse. Messieurs les entrepreneurs en sont egalement satisfaits, et on Ie 
regarde comme l' epoque de la perfection de la basse lisse; ceux qui la font repugnaient fort ames 
idees quand je les leur proposai, et murmuraient sur une innovation qui les fatiguait d'avance; ils 
m'assuraient qui si depuis soixante ans [they were counting from the reopening of the Manufactory 
in 1699] il y avait eu quelque chose de mieux que les metiers actuels on l'aurait trouve; ... aujourd'hui 
ils m' ont fait reparation publique et bien des remerciements.' This new loom was small, only big 
enough to make furniture-coverings, but Vaucanson immediately started on a large one, so that it 
could be copied by the Gobelins carpenters. Marigny was extremely pleased, but the usual lack of 
money did not permit all the looms to be modified immediately; three of the new type were installed 
by February, 1758, and Marigny agreed to have five more made during that year. When, in 1760, 

Marigny, as a test, had four pieces woven in the same design, two on halite and two on basse lisse 
looms, the latter were judged, by a group of painters and amateurs, to be as good as the former, and 
even better in such details as flowers, feathers, and fur. 

soumot also took steps to improve the dyeing at the Manufactory and re-established the school 
for the apprentices. This had been part of Colbert's original establishment; sixty children chosen by 
the sllrilltelldallt were supported by the Crown and educated by a painter and the master craftsmen. 
It had disappeared by soumot's time and one of his problems was to find room for it; a great deal of 
shuming of apartments was necessary before the pupils could have a workroom and quarters for 
eating and sleeping. soumot even provided a garden as a playground, so that they should no longer 
spend their free time 'a polissonier dans les grandes cours.' He sent a plan of the whole arrangement 
to Marigny in 1760, but it was not until 1767 that the school for twelve basse lisse pupils was definitely 
set up, under Neilson, an elltreprelleur. 

soumot was also active in promoting the disposal and sale of the tapestries; he suggested to Marigny 
in 1760 that they should be used as presents to foreign courts, and Marigny, handing on the idea to 
Choiseul, the chief minister, said they would be preferable to the precious stones and jewels 'que 
vous enrichissez du portrait du Roi,' and that Louis XIV had been accustomed so to recompense 'les 
services des ministres des cours etrangeres nos alliees.' To soumot was due the suggestion that old 
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tapestries, of which there were a million livres-worth in the Gobelins warehouse in 1763, should be 
sold for a third less than the amount they had cost the King; it was this suggestion that seemed to 
have made up the mind of the first English customer after the end of the Seven Years' War, and 
Marigny wrote to Souffiot, 'ce premier marchc ayant lieu pourrait etre suivi d'autres.' The King 
had on his working agenda for May 5, 1763, the item, 'Vendre toutes les anciennes tapis series des 
Gobelins dont on pourra se defaire a un tiers moins de leur prix.' 

It was Souffiot who attended important visitors, such as the king of Denmark and the Emperor of 
Austria, when they toured the Manufactory; the last was travelling illcogllito and so would not 
announce the time of his visit. 'II ira surement voir les manufactures au moment OU l' on s'y attendra 
Ie moins,' wrote d'Angiviller to Souffiot, who later received a diamond ring from the Emperor for 
his pains. There is even evidence that Souffiot's artistic ability was used in the service of the Manu
factory, for the first sketches of the designs that were to become the Telltllres de BOllcher are noted as 
'faites sur l'idee de M. Souffiot.' 

Of the elltreprellellrS, the most important at this time was Jacques Neilson, from 1750 until his 
death in 1788, head of the only workshop making tapestry on horizontal-warp looms. He was of 
Scottish origin, and in 1760, as Souffiot then wrote to Marigny, believed himself to be an alien in 
France; this disturbed him, as it meant he could not inherit from a deceased uncle, a naturalized 
French subject. But Souffiot pointed out that according to the privileges of the Manufactory, as 
provided in the 1667 edict, he had been entitled to the rights of a French citizen after ten years' work 
there. At this date, he had been an elltreprellellr for eleven years and a fully-qualified master-worker 
for the previous eleven years. From this it can be deduced that Neilson's birth date cannot have 
been later than 1722 and probably was not earlier than 1714. He had a daughter in 1745. His extant 
letters are in French, even some that he wrote to an English client, but his son (who was an apprentice 
at the Manufactory in 1755) went to England in 1767 to drum up trade, which suggests that he spoke 
English, though a receipt he wrote for Lord Coventry in London in 1768 is in French. Possibly 
Neilson was the son of aJacobite Scot who fled to France after the '15 and placed him as an apprentice 
at the Manufactory. 

The fact that Neilson's looms had horizontal warps made him the man most likely to obtain 
commissions from private individuals, as his tapestries were cheaper and could be made quickly. 
The upright-warp looms had always produced finer, but more expensive tapestries, costing a third 
more than those made on the basse lisse. The work on them went more slowly because the weaver 
had to manipulate the warps with one hand and insert the wefts with the other, whereas the warps 
of the basse lisse loom were raised and lowered by foot pedals, leaving both hands free, and so speeding 
production. Traditionally, also, the halite lisse weaver selected his own colors from the supplies of 
wool and silk, tllis task, it was calculated, costing him a day's time a week; in the basse lisse shop the 
selection was made by the elltreprelletlr, so that each weaver accomplished another full day's work a 
week. Payment was by the piece, but the halite lisse weavers received more per square ell. 

Souffiot's improvement of the basse-lisse loom was an important factor in raising the quality of 
basse lisse work, but it is apparent that a great deal was also due to Neilson; when Souffiot first took 
over the directorship, he wrote to Marigny that he wished to restore the Manu£1.ctory to the' etat 
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brillant ou elle a etc,' and that this would be done 'en secondant les talents du sieur Neilson a y £'lire 
des ouvrages qui approchent du prix de ceux de Beauvais, et engagent les particuliers a se pouvoir a 
l'une comme a l'autre manufacture.' The Beauvais looms were all basse lisse. Neilson's most radical 
innovation affected both quality and cost. The cartoons for basse lisse looms had always been cut into 
strips about a yard wide and placed under the warps; the weaver pulled the warps apart from time 
to time and copied what he saw between them. As he was working on the back of the £'lbric, this 
meant that the cartoon was copied in reverse, mirror-image. If, as sometimes happened, it was to be 
copied on both halite and basse lisse looms, two versions were needed. The cartoons were rolled up, 
as the work proceeded, with the completed portions of the tapestry, which tended to wear them out, 
and sometimes the paint came off. Neilson, shortly after his appointment as elltreprellellr, placed the 
complete cartoons behind the weavers, so that they could turn and look at them, and put colored 
tracings of the outlines (called traits) on transparent paper under the warps, turned over, so that the 
tapestry did not reverse the cartoon. The cartoons themselves thus lasted indefinitely; many from this 
period are still preserved at the Musee des Gobelins. Neilson made the tracings himself; Souffiot, 
writing to Marigny about the 'lambeaux' of certain old cartoons (the strips into which they had been 
cut, following the old method) says that 'Mr. Neilson pouroit encore, avec des soins et la patience 
dont il est capable, faire de nouveaux traits qu'il rendra et colorera comme ceux que vous .avez vus 
de sa £'l~on,' and again, in 1773, he wrote about 'Ie travail de surcrogation que Ie sieur Neilson fait 
depuis plusieurs annees en tirant les traits des ouvrages qu'il fait executer, et l'influence que cette 
manccuvre a eue en effet pour la perfection des ouvrages de basse lisse.' One of the painters attached 
to the Manufactory made the traits for the /zalite lisse looms, these being drawn on the warps them
selves. Souffiot asked that Neilson should receive a substantial monetary reward for this work; tlus 
was granted and it was recorded that he had brought 'la basse lisse a un degre de perfection qui l' egale 
presque a la haute.' 

Neilson was also concerned with tlle dyeing of the wool and silk used, and was in charge of the 
dye-works of the Manufactory, at first, from 1768 to 1773, in conjunction with the other two 
elltreprellellrs, but, from 1773 to 1784, alone, with the aid of a chemist. The secretary of tlle Batilllellts 
wrote to d' Angiviller in 1775 that all three entreprellellrs were interested in obtaining good dyes, 
'mais surtout Ie sieur Neilson, qui met dans la recherche de tout ce que peut servir a son art beau
coup d'activite.' Neilson had found a chemist and had helped him to begin an 'immense travail,' 
'un tableau de to utes les couleurs et de toutes les nuances.' It was this work to which Neilson referred, 
when he wrote, in 1783, tllat he had 'depose au magasin du Roi les procedes de plus de mille corps 
de nuances, chaque corps compose de douze couleurs degradees du clair au brun, dans l' ordre la plus 
metllOdique possible, avec Ie manuel de manipulation.' 

From 1767 to 1783, Neilson was also director of the apprentices' school; every six years, twelve 
boys, aged from twelve to fourteen, chosen by him, began to learn '1' art de la £'lbrique des tapisseries 
sous la direction du sieur Neilson,' aided by two workmen. What they learned was basse lisse weaving, 
working from five to eight in the summer and from six to nine in the winter, with two hours for 
meals and two for studying drawing with a painter and receiving other instruction. The master 
weavers did not like this arrangement, as they had been accustomed to instruct their own apprentices 
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V. Weaving of low-warp tapestry at {he Gobclim. From DidaOf's EII(),r/"pflii,·. ,ml);ai,"'HO,;r,· mis",,,,l i/,'s ICi('ll(,·s . • /!-s 11r1S 0'1 tI,·s mhit·fJ. 
UCflldJ If, ' plllllrh,·j . .. vol. IX. 1771 

and to profit from their work, but Marigny rejected their complaints; ex perience had shown, he 

w rote to SOllttlo r in '77Z, that ' il n'est presqllcjamais soni lin bon cleve de In main des ollvr iers de 
bassc lisse.' 

Nci lson was also an excellent sa lesman, particubrly to Englishmen. Basse /;55(' tJ.pcstry WJ.S chcJ.p 

cnough to appcJ.J to private buyers, cspccially after it had bccn improved so as to equal thc I/(III/ t' liHI' 
product, :lIld the despera te fin ancial condition of the Manuf:1ctory nude private cOllllll iss ions of the 

greatest impo rtance; when 'Milord Fo leys' asked Nei lson to Ill:lkc four pieces o f the Esther se ries ill 

176], onc C:lrtooll W:lS taken fro III :111 halite liss(' 100111, wherc more than a YC:l r 's work h:ld been done 
on it, so th:l t it could be used fo r a bass(' lissc version. Souttlot wrore to Marigny, s:l ying th:l r th is 

com mission ' pourra en amener d 'alltres 3 la paix,' and Marigny noted ill the Illa rgin , 'S:ms conrredi r. ' 

ThcTre~ty of Paris, ending the Scven Years' War, was signed 0 11 February 10, 1763, and on April zo, 

SOllfHoe informed Marigny th~t :m English gcnrieman had visi tcd the M;'l1l 1l£1crory, and, accord ing 
ro Neilson's account, had shown interes t in buying fWO :ll re~d }' completed se ts of rapes tries . Late r ill 
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thc sa lnc ycar , Ncilson bcgan thc scries of commissions fo r Englishmcn that occupicd him fo r thc rcst 

of his life. ' JI a o ll vc rt avcc I' Anglcrcrrc un commerce mi lc cn cc gcnre qui soulage la manufacturc,' 
statcs a somcwhat b tcr record. He was ab le to arrange, w ith SoufAoc's help, to have the tapestries sent 

to Engb nd th rough dip lomatic channels, saving the purchasers a 50 % nd IIn/orclII duty; when hc asked 

Marigny in 1769 if the King could see one parti cularly large and fi nc picce he had made for an Engl ish 
customcr, rhe MarCJu is rcplicd that, though he liked thc idea vcry much, he S:1W onc grea t o bjection: 

' il consisrc cn cc q ue cc la HC pourroir crre f.'lit sans un ecla t qui donlleroit a vos envoys de t:1pisseries 
d:llls ce pa ys-l ~ lInc pllblicite capable dc donne r it la nation anglo ise I'cveil sur l'importatiol1 que VallS 

:1VCZ crollve Ie moyen d'y fairc de ce gcnrc d'ollv r:1gcs, er PCl![ ctrc il en res uI teroir que VOllS perdriez 

Cll tin mOlllent tollt Ie fruit de vos peines e[ du voyage que votre fil s a f.'l ir Cll Ang leterre. II vaut 
mieLLX ~ cct egaI'd rrav:1il1er plus surement Ct avcc moills d ' eclat.' The method uscd was to send the 

tapest rics ostcns ibly to the Frcnch ambassador in London ; whcncvcr a ncw one was appointed, 

Nci lson was forced to wr irc to him and to rhe Secrct:1 ry ofStarc to re-es tab li sh thc previo us arrangc
mcnts. Severa l letters of 1767 and J77 1 arc extant, givin g thc names of Ncilson's English cliem s, 

including 'Mylord Covcntry.' In 1767, to both ambassador and ministcr, Ncil son pointed Ollt thc 
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benefit such a proceeding would be to the 'Commerce du Royaume,' and that certain English noble
men would be greatly obliged; to the minister, he added that the Manufactory would be enabled 
to continue 'plusieurs entreprises commencees.' It was also a matter of great importance to the elltre
prellellr himsel£ He, and his colleagues of the Izallte-lisse looms, were not salaried officials; they bought 
the supplies and paid the workmen, at fixed piece-rates, and theoretically obtained their profit from 
their, supposedly, sole customer, the King, who reimbursed them, again at fixed prices per square ell, 
for the finished tapestries. In practice, the King was always in arrears. Consequently, whereas in the 
17th century there are records of workshops 'hors les Gobelins' where the weavers worked on private 
orders, even as early as 1694 we read of a piece (under construction for the King) being removed 
from the loom and rolled up, the elltreprellellr 'ayant Ie besoin de ce mettier pour ('lire quelque petits 
ouvrages pour un particulier.' 

So vital were the private commissions to the elltreprelleurs, that the three of them drew up an 
agreement, probably in 1754, which provided that they should all share any profits obtained from 
orders 'pour Ie public et Ie pays etranger,' the man whose shop did the work taking half and the 
others a quarter each. As things were, the private commissions almost all went to Neilson and his 
cheaper basse-lisse products. He worked, of course, for the King as well, and sometimes was able to 
take payment in tapestries of his own making, when he had a private purchaser waiting, but the 
King's debt to him, as to the other entrepreneurs, continued to mount; in 1779, he wrote to d' Angi
viller, that 'personne aux Gobelins n'est aussi fort en avances que moi, a qui il est dli pres de 100,000 
livres,' and at the time of his death in 1788, the King owed him 240,000 livres. He lost his only son 
in 1779, and it is not surprising that a letter of 1786 describes him as 'pas bien au moral et au phisique.' 

But the letter begins, 'Il faut donc examiner les livres de M. Neilson,' and it is impossible to avoid 
the suspicion that, despite the amount the King owed him, he may have done pretty well for himsel£ 
He received half the profits on his English commissions, of which he had so many, and these must 
have been considerable. The bills for the Telltures de BOllcher and matching furniture made for Sir 
Lawrence Dundas have survived and show that Neilson charged him 300 livres per square ell instead 
of the 230 the King paid; each armchair was reckoned at one, each sofa at four, square ells. The wages 
paid to the workers ranged from about 48 livres to 192 per square ell, though the calculation is compli
cated by the fact that the weavers' production was measured in Flemish ells, the finished tapestries in 
French ones, because the original 17th century craftsmen had all been Flemish. An average worker 
made 12 livres a week. Of course, the entrepreneur had expenses other than wages, but, according to 
a memoir the three of them submitted in 1783, the profit on a single large piece, made for the King, 
could be 448 livres. (On others, they lost, so that a complete telltllre could cost them money.) But 
Neilson also received small sums for all private sales of old tapestries; he had salaries (even though 
generally not paid) for his management of the school and the dye-works; he was clearly a very 
shrewd business man. The workers believed that all the elltreprellellrS cheated them, and, in 1773, 
complained about Neilson's method of paying them; Marigny wrote to Souffiot that Neilson should 
'compte avec eux avec tout Ie detail necessaire pour qu'ils puissent voir clairement s'ils ont ce qui 
leur doit revenir; vous Ie direz a M. Neilson.' Perhaps his books would have shown him a reasonably 
well-to-do man. 
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While Lebrun was director, nothing left the Manu['lctory that did not express his personal style, 
large-scale, noble, vigorous, and solemn. Even after I700, when such marked changes were taking 
place in the decorative arts, Gobelins tapestries continued to reproduce serious paintings, with large, 
often life-size figures, and borders imitating heavily-carved picture-frames. Tapestry is apt to be 
conservative; the technique is hard to learn and the rate of production slow, the product always a 
most expensive way to cover walls, so that unpopular innovations would lose a great deal of money. 
Perhaps also some customers, with childhood memories of castle walls hung with ancient arras, did 
not insist on an up-to-date style when they bought new tapestries; the basically I6th-century Mollths 
ofLtlcas were being woven at the Gobelins as late as I770. But by I754, the elltreprellellrs had come to 
realize that they needed novelty; the customers were turning to Beauvais, where Franc;ois Boucher 
had, from I736 to I753, provided forty-five designs completely in the rococo spirit, the 'gout 
modern.' The Gobelins sllrillspectellr, the painter Jean Baptiste Oudry, with whom the elltreprenellrs 
had quarrelled violently, was no use to them at all and they wrote directly to Marigny about their 
want of new pictures to copy: 'Cette disette est cause que l' on ne peut avoir l' ouvrage de particulier 
et oblige les Entrepreneurs, pour ne pas renvoye des ouvriers que leur ont coutes bien des peines et 
des soins pour les former et ne pas les exposer a passer chez I'Etranger, de les employer pour Ie service 
du Roy, et faire plus d'ouvrage qu'il n'en est necessaire £'lutes de tentures et de sujets gratieux et de 
peu de figures auxquelles les particuliers pussent mettre Ie prix.' Tapestries with few figures would 
be cheaper, because weavers who were capable of making figures, the ~fficiers de tetes, were paid two to 
four times as much as the men who wove the rest of the tapestry. 

The elltreprellellrs went on to say that 'la Manufacture de Beauvais ne s' est soutenue depuis pres 
de 20 ans que par les tableaux gratieux que luy a fait Ie Sr Boucher ... Ie particulier peu connaisseur 
donner a toujours la preference ala nouveaute et se contentera des sujets traittes de la composition et 
du goust du dit Sieur Boucher. Pour prevenir la decadence de la Manufacture des Gobelins dont 
vous etes, Monsieur, Ie protecteur et Ie soutient, il seroit necessaire d'y attacher Ie Sr Boucher ... il 
s'agit de maintenir la Manufacture Royale des Gobelins dans son ancien lustre et qu'elle conserve 
toujours la Superiorite qu' elle a toujours die en ce genre sur les autres Manufactures.' 

Fortunately for the entreprenellrs, Oudry died early in I755; Garnier d'Isle, Souffiot's predecessor, 
wrote in May of that year that this artist's salary for his work at the Gobelins had been 'une depense 
tres inutile, car n' estant pas peintre de figures il n' entendoit rien aux trais et, quant a la £'lbrique, il 
ne conduisoit pas meme sa Manu['lcture de Beauvais.' These observations are effectively refuted by 
the quality of the work produced at Beauvais under Oudry's supervision, but certainly the Gobelins 
entreprenellrs believed them; they had taken to absenting themselves from their workshops when 
Oudry made his weekly visits. It was consequently witl1 great joy that they heard that Boucher had 
been appointed to fill Oudry's place; in their letter of thanks to Marigny they said that he had told 
them 'qu'il avait refuse les offres avantageuses qui lui ont etes ['lites de la part des directeurs de la 
manufacture de Beauvais, pour s' attacher entierement a nous,' and they promised to tell him all 
about the difficulties of their art, not trusting, apparently, to his twenty years' work for Beauvais. 
Marigny, in his answer, told them that Boucher would visit their workshops once a week and would 
give 'ses avis avec politesse et urbanite si necessaires aux Grand Maitres' (to Boucher, he had written 
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that he must give advice to the clltrcprcllcurs, 'et diriger leurs ouvrages avec cette bonte et cette 
urbanite si nccessaires aux Grands Maitres;' the minute changes in wording are subtle and tactful). 
He said that he had told Boucher' que vous ne manqueriez pas de vous trouver sur vos atteliers Ie jour 
indique,' and, most important of all, that Je comptois aussi sur ses ouvrages, qu'il les y verroit 
executer avec plus de precision qu'ils ne l' ont ete ailleurs,' i.e. at Beauvais. 

Boucher had had a studio at the Gobelins since 1749, where he painted two designs, woven only 
once, for Mme de Pompadour. He also made three paintings for the set called the Amours dcs Dicux, 
most of which was designed by othcr artists; a number of weavings were made of this set, not always 
including Boucher's contributions. He was also responsible for twenty small pictures woven as 
furniture-coverings for Mme de Pompadour. But the first indication that he had turned his attention 
to the amiable pictures with few figures that the clltrcprcncurs needed is a bill submitted by the painter 
Maurice Jacques in 1758 for two oil sketches, each 'composee d'une bordure d'ornemens, de trois 
medaillons en ornemens, avec des festons et groupes de fleurs epars dans to ute l' etendue de l' esquisse, 
les sujets des milieux ont ete faits ches M. Boucher ... lesquelles esquisses ont etes faites sur l'idee 
de M. Souffiot.' Each sketch cost no more than 150 livrcs, but they were to be developed into the 
TCII/Ilres dc BOllchcr (fig. 28). 

Maurice Jacques is known as a flower-painter, and engravings were made of his ornamental designs, 
but the bulk of his work was produced for use by the GobeHns weavers; he was on the staff of the 
Manufactory from 1756 until his death. He worked frequently with Boucher. In 1757 he made the 
borders for Boucher's two paintings that were to be reproduced in tapestry for Mme de Pompadour; 
Souffiot wrote to her brother that' conune c' est affaire d' ornement et que Ie Sr Jacques Ie peint fort 
bien, Mr Boucher luy a donne ses idees, et moy les mesures, pour qu'il en fasse une esquisse; d'apres 
laquelle il fera 1es tableaux pour l' execution.' Souffiot wrote again to Marigny a year later that the 
painter 'a suivi avec ze1e les conseils de Mr Boucher et fait avec plaisir les changements qu'il a pu 
desirer dans Ie cours de l' ouvrage.' 

Jacques, though his name appears occasionally as that of the artist responsible for making alterations 
in other painters' designs, did, in fact, specialize in borders. These were no longer merely the elaborate 
picture-frames of the first years of the 18th century, but covered a great part of each hanging, leaving 
only a central panel or medallion, of relatively small size, to be filled with figures, designed by another 
artist. These rich borders, known as a/cII/ollrs, and filled with flowers, animals, birds and a large 
repcrtoire of symbolic objects, had a number of advantages. They were cheaper to produce, because 
they could be carried out by less highly skilled workmen than those who made figures, and the work, 
being simpler, also went much faster. Another advantage was that the border designs could easily 
be adapted to make tapestries of the specific sizes needed by the customers, and, even after a tapestry 
was finished, it was possible to cut out a section of the a/clltour if tlle hanging had to be made narrower. 
A set with elaborate a/CHtollrs could be made up of any number of pieces of any dimensions and 
furniture-coverings in a similar style would be simple to design. 

This basic scheme had been used in the DOli Quixotc set, with mcdallions after Charles Coypel and 
a/clllollrs by Belin de Fontenay, in 1714; the borders were still somewhat heavy, overloaded, and 
very symmetrical, and the medallions were larger than Boucher's would be. Later modifications, by 
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several artists, made them somewhat lighter and airier. The set was extremely popular and over a 
hundred individual pieces of it had been woven by the middle of the 18th century. These were all 
halite Usse productions, and it is understandable that Neilson would have wanted to make the same 
pieces on his basse lisse looms; Garnier d'Isle asked Marigny for permission for him to do so in 1752, 
but it was not granted until 1759. His set, begun in 1760, differs from the earlier examples in that the 
background is an imitation of a red silk damask; Jacques submitted a small item in his 1760 bill for 
having 'peint un tableau ... lequel represente une etoffe de damas cramoisy.' But the idea had been 
born earlier, for one of Jacques 1758 sketches for alelltollrs to Boucher medallions shows a red damask 
background, and it appears on some bcd-hangings, which were sketched by Jacques in 1759 for the 
Prince de Conde, though not woven until 1769. 

In his 'Memoire des ouvrages de peintures de desseins ... faits dans Ie courant de l'annee 1760,' 
Jacques included furniture-coverings to harmonize with the damask-ground wall-hangings: 'deux 
tableaux pour dossier et siege de fauteuil, fonds de damas cramoisy, orne d'un groupe de fleurs liees 
d'un ruban,' and 'deux tableaux de 7 pieds de long chacun pour dossier et siege de canape, fond de 
damas cramoisy, orne de grouppes et de differents jets de fleurs.' Having established the type,Jacques 
handed over the task of designing the rest of the set of chair-covers to another artist, Louis Tessier, 
whose bill for 1761 included 'Cinq fauteuils complets composes d'un fonds de dam as cramoisy, 
orne d'un bouquet de differentes fleurs colorees ... plus les quatre bras desdits fauteuils, meme fond 
de damas cramoisy et decores aussi d'un bouquet de fleurs colorees.' In September, 1763, he made 
six more chair-designs, in this case stating that the bouquets were 'noues d'un ruban,' and, in 1767, 
four more, the backs with bouquets, and the seats with 'fleurs jetees negligemment.' Tessier, 'peintre de 
fleurs aux Gobelins,' is frequently mentioned in the records of the Manufactory from 1749 to 1779 
as designing borders and furniture-coverings; in 1762, however, some animals and attributes that he 
had made were done over by another artist, because 'lesdits animaux n' etoient point du genre dudit 
Sr Tessier.' Three backs and two armrests of the six Croome Court chairs arc after designs by Jacques 
or Tessier that are still preserved in the Musee des Gobelins; as Tessier did so many more than 
Jacques, they arc probably his (figs. 35-40). Works of this type were seldom signed; the only place 
where the artist's name was important was on his bills. Nothing like copyright existed and there were ' 
no prejudices against imitation; the gallinule on the Croome Court tapestries is taken from a tapestry 
of 1668. Tessier would certainly have tried to make his bunches of flowers as like Jacques' as he 
could. 

The happy invention of the red damask ground was an immediate success; an inventory note of 
1766 says of tapestries of this type that the 'fond de damas cramoisi rend ces pieces plus belles et plus 
brilliantes que les autres.' It was used on the DOll Qllixote set, the Tell til res de BOllcher, and the Portieres 
des Diellx, when remade in 1770. Furniture with this ground could thus be sold to go with any of 
these hangings. It was presumably used on the furniture included in a painting Jacques made in 1762 
as part of the campaign to sell the idea of the Tell til res de BOllcher; this is described as 'un tableau 
compose, colorie, representant un Apartement tel qu'il doit etre, avec les tentures de la tapisserie, Ie 
lit, Ie fauteuil et Ie canape. Ce projet a ete fait pour disposer et ('lire decider les particuliers qui desi
roient cet ouvrage enonce.' This must have been a small picture, as Jacques' price for it is only 400 
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livres, as against 2400 and 1800 that he asked at the same time for full-scale models of two hangings, 
one upright and one horizontal, twelve feet high, with the centres of the medallions left blank. 

Everything was thus in readiness for a private purchaser to commission an entirely new set, with 
the prestige of medallion-design by the most highly thought-of artist in France, which would never
theless be comparatively cheap to produce, and which would have a new ground of incomparable 
brilliance, and furniture to match. In August of 1763 this purchaser appeared, the sixth Earl of 
Coventry. Contemporary letters say that he was in Paris in that month 'to pass his time in buying 
glasses and tapestry,' and there is a bill for furniture he bought from Poirier, in the Rue St. Honore, 
dated September, 1763. The earl had already decided to have a tapestry room at Croome Court, for 
Adam's design for its ceiling is dated January, 1763. By October, Lord Coventry was home again, 
as Adam visited him, billing him in November for a section of the room; he must have brought 
back some Gobelins sketches (perhaps the one by Jacques already mentioned), as Adam, in January, 
1764, asked payment for 'Altering the French Designs of the Tapestry Room in Colours.' He also 
sent a 'Design for finishing the sides of the Tapestry Room,' now in the Soane Museum, London 
(fig. 31). On this, tapestries are shown covering three walls of the room from chair-rail to ceiling
cornice; the fourth wall is presumably to duplicate the one that faces it. There are a desslIs de porte, 
or overdoor, and narrow panels between the windows and the side walls, all apparently to be carried 
out in tapestry. The upper parts of the wall coverings are so close to what was eventually woven 
that it seems certain that Adam had seen a French sketch. The flower-swags are thinner and more 
symmetrical, and on one wall unsupported roundels have been inserted above the loops of flowers, 
but the general arrangement, including the placing of the medallions, is identical. Only the lower 
sections are different; here Adam has indicated a number of ways of filling these portions, all in his 
own thin, clear, classical style, like the patterns he used on the ceiling. These linear acanthus scrolls 
and elongated vases are utterly unlike the decorative motives then in use at the Gobelins. The narrow 
panels on the window wall are especially revealing: on the right is a long pendant of foliage, very 
similar to the one that was actually woven (fig. 26); on the left is an attenuated classical figure on a 
typically unsubstantial Adam-style support. Comparing the drawing with the tapestries as a whole, 
one is struck by the solidity and substance of the rococo French work, the ca3t shadows, the firmly 
planted basket and vases, the logic of the construction; for this, Adam substitutes the lightness and 
irrationality of his two-dimensional, floating, etherially elegant classicism. 

Adam's drawing shows that it had already been decided to cover every available wall-space with 
tapestry, using the fabric, in fact, almost as ifit were wallpaper. To design and weave so many separate 
pieces for this purpose was an innovation, but there is no evidence to indicate whether Lord Coventry, 
Adam, or Neilson was responsible for the idea. Certainly Neilson must have been pleased, as it re
quired much more yardage than the usual scheme of large hangings, separated by wood panelling. 
But other rooms so hung can be found in England; at West Wycombe, in Buckinghamshire, the 
Tapestry Room in Sir Francis Dashwood's house is lined with Brussels tapestries ofTenier's scenes, 
ruthlessly cut to allow for doors, windows and fireplace, and covering all the remaining wall-space. 
These tapestries date from the first half of the eighteenth century and are earlier than the room, which 
is part of Sir Francis' remodelling and decorating carried out between 1745 and 1770. Other rooms 
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wallpapered with cut-up tapestries are the East Bedchamber (Beauvais) and the East Dressing Room 
(Brussels?) at Mereworth Castle (before 1762?) and the North Sitting Room (Brussels) at Holkham 
Hall (after 1759?). Lord Coventry may well have seen a room like one of these before he placed his 
order at the Gobelins. That Adam should have suggested the scheme seems improbable; the style of 
the tapestries is so unlike his own that it is hard to believe that he would have wanted so much 
competition. The scheme achieved some popularity in Britain. Besides the later Telltllres de BOllcher 
rooms, there is the dining-room at Inverary Castle, Argyllshire, which has Beauvais tapestries of the 
Pastorales a Draperies Blelles series in many panels, apparently especially woven to cover almost all 
the walls, including extremely narrow sections between door and window. This room, in the Adam 
style, is thought to have been completed about 1770, that is to say several years after the Croome 
Court Tapestry Room had been designed, and it is interesting to note that its owner, the Duke of 
Argyll, was married to a sister of Lord Coventry's first wife; possibly the idea of so using tapestry 
had been given him by his brother-in-law. No examples have been found in France; one Gobelins 
set, a DOll Quixote on a yellow damask ground, ordered by the King for the Baron de Bretueil in 
1785, contained so many small pieces that it may have covered all the available wall-space in the 
room for which it was intended, but the set has not been identified. Tapestry so used may well have 
served the purpose that it had during tlle Middle Ages, helping to keep the room warm, and so have 
seemed particularly desirable in Great Britain. 

Lord Coventry's commission having been placed at tlle Gobelins, work proceeded apace. Boucher's 
paintings for the medallions (figs. 18, 19,21,23) are dated 1763 (Verttllll1l11S alld Pomolla and Atlrora alld 
Ceplzaltls, now in the Louvre) and 1764 (Neptlille alld A11lymolle, now in the Grand Trianon, Versailles). 
The fourth painting, Velltls alld Vtllcall, also in the Grand Trianon, is not dated, but all four were 
listed in tlle accounts of 1765. Jacques' bills for details of the alelltotlrs designs begin in 1764; the 
descriptions often correspond with portions of the tapestries. Lord Coventry was in Paris again in 
August of this year 'on the old tapestry account;' he bought more furniture from Poirier, and there 
are further bills from tllls shop, dated 1765, 1766, and 1768, which suggest tllat tlle earl made almost 
yearly visits to Paris. Poirier, writing to him in July , 1769, says that he had been expecting to see him. 
It can well be supposed that he visited the Gobelins on each occasion. Jacques' bills for the panels 
flanking the mirror and for the panels between the windows and tlle side-walls are dated 1766, and, 
in tlle following year, Neilson, writing to the French ambassador, says: 'II reste quelques pieces de 
Tapisseries a faire passer a Londres pour completer celles que j'y ay envoye a M. Ie Duc de North
umberland, a Mgr Coventry, a Mgr Fife et a M. Weddell.' The first indication tllat Lord Coventry 
had received any tapestries is given in bills sent him by the London upholsterers, Ince and Mayhew, 
in 1768; they mounted what was apparently a small piece in April, and in September one of tlle 
partners went to Croome Court, 'about tlle Tapestry.' By October, the fUflllture which was to be 
covered had been made, and in April of 1770 it was sent to Croome Court. But Neilson was again 
having trouble with the shipments; in 1771, he had to write again to the ambassador. Consequently, 
it was not until June of tllat year tllat Lord Coventry received a bill from Ince and Mayhew, reading: 
'Three Men's time at Croome putting up the Tapestry. Making Paper Case hangings for ditto, 
Stuffing and Covering, 2 Settees and 6 Chairs, fixing Gilt Border and Sundry other Jobbs and going 
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and Coming.' The three men (whose names were Jones, Elwood and Bolton) used ten thousand tacks, 
two thousand 'Clout Nails,' and two thousand 'Tinn'd Tacks.' It is disappointing that among the 
great mass of Coventry bills there are no records of the moneys paid to Neilson, except for a receipt 
signed by Neilson's son in 1768 in London for a screen panel, which has not been identified. But Sir 
Lawrence Dundas paid over 27,677 livrcs for his comparable tapestries; this was something like 
£1200 at the time, as the livre was worth 10id. (John Lough, All illtroductioll to eightccllth cClltury 
Frallce, London 1960, p. vi), but the equivalent today would be nearly $80,000. 

There are no records of the actual construction of the tapestries as there would be if the order had 
been carried out for the King, but there is evidence that it was done with all possible speed, since the 
medallions were woven separately and inserted into the a/clltours. TIllS procedure was recommended 
in 1785 for the Baron de Breteuil's set: 'Pour acceler la decoration l' on estime qu'il faudroit faire 
executer des fonds, ... et l' on adapteroit sur ces fonds des tableaux qui sonts faits.' It was noted at 
this time that a set of'tentures en damas, sur lesquelles les Tableaux paroissent attaches ou suspendus 
par des Guirlandes, est la plus susceptible de former un ensemble agreable et de faciliter une execution 
prompte. 

, 

The Boucher tapestries remained one of the chief glories of Croome Court for over a hundred 
years. Protected (when the room was not in use) by the 'paper case hangings,' (made, as recorded in 
the 1771 bill, of'104 Yards of Linnen a yard wide') and, later, according to information given by 
a member of the Coventry family, by chamois leather hangings, they retained their splendid color 
unfaded. In the early years of the twentieth century they were acquired by a French dealer. At this 
time, presumably, the furniture-covers were placed on modern French frames see entry no. 2 (fig. 11). 
In 1934, the hangings and the furniture-coverings, on these frames, were exhibited at the Wildenstein 
Galleries, New York, having previously been on view in that firm's showrooms in Paris. When 
they were received at the Museum, the end-wall panels had shrunk in width, so that they no longer 
precisely fitted the walls. This type of shrinkage, in the direction of the warps, is frequently mentioned 
in the Marigny-Souffiot correspondence as always occurring when tapestries were stored. 

The success of the Telltllrcs dc Botlcher is apparent from the number of times they were woven and 
from a letter the three Gobelins cIltreprellCtlrS wrote to Marigny in 1768. They said they wished to make 
known their need for 'Tableaux d'un genre plus convenable pour Ie particulier que ceux qu'ils ont 
pour Ie present,' their present designs being 'trop graves, et de proportion de figures trop grandes 
pour les appartemens de Paris.' Even the DOll Quixotc subjects were 'dans un alentour tellement 
charge d' orne mens , qu' elles deviennent chers a l' execution, et ne plaisent pas aussi generallement que 
pourroient plaire des sujets plus guays.' After some other suggestions, they went on: 'Pour faire une 
variete egalement agreable et qui sera longtems de mode, et revienne a moins de depense pour Ie 
particulier, par Ie fond de Damas qui fait la plus grande partie de l'aunage des pieces, ce seroit que 
vous voulussiez bien ordonner aux peintres qui ont fait l' alentour de la nouvelle Tenture pour la 
Basse-lisse qui s' executte successivement pour l' Angleterre avec succes, et qui renferme les Tableaux 
ovalles de M. Boucher, d' en faire un autre dans Ie meme genre et varie pour la Haute lisse qui renfer
ment egallement des Tableaux ovalles de meme proportion, peint par M. Boucher, ou tel autre 
Peintre qu'il vous plaira?' The main purpose of the letter is summed up in a note on it; new paintings 
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were needed to make works 'moins dispendieux et propres a s' adapter a differentes grandeurs d' apparte
mens.' Marigny sent the letter to Souffiot, who agreed that more pictures of this type were desirable. 
Marigny's reply stresses the fact that 'Ie changement qui s' est £'lit depuis quelques annees dans Ie gout 
et dans la distribution ainsi qui l' etendue des pieces des appartemens exigeroit des changemens dans 
Ie genre et les dimensions ordinaires des Tentures.' Boucher did, indeed, make five more large 
paintings and two small ones, and four of his earlier works were borrowed for copying by the Manu
£'lctory, but they were for Neilson's use in later versions of the TClltllrcs dc BOllchcr; the halltc lissc 
clltrcprcllcllrs never received the gayer subjects that they wanted. Boucher was now at the height of 
his popularity; he had become First Painter to the King in 1765 and relinquished his post as sllrill
spcctcllr at the Gobelins to J. B. Pierre. He produced no more paintings specifically to be reproduced 
as tapestries. 

Neilson's looms, however, were employed for many years in making variations of the TClllllrcs 
dc BOllchcr. The first three repetitions, with furniture-coverings to match, were all for English clients 
and made to cover the entire walls of a room; of one of them, Neilson wrote in 1767 that it was in 
'un gout nouveau qui n'a pas encore paru en France.' In letters to an English customer in 1769, he 
speaks of a tapestry he has delivered as 'un ouvrage unique par sa nouveaute et par sa grandeur, 
elle a eu icy Ie plus brilliant success,' and says that it has been greatly admired in Paris, 'ou il a ete 
fete come un ouvrage unique.' These sets all show a number of variations from the original weavings. 
When a set was finally woven for the King between 1772 and 1776, the a/clltollrs had become very 
much more elaborate; Jacques had made new designs for them in 1770, and, in the same year, Tessier 
made others with a blue damask ground, which he altered to yellow in 1779. Very elaborate borders 
were used for all the later weavings, of which two more went to England; the last, of 1783, did not 
cover the walls completely. Jacques, in 1772, undertook a thorough-going revision of Boucher's four 
medallion-designs, producing what was in effect a new series, but this was not woven in the 18th 
century. Most of the sets had furniture-coverings to match; with Tessier's designs of 1 767, the weavers 
had sixteen armchair patterns to work from. Neilson's successor, Michel Henry Cozette, was making 
a set of the wall-hangings in 1792, and even the French Revolution did not stop production entirely, 
as a number of borders are noted in the Gobelins records as produced between 1789 and 1806. 

Various practical reasons for the success of the TClltllrcs dc BOllchcr have been mentioned, but much 
of it must also have been due to the suitability of the designs for execution in tapestry. They have 
no large, uniform expanses, and no long, straight lines, but, like the verdure tapestries of the late 
Middle Ages, present a continuously variegated surface, against which the medallions, with their 
graceful figures and clear colors, stand out as agreeable resting places for the eye. The intense crimson 
of the ground is exciting, but not disturbing; the masses of detail are lively, but not restless. The 
general effect is of splendor and riclmess, and both design and execution are so masterly that every 
flower is a small triumph in itsel£ Walls so hung do indeed provide 'infinite riches in a little room.' 
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T H E AR C HI TECTU RE AND DECORATION OF TI-I E TA PE ST ltY ROOM mOM 
CROOME COUR T , WORCESTEHS HIR E. English, '760-' 769. 58.75 .' 

Measurements. I-!eight: 13 feet 10 inches. Length: 27 feet 
I i- inch. Width: 24 fect 7! inches. 

Description. TI lE I'LASTEIl CE ILIN G AN I) CO IIN1 C I:. 

The center of the ceiling is occupied by :l rosette of 
leaves surrounded by a whed of convex inward-t:apcring 
sections with scalloped ollter edges surrounded by a 
guillache moulding set with roscn es. O utside this cemral 
1ll00ivc appears a figure consisting of eigh t fluted SCgIllCIHS. 
their Ollter edges impressed with a leaf :llld dart mo ulding. 
their elg llt ex terior poilHs set with flower and leaf IlImivcs 
touclling the ci rcumference of a circul:1f acanthus leaf 
moulding. Eight motives of foliate spra ys occupy the inller 
angles of tile points of rhis fi gure. The double convex shapes 
occmring between thc scgmclHa! figure and the circubr 
acanthus leaf moulding afC each set with an atlthcl1lion 
motivc bctwccn scro lling rin(callx . Thc rim between the 
ci rcubr acalHhlls Ica f moulding and a corresponding con
fro ll ted mou ldin g is set with segments ofl eaf garbnds linked 
by leaf rosettcs. Sixteen swags of leaves ate attached to the 
outside circumference of the bst acanthus leaf moulding, 
with bow knots and fOUf lion masks at the four corners 
of the ceiling providin g poims of attachment frolll which 
hang leaf garbnds. The w rea ths of leaves depending fro lll 
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the lions' heads are looped. thei r ends interbced twice. and 
the loops {'nclose trophies: at the corner of the ceiling to the 
kft of the chinllleypiece the troph y consists of a \':Ise super
imposed on an axe :md crossed sticks, to the righ t. twO 
slliclds above an axe crossing a stick, 011 the opposi te wall 
f:1ci ng the windows all the left , a ewer against a shield :md 
crossed sticks, and 011 the righ t, a shield supcrimpos{'d on a 
knife wi th a halldle in th e shape of an cagle's head and 
crossed sticks, The tWO lateral panels of the ceiling :Ire {'ach 
decora ted with a female nl:lsk, ils tresses ofh:lir tied L1lld"r 
its chin. set in the center of scro !1ed :lnd Aowerin g riU (l':lU X 
with vine tr:lils. Th e cornice consists of a leaf Illotive mould
ing above a row of Aowers alternating with horizo1H:l1 
brackets decorated wi th :lcalHhus leaf scro lls and lC:lf mould
ings, which SllflllOt!lH reced ing mOl1ldin gs o f altt'f1l:lting 
egg fl ower and quatrcfoillllotivcs, dcntils. and lea f moti ves. 
For the t:lpcstries of the Tapcstr), Room, sec under no. 5, 

Tit E M A It III.E e ll I M N lOY !'II: CE. The white marble shelf of 
the chi111 nC)' piccc projects on th e ends and in the center. 
and iscarvcd 011 the fro llt and sides wi th:ln S-cu rv{,d 111ould
ing :lnd :I le:lf lllotive moulding :lbove :I stcpped-b:lck egg 
alld {bn mouldin g :Inc! all ot her S-curvcd 111OlI ldin g. The 
center of the chimneypiece below thc shdf is set wit h :I 

3. D l'si!;" by n obcrt i\d~ 111 ror thl' .... ,·i ling roscn ,', d~ [ <,,1 

J allua ry 1763. london. Soall'· Mmt'L1ll 1 
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tablet of lapis lazuli in a white marble frame with an $
cu rved moulding. Aankc(l by shd lwork and leafy rin,eaux 
of wllite n1.1rble 011 grounds of orange VerOllese marble, 
and white marbk· disks each carved with a quatrefoil :lIld 
scroll ing Aora I pendant set 011 projecting blocks of Veronese 
marble at tht' sides. Bdow the ritu;:eallx. :m S-cllrved white 
marble lcaf motive moulding extends from the sides of 
the frallle of the lapis lazuli tablet to thc sides of thc chimney
piece. A band of Veronese marble, its inside edges trimmed 
wi th a white marble egg and dan moulding carved with 
leaf l110tives at the corners cxtends along the tOp and sides 
of the fireplace opcning. This band is Aallked by white 
marble pilasters. tht'ir Ionic capitals each carved with an 
t'gg and dart motive al1<l foliate trails above an inward
curving plinth and an S-curvcd mOlllding; the shafts of the 
pilasters arc each carved with a shaped leaf motive set on 
an oblong block above a torus moulding and triple Autin g 
taperi ng to an egg and guilloehe moulding and a plain 
plilHh [usc. The sides of the chill1neypiece acljoining the 

pilasters :tre fini shed with Veroncse marblc. The fircplace 
recess is lined widt black marblc, :tnd the hcarthstone is of 
white marble. 
Tit Il CAST I tlON 1\ N J) ST EEL III\ S K ET G RI\ TE 1\ N [) ]: ];N DEli. 

The two steel standards fitted to thc front of the grate have 
l1Tn-shaped finial s. each chased with a wave pattern around 
the rim and a leaf motl\'e above [be foot, and arc each set 
on a s'luare plinth with a beaded moulding 0 11 the fronl and 
side above a ram 's head and f.1lting cluster of husks; the 
rounded edges of the statHiards conform to the rounded 
front of tile ca.St iron gra.te and arc chased with beaded 
mouldings and engraved with guiltoches, whi le the cen ters 
of the spandrel shapes below arc set with roscttcs. The 
lower edge of the front of thc grate consists of all engraved 
opellwork steel frieze of alternating anthemia and folia[e 
motives between horizontal beaded mouldings. The 
[WO steel fro11l legs of the gr:t tc each have urn-shaped 
ftllials chased with a wave pattern and leaf motive set on a 
sq uare plinth above twO beaded mou ldings on the front and 

4. Chi111I1Cypi,'cc ill thc TJPcmy Room (Cal. 110. I) 
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j. Mahog311Y door in the T3p1."Slrr Itoorn (Cat. 110. I) 

side, oval rosertl.-'$, and :'IIIOlher beaded moulding. The 
tapering shafts of the k'gs arc engra vc<1 in the celllers of the 
froms and sides with f.1 lJing clusters of husks, the edges of 
the legs engraved widt gu illaches. terminating in spade feet. 
The six bars across the front of the grate, the grate itself, the 
back legs, and the plain fireback arc all of cast iron. The steel 
fende r consists of a chased beaded mou lding above an en
graved openwork frieze of amhelll ia and foliate motives 
and a coved base. 

TilE M .... HOG .... NY I)OOIlS ANO G I LT HIIONZE 00011 

II .... IIDW .... II E. The Illahogan y door to dte left of the 
chimlleypiece is fitted widl three pairs of oblong coAcred 
panels on each side, fr:ulled by egg and dart mou ldings 
carved with leaf llIorivcs at the corners; :l. vcrr ic:l.l convex 
mou lding carved with pbin bands altcrll:l.ting wi th triple 
foli:l.te lIIotives extends fromlhe lOp to the lower edge ill Ihe 
center of each side of the door. dividing the coffered panels. 
The door to the right of the chimne),piece is fit tcd with Ih rl'c 
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ro. Cl1n ~il1 cornice and runJin in the T~ I>CS try Iloom (Cal. 110. t) 

pail's of cotle red pallels 011 each side, framed by plai n q Wl rtcr
n llllld mou ldings, the pai rs o f coffered panels divided by a 
pbill COli vex 1ll0l1lding . The g ilt bronze hardware, repeated 
,) 1\ ha th ~ id t') of cach door, consists of a rounded door knob 
ch :t~cd with :I spi r:'" reticula ted patl t'rn, a baluslcr-sh:lpcd 
kt·yhu lt· l'sc Li tchcon chased wi dt :t rct icu[:l.Icd pattern , :ltI d a 
sma il rOllll(lc<l knob chased with :t spi ral reticulated pattern 
which driv('s a botl 3110wing the door to be locked on the 
irl) idc wid lOu t :I Ia·y. 
Ti l E CA It V f.D "I NE [I A N f.l. I NG. The chair rail extending 
:l long the walls of the rooll\ is carved with an S-curvcd 
II ltluldlllg of half-Rowers i ll round-headed strall-work , 
above a bt'atled lIlouldiug and a row of dentils surmounti ng 
all S-curvcd mo ulding ofleavcs ami a bC:ld and rccI mould
ing. The {Op of the baseboard is carved widl a plain convex 
moulding above an S-curVl'd leaf Il1m ive moulding and a 
Cllnvcx r.,sccs moulding tied wirh crossed ri bbons. The rwo 
duor frames arl' ca rved wi d, a concave /lIlted mo ul ding ou t-

side an S-curved mo uldin g of leaves and darts and a plain 
convex moulding. Above the chair rail, the rwo window 
surr0l111ds ex tending along the sides and across the tops of 
thc windo ws arc carved ou tside the window revea ls wi th a 
concave RlHecJ mou lding fra ming an S-curved mou lding of 
leaves and dan s, and a beaded moulding, and a leaf morive 
mouldin g ; wi thin the window rt'veal, rhe surrounds arc 
ca rved with a guilloche set with Rower rosettes of four 
different kinds and a rascL'S mou lding with spiral ribbon 
bands next to the shuu crs. Each window is provided with 
two shutters on each side, and each or thcsc shuttcrs is fitted 
with tWO coffcred panels rramed by cgg and dart mould
ings. while a singlecoRcred panel wi th a simila r moulding is 
SCt in the top or each window revea l. The four lower 
slmtlers of the windo ws open by means or plai n rounded 
brass knobs. The sash windows and their glass panes arc 
original to the room. 
TIl E CU UT A t N CO tlN I CES AND C U Ii T AI N S. The curtain 



CA TALO GUE NO. I 

cornices arc of carved and gilded pine, their crests of oxbow 
shape e:ach carved on the lOp edge with :a pleated 1ll00ive 
moulding. Two foli:atc sprays fI:ank an ova l rosette in the 
cCllIcr of the frolll of e:ach cornice. :and simibr spr:ays arc 
carved on dIe frollls :and sick·s of the raised corners of the 
cornices. The A:at lower edge of the cornice is carved wi th 
a leaf lIlotive moulding. The swagged tasseled and fringed 
crimson taffeta curtains are modern and arc copies of a pair 
of CUr(a ins supplied in the eigh teelllh celllmy by the firm 
of Ince and Ma yhew (sec CON T EM I'OKARY DOCUMEN

TATION). 

The oak pbnk Roor of the room is original. 

Conditi on. The sections o f the plaster cei ling of the 
Tapestry Room arrived at' the MuseulIl in crates measming 
roughl y five feet square. The wooden lath backs to these 
sections were reinforced with llIetal arma tures and l'ach 
section slispended frolll :a steel grid. The joims were then 
filled and finished by piaster-worh'rs. and the ceili ng was 
pain ted whi te wi dl a bl uish cast. The curtains arc modern 
and were made 10 conform with the indications of a bill 
dated t769 (sec CON T Il.MI'ORAKY O OCUMEN T A Tl ON). 

The wood paneling of the room was pai nted white at the 
Museum. Theoak floor w:as relaid board by board followin g 
a numbered diagr:alll made whcll it was taken up in t949. 

Sig natures . None. 

Artists. Roben Adam, who was responsi ble fo r the archi
tecture of Ihe rOOIIl, was born on Ju ly J. 1728, in K irkcaldy, 
Fifl'shire, Scotland. thc second son of the architect William 
Ad:am (1689- 1748). He attcnded Edinburgh University, 
and in 1754 left Scotland for Italy, rctu rning to London in 
January 1758 where he set up a housdlOld on Lower 
Grosvenor Street. A folio vo lume of engr:aved pbtes with 
the title Ruius 4 rill' /lIlian' oItlw CIJJI'/'fO( DiN/Nil/u lit SJlallllfil 
... II)' R. Ili/mu, F. '~ .S., F.S.Ii., lir(hileel ({) fhl' KiJJ~~ 111111 (() 
the Qw·t'1J appcared in 1764 and was the result of an expedi
tion tak cn by Robert Adam wi th thrce cr:a(tsmen to 
Dalmatia in 1757. Th is book scrved as an advertisement for 
the architecHlral flfln ill which Hobert Aci:am w:as associated 
with his brothers James and Wi lli anl. The cnonnollS critical 
success of the firm resulted inn umerous commissions du ring 
the first ten ye:ars of its ex istence, and therea fter the Adam 
style. though nor withom its detractors. exerted Strong 
influence over English architecturc and the relaled arts until 
the end of the eigh tcenth century and afler. The engraved 
I Vorb ill Aul,it('(wfc /1 RII/,.,rl /III/I jllllll'S AI/mil appeared in 
three folio volulIlcs in 1773, 1779, and t8n. while a mass 
of nine thousand drawin gs by Holx,rt and James Adam is 
preservcd at Si r John Soanc's Museu m. London. Robert 
Adam 's ellergy guided the destiny of the fIrm , and his 
inventive mind and hand provided many of thc deSigns at 
[he Soane Museulll. which cover every aspect of the building 
and ou tfitting o f houses. He also possessed the administrati ve 

7. CJTwd flmn'rs of Oil<: of Ih.: window n·w.,ls in tlw T~lx's lr)' 
I{oom (C~t. no. I) 

capacity to oversee the execu tion of these designs. and to 
trausact business with his man y clients. Robert Adam died 
a ll March 3. 1792. and tile sixth Elfl of Coventry . who was 
0 11(' of his elk- illS. was a pallbearer at his (uneral in \VCSt
minster Abhey. 
Joseph Rosc. who was rl'sponsiblc fur executing tht' pbster 
ccil ing of thc Museum 's room. w:as born in t746 and dicd in 
t799. His grandf.1 ther, r.1tlll'r. and brother were also 
plasterers. He did piasl'erwork al Shardelocs and Syon. 1\\'0 

of RobcrI Adaill's early commissions. and bter worked for 
him on Mcrsham Ie H:llcll. Kedlcston. Kenwood. Hare
wood. Luton. Nosld!. Lansdowne 1-lol1se and 20 Sain t 
Jailles's Squa rc. He did plastering for the architect Satllud 
\Vyau on Shughorough. Staffordsh ire. an d also worked for 
Sa muel's bener-known brothcr, Janll's \V yatt, on the 
Pantheon in London. as wdl as executing plastcr ceilin gs for 
his coulltry houses, Beaudeserl. Ridgely. and Castlecoole. 
The pbsterwork at Cb ydoll HOllse. Duckingh:alllshirt'. rl'
modelled by the architect Lightfoot for Earl Verncy was 
also due 10 Joseph Rosc. The three hills from him now 
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owned by the Croome Estate Trust document other plaster
ingjobs which he performed for the sixth Earl of Coventry 
at Croome and in London between 1763 and 1765. 
Joseph Wilton, who provided the lapis lazuli tablet for the 
chimneypiece, was born in London onJuly 16,1722, the son 
of an ornamental plasterer. He learned the rudiments of 
sculpture as a pupil of Laurent Delvaux in the Low 
Countries, then spent eleven years studying in Paris, Rome 
and Florence, where he made the acquaintance of Robert 
Adam in 1755, the year of his return to London (Robert 
Adam alld his circle ill Edillbllrgh alld Rome, by John Fleming, 
London 1962, p. 133). Though he produced various busts 
and finished monuments, was given the post of State Coach 
Carver and in 1764 the title of Sculptor to His Majesty, 
Wilton was 'also for many years extensively employed in 
producing richly ornamented chimneypieces' and 'had 
considerable dealings with the Carrara Marble merchants, 
which enabled him frequently to accommodate his brother 
artists with marble.' (Nollekells alld His Times, by John 
Thomas Smith, edited and annotated by Wilfred Whitten, 
London, 1920, vol. 2, p. II3.) A bill dated July 1759 from 
Wilton to the Sixth Earl of Coventry, now preserved with 
other bills of the sort by the Croome Estate Trust, records 
an accommodation of this sort made by Wilton to John 
Wildsmith: 'To Vallue of two squares of Lapis Lazuli 
deliver'd to Mr. Wildsmith £8 8s ad.' The white marble 
caryatid chimneypiece in the Galley at Croome Court 
(The Architectllre of Robert & james Adam (1758-1794), by 
Arthur T. Bolton, London, 1922, vol.r, p. 182) was carved 
by Joseph Wilton, and his bill to Lord Coventry is dated 
December 16, 1766. Wilton died on November 25, 1803. 
For John Wildsmith, who carved the marble chimneypiece, 
sec under no. 4. 
Nothing is known of Thomas Blockley, Birmingham, who 
may have provided the steel grate, fender, and gilt bronze 
door hardware for the Tapestry Room. 
The life dates ofJohn Hobcraft, the carpenter and builder, 
are not known, but his address in London was on Titchfield 
Street. He was a protege of the landscape gardener and 
architect Lancelot 'Capability' Brown (sec COMMENTS), 

and worked for him at the country houses called Corsham, 
Castle Ashby, Claremont, and Broadlands. He seems to 
have acted both as architect and builder of Pad worth House, 
Buckinghamshire, and the plans of the house arc signed by 
him and dated 1769. He also worked for Robert Adam on 
the building ofSirJ. Griffin Griffin's house in New Burling
ton Street, London, and on the country house, Mamhead, 
in Devonshire. Nine bills of his preserved by the Croome 
Estate Trust detail work executed for Lord Coventry at 
Croome and in London between 1754 and 1764. 
Sefferin AIken, who did carver's work on the wood panel
ing of the Tapestry Room, was also employed on the carving 
of other rooms at Croome Court, itemized in nine bills sub-

mitted to the Earl of Coventry over a period of twenty-two 
years. According to these bills, he was responsible for the 
carving of the mahogany bookcases in the Library there 
(The Architectllre of Robert & Jallles Adam (1758-1794), by 
Arthur T. Bolton, London, 1922, vol. I, p. 183), work for 
which he billed Lord Coventry in 1765. He also performed 
other carver's jobs which included two stone chimney
pieces, and a wooden over-mantel picture frame and pair 
of mirror frames executed for the Gallery at Croome in 
1765 that now belong to this Museum (accession numbers 
60.3 I.I, .2, 60.50 B). AIken's birth date is not known, but 
he is recorded as living in Broad Street, Soho. In 1744 he 
was employed for decorative carving at Stourhead in 
Wiltshire, and also did work of this kind at Milton Hall, 
Northamptonshire, Shardcloes, Buckinghamshire, Blen
heim in Oxfordshire, Peper Harrow, Surrey, Marino House, 
ncar Dublin, and Somerset House in London. He is sup
posed to have died in 1783, leaving a son, Samuel AIken, 
who was also a carver (Dictiollary of British Sculptors, 1660-
1851, by Rupert Gunnis, London, 1953, pp. 15, 16). 
For the firm ofInce and Mayhew who supplied the curtain 
cornices and the original festoon curtains, see under no. 2. 

Contemporary Documentation. THE PLASTER CEIL

ING. A design by Robert Adam for this ceiling inscribed 
'Cieling for the Library at Croome, and dated January 1763 
(fig. 3), is no. 37 in volume II of the Adam drawings at the 
Soane Museum. The design cost ten pounds and ten shillings, 
and the item for it occurs under the entry for January 1763 in 
the bills which Robert Adam submitted to Lord Coventry: 
'To Design of a Ceiling for the Library £10 lOS. ad.' An 
unidentified drawing for the Tapestry Room ceiling, which 
was not used, was prepared by Adam at the same time and 
the item for it, occurring under the same entry, reads: 'To 
Design of a Cieling for Tapestry room £10 lOS. od.' The 
working drawings for the cornice of the ceiling are entered 
on the same bill for January, 1763: 'To the mouldings at 
Large for the Ceilings of Library & Tapestry room 
£3 3S. ad.' Joseph Rose's bill for the execution of Adam's 
design inscribed 'Cieling for the Library', but used for the 
Tapestry Room, is headed: 'Stucco & Plaisterers work done 
for the Rt. Honble. the Earl of Coventry at Croome 1763 
... An Ornamtd Cieling to breakfast room as p. Ditto 
£48 os. ad.' ('Ditto' alludes to an estimate, not given), 
and another entry dated June 4, 1763, gives particulars of 
work on the cornice of the 'breakfast room': 'To Repair 
Cornices in Library & breakfast room 2 Plaisterrs 2 days 
each 12s.8d.' (,breakfast room' was an alternate name for 
the Tapestry Room; it is so named on the plan of Croome 
Court given in VitrtlvillS Britatlllicus, by John W oolfe and 
James Gandon, vol. 5, 1771, plate 29 (fig. IV) ). The white
washing of the ceiling is entered on a bill from Rose dated 
1764: 'Work done in 1764 in the House & Offices .... 
Whiting to Breakfast room & Library Cielings ... 19S. ad. 
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Whiting the two Cornices in Do. 9S. od.' According to 

Rosc's bill of 1763, he em ployed two fbt plasterers and three 
ornalllcntal plasterers on work at Croollle: 'Mens time 
Travelling. 1763 Viz. Two Phisterers 10 da ys each at 35. 
p. da y £3 as. ad. T wo Orn:ulH Phisterrs 10 days each at 5S. 
£5 os. ad. One Do . 10 da ys at 6s. £3 as. ad.' . The several 
notations on the carpenter's and wood ca rver's bills relating 
to the 'Corni ecis' (see below under THE E'IN!! l'AN lill NC), 
probably refer to a wooden section of the cornice fo r the 
ceiling prepared by thesc craftSmCll from Adam's design to 

be cast in plastcr by j oscph Rosc's workmen. 

Till: MA JlUlI, CllIMNt;Yl'I EC ll.joseph Wilton's bill for the 
tablet of lapis lazuli set in the cemer of the chinHl c)'piece, 
which llleasures sixtccn inches by six inches (sigh t mcaSllfC
menr) is dated May 28, 1760 : 'To Valluc of a Tabblet of 
true Lapis-lazuli Feneer'd (vencered) 111e:tsuring 16 inches ~ 
by six inches l11:tde Do to cxact meaSlife & poll ish' d 
£15 1:55, ad.' j ohn Wildsmidl's bill for th e chimney piecc 
itselfis dated Junc 13, 1760 : 'To a rich Truss Chilllneypiece 
with Antick Caps & Srawary Orna!llellts laid on MerOlla 
groun ds highley fll1i shed £90 14S. ad. To 18- to Sup 
Statuary Mobile Slab to Ditto chimney:tt 8/6 £7 105. sd . 
t9- 3 Sup Lemure black M:t rble Cove pollished as before at 
7/6 £6 14S. 9d.' T he term 'Merona grounds' lIIust be :t 
corruption of Verona marble, :tnd 'Lemme black marble', 
described ill the 'Cove' , IllIlSt derive from Nallll1r, a city in 
the Low Countries where black marble was quarried, This 
chimneypiece. like many others in the hOllse, was takell 
down aftcr a few years, cleaned, and re-erected . John 
Wildstllith's bill fo r this work is dateel May 21,1763: 'To 
Mason & Polisher 5 Days Each raking Do une Starary 
Chimney piece with Merona groun ds an d Receting of Do. 
Cleaning of the joints squaTeing the slab an d Puting (putty
ing) of Dina all over with materials to Ditto £ I t 7S. od.' 
The cast iron and steel bask et grate and fender were prob
ably provided by Thomas Blackley of Birminghalll, who 
supplied a Ilumber of sets of chimney fllrniwre for Lord 
Covelllry, recorded in his bill of 1759 and 1760, Several of 
th e descriptiolls in th is bill might apply to the grate and 
fender in tbe Tapestry Room, wh ich were undoubtedl y 
originally accomp:ttlicd by a shovel, poker, :tne! tongs. One 
of these itemized descriptions reads: 'Oct 2:5 (1760) Dra wing 
Room I finc Stove Gr:tte £ J3 lOS. I fine Steel feuelorto Dto 
Engd £2 tos. I Sen Shove]] tongs &c, 16s.' On Allgust 4, 
1760, Tholn:ts J3Jockley supplied '9 SOItS of Gilt furninlre 
to Doors at 175. 6e1, pr £7 17S, 6d.', an item which might 
apply to the gilt bronze h:trdware of the Tapestry ROOJll 
doors. 

TilE !'I NE I'ANHING. The carpenter j ohn Hobcr:tft anel 
carver Seffcrin Aiken collaborated on the wooden paneling 
of the room. Hobcraft's bill is elated 1764, though the work 
lIIay have been completed before: 'Tapistree Room, , , 
.247 ft. I in. Mouldings Baceis & Architraves £12 75. ld. 

93 ft. Run of Dentilc in Do £ r 18s. I I ~ No .2 Modillioll 
Corniecis & plain frizeis £.2 125, 6d. 2 Lime trec fri7.ei s pre
p:tred for C:trver lOS. 6d. 48 ft. R UIl of Goloss (gllillodll') 
prepared for C:trver & fLx t 8s. ad ... , ! 72 ft. In 3 Caseis for 
S:tshis & Mouldings to TapistTee Hoonl £2. 35. ad .... I::! ft. 
8 in. Case for Go loss for Windows in Tapisrree ltoom 
35. 2d.' The carver's work begall where the cafpl'nter's left 
off' and Aiken's enlries for the Tapestry Room woodcarving 
occur in two sepa rate bills. The first bill is headcc!'Caf\'('rs 
Work dOll e for the Right Honble, Lord Covcntrya tCroolll e 
Since March 1763 Pr. SeRil. A Ik on ... Tapistry ROO Ell 92. ft. 
a in, Plinth Base 2 Memrs Carvel £ 10 lOS, IOd, 92 ft. a in. 
Surbase (the chair rail) 4 M('mbers Carvd £ 162.5, ad, 2. 
frizes in Li111l'tTC Richl y Carvd ])('ml Uoys &: foilage 
£12 5s. ad. 39 ft. 6 in. Archite to 2. Doors 2. Menus Carvel 
£6 IS. 9e1 . 30 Moclillions to Cornices £:5 :55. od. 13 ft. 6 in. 
Upper age (agee mOLllding) very Hichly C:t rvd to Comcl' 
£2 li S. 7(\. 13 ft. o in. of Ova lo to Do, 13S.od. 10 fl. 0 ill. 
of Bottom age with lbRcld Lfe. (raHcled lcaf) &c. 13S. 4c1. 
22 ft. 4 in. Small age to Capping of Modillions & Coph ors 
(coRers) lI S. 2d. 48 ft. 0 in. Architc to 2 Windows Carvd as 
. .. Doors £ 7 8s. od.' The second bill from S('R(-rin A Ikl'l1 
relating to tile woodcarvi llg of til t' rooln is dated June 16, 
1764: 'Omitted in the laSt Bill to Windows in Tapestry 
Room 46 ft. of Go II ass the nand panndd at I S. 9d. £ 4 as. ad. 
348 flowers to Do of 4 Different Sons £9 Rs. 6d.' As ex
plained in Ih e paragr:Jph above concerning the H'iling, till' 
entry fro lll the c:J rpenter's bill '2 Moclil1ioll Corniecis &: 

plain fri zcis', and the fOllr entries from the woodca rv('\"'s 
bill '13 rt. 6 ill. Upper Oge very Ri ch ly Carvd to COfl1t"(' 

8. Designs b)' nobcrt Acbm for fr il'zcs in !II<: T~I"'Slr)' Ilool1l • 
London. SO~II<' MII.\('\Illl 
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... 13 ft. 0 in. ofOvolo to Do .... 10 ft. of Bottom Oge 
with Raffeld Lfe. &c .... 22 ft. 4 in. Small Oge to Capping 
of Modillions & Cophors' probably refer to a section of the 
ceiling cornice carved as a plasterers' model. The term 
'raffeled leaf' or 'raffle leaf' designated any indented or ser
rate leaf, such as those which occur in the mouldings. The 
two limewood friezes prepared by the carpenter and carved 
by the woodcarver with 'Demi Boys & foilage' have been 
lost. These panels may have been intended for the spaces 
above the windows or doors, and must have been executed 
from Adam's design showing term figures of boys and 
acanthus rin~eaux, inscribed 'Tapestry room at Croome', 
no. 25 in volume 53 of the Adam drawings at Sir John 
Soane's Museum, London (fig. 8). The responsibilities of 
carpenter and woodcarver are clearly defined in the entries 
of their respective bills. The carpenter undertook the 
relatively mechanical work of cutting the dentils and guil
loches, while the finer carving was assumed by the wood
carver. Neither the carpenter's nor the woodcarver's count 
of flowers set in the guilloches of the two window reveals 
was accurate, but the carver was closer, for there are three 
hundred and forty-nine 'flowers of 4 Different Sorts' in the 
trim of these windows. 
THE CURTAIN CORNICES AND CURTAINS. The items for 
these occur under the entry dated October 5, 1769, ofInce 
and Mayhew's bill to Lord Coventry. The items for the 
tapestry-covered seat furniture (see under no. 2) and for 
the pier mirror (see under no. 3), also provided by this 
firm for the Tapestry Room, are given under the same entry 
of this bill. The curtain cornices cost £9 14S. and are sum
marily described: '2 Window Cornices, richly Carv'd & 
Gilt in Burnish'd Gold'. The original curtains, which were 
of the type called festoon curtains, cost £8 12S. 4d. each, 
and are itemized in detail: '13 yards of Super fine Crimson 
Tammy at 22d. £1 3S. IOd. 15 yards rich Crimson Silk Lace 
lIS. 3d. 3! yards of rich Deep Silk Fringe £1 16s. 9d. 8! 
yards of Loop Ditto £2 2S. 6d. 18 yards of Silk Breeds, 96 
Brass pollish'd Rings, 6 plummetts, 4 Wrought Brass 
Clokepins Sewing Silk, and other matterials 8s. 6d. Making 
a Window Curtain, Lined & Fring'd Compleat lOS. 6d. 40 
yards of Crimson Silk Line & 4 Ditto Tassells £1 16s. A 
pulley Lath & 2 Iron Bracketts 3S. Another Window Cur
tain the Same £8 12S. 4d.' These original curtains have not 
been preserved, and are replaced in the room with copies. 

Comments. George William, sixth Earl of Coventry 
(1722-1809), began improvements to the house and land 
at Croome Court, near Pershore in W orcestershire, before 
he succeeded to the title in 1751, and employed Lancelot 
'Capability' Brown as landscape gardener and architect. 
The earliest of Robert Adam's bills for designs which he 
submitted to Lord Coventry is dated August 1760, the date 
when he replaced Brown as architect for the house at 
Croome. After this date the bills of craftsmen working for 

Lord Coventry often bear Robert Adam's signature in 
approval of the work performed and the sums charged, 
while Lancelot Brown's name signifies approval on the 
earlier bills. Adam's bills cover designs prepared for Croome 
and for Lord Coventry's town house at 29 Piccadilly, now 
the Saint James's Club, 106 Piccadilly, and the last of his 
bills, which together with the craftsmen's bills are now 
owned by the Croome Estate Trust, is dated June 30,1781. 
Adam continued to provide designs for Lord Coventry 
until the year before his death, however, and two designs 
for a gateway, nos. 83 and 84 in volume 51 of the Adam 
drawings at the Soane Museum, London, are inscribed 
'Lord Coventry' and dated 1791. 
In addition to the furniture made for the Tapestry Room by 
the firm ofInce and Mayhew, given to the Museum by the 
Kress Foundation and replaced in the room (see under nos. 
2-4), other pieces of furniture are illustrated there in 
photographs taken before the tapestries and tapestry
covered furniture were removed and sold in 1902-1904 
(see p. 6 above). A marquetry commode attributable to 
the cabinetmaker Peter Langlois (worked in England 1760-
1770), on the basis of a bill dated 1764, is shown against the 
wall to the left of the chimneypiece wall in one of these 
photographs (fig. 9). This commode was acquired by the 
Museum from the Fletcher Fund (accession number 59.127, 
Mctropolitall MIISCIIIII of Art Blll/ctil/, op. cit. pp. 90, 92), and 
has been replaced on the wall where it appeared in the 
photograph. Another English marquetry commode is 
shown in another old view of the room against the wall on 
the right of the chimneypiece. This commode was sold 
from the collection of the Countess of Coventry and the 
Trustees of the Croome Estate at Sotheby's, June 25, 1948, 
no. 169. Its place has been taken in the room as presently 
arranged by another English marquetry commode of about 
1765 (fig. 10; accession number 59.8). There is also a pair 
of carved and gilded wood pedestals against the wall to the 
right of the chimneypiece wall (Mctropo!itall MIISCIIIII of Art 
Blll/Ctil/, op. cit., pp. 90, 91). According to information kindly 
provided by the Coventry family, this pair of pedestals 
stood in the two window reveals of the Tapestry Room 
before the sale of the Coventry effects at Sotheby's in June 
1948. The pair was bought at that sale by the Philadelphia 
Museum of Art and is, at the time of writing, an inter
museum loan from that institution. The pair of gilt bronze 
and white marble six-light candelabra (accession number 
59.128.1, .2) which surmounts the pedestals derives from 
designs by James Stuart and Robert Adam. A rug which at 
one time covered the floor of the room was sold at Sotheby's, 
June II, 1948, no. 147, described in the catalogue as: 'AN 

ATTRACTIVE LARGE OLD ENGLISH CARPET. the rose 
field SC/IIIIIC with spring pattern in relief, and a green trellis 
design, enclosed by an ivory border of marguerites and 
two narrower gold and black chevron borders, 20 ft. 4 in. 
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9. Photograph of the Tapestry Hoom takcn ill Ih l" ninctcl"lIth Cl"lIl lIr ~' 

by 17 ft. 11 in.' The rug was bought by C. Morris :md the 
Museum has been unable to trace it. The late sixteenth 
century Persian rug :n prcsent on the Aoor of the room 
(accession num ber 57.1 33) is of the son which Lord 
Coven try acC]uired for other rooms in his houses, as recoreled 
in the bills which he preserved. 

Comparable Exa mples. Plaster trophies similar to those 
at the corncrs of the cciling appear agai n on the dining room 
ceiling at Shardcloes. fluckinghamshire, which W:J.S ~'xe
cuted after Rober! Adam's design dated 176 [ (TIl(' A rrili
({'(/I/ft· I!{ RD/'t 'rl & jrl/u/,s Adm" (175S- 179 -1 ), by Arthur T. 
Bolton. London, 1922, vol. [, p. [50), and similar trophies 
recur on a design by Robert Ad:ll11 inscribed 'Ceiling for 
FOlllhill', no. 91 in volulIle [I of th e Adam drawings at Sir 
John Soane's Museulll, London. Other analogies with the 
:l rdlirectural decor:nion of this roOlll :lppear in the series of 
drawings in this collection. 

Ex Call . The E:lrls of Coventry. 

Published . Accounts of the Coventry f.1!11il y and of the 
house and grounds at Croome haw been publ ished in the 
following sources : All H istoriw/ rllld D/'scripli l)(, A alJllIIl t~r 
C r(l()lll/' d'AbilM, rlw St'(1/ oJ1/1I' Rig/II l-Itm. du' El1rl <1COJJI" IIrY , 

I"illl lJi{I.l!rI1plricl1l N(lficI·s 4 (/u' CM't'lIlr)' Flllll ily Itl II/hic" arl' 
AIII/t'x/,d all H,lr(us CrOtm!!'lIsis mil' Q/JSt·rpalillIlS (III l ilt, Pr,l

pn.l!nti'IU I~( E.\"(l(icJ, /J ), lfIil/iam D,'(III, HIlmllif C(/rd(,III'r /(l lilt' 

Right 1-1011 . thl' Ellfl I!{ Cmll'mf)' , London. 182-1: ·nlt, Arr/'i
It'{/Ilf/" ,~{ R tl/Jm & j llllll'S Adam (175$- 179-1). by Arthur T. 
Bo lton, London, [922. vol. I, pp. [78 - 191; The Covenrrys 
of Croome', by E. A.B. Barnard, in T ra!lS(lClitllls {!( II,,· 
H/,If(('stI'fSlrift ' .-'lrrlwl'{J/(I.l!icl1/ S(lcil' l)' .ftl ' 19-1}. 11l~W series, 
vol. 20, '9.~.1 , 1'1'. 32- -12 : The .-'lgl' ,!fAdaw , by J:l.1l.1es Lees
Milne, London. 19-17. PI" 94- 96 ; 'Roben Adam at Croo111{, 
COllrt'. by Geotfrey W. Be:lrd , in Tlu' Ct'/HWiSSI'IIf, vol. 132. 
no. 53 3. NOVt'111 b~'r. 1953 . PI'. 7] - 76. The history ofCr001 11 l' 
Court with p:lrticubr r~'ference to the Tapestry Room has 
been published in 'The Tapestry Room from Croollle 
Cou rt·, by Jalllcs P:lrkcr and Edith A. Standen In th e MI"/r<'
po/iltlll M/IS/"IIII I 4 Art Hllllni l'. n.s. vol. XVIII. November, 
1959, PI'· 76- 111. Furthcr information about the architcc
wral decorat ion of the room was subseC]IIL'ntl y published In : 
'The Metropolitan's Room from CroomI.' Court, thc 
Architecturc and Furnirurc', by J:lm{'s Parker . in Amiqll" s. 
va!. 77. 110. [,January. 1960, PI'. 80- 82. and 'The Tapestry 
Room from Croollle Court'. by James Parh'r in Th .. 
COlllllliss(, lIr, vo l. 1-1 7. no. 592, April. 196 1. pp. 109- 1 1 3. 
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2a-h: Figs. 11-14 

SET OF SIX ARMCHAIRS AND TWO 
SETTEES, COVERED IN T APESTR Y. The 
frames English, 1769. 58.75.15-22 

Measurements. Chairs. Greatest height: 44 inches. 
Width: 28! inches. Depth: 26!- inches. 
Settees. Height: 44 inches. Width: 75 inches. Depth: 32t 
inches. 
Description. The chairs are of carved and gilded fruitwood. 
The circular backs of the chairs are each carved with wreaths 
of husks tied with a bow knot on the crest and with crossed 
ribbons in the center of the lower arc. The backs of the settees 
have oxbow-shaped crest rails, inward curving side rails, 
and straight lower rails, and each back is carved with gar
lands of husks tied at the crest with a bow knot, and with 
crossed ribbons in the center of the lower rail. The backs of 
the chairs and settees are attached to the seats by oblong 
wooden braces carved on the fronts with overlapping piaster 
motives, scrolled on the outsides of the chairs. Oblong 
blocks at the joining of the arms and backs of the set are 
carved on the tops with single flowers and on the sides with 
frets. A beaded moulding is carved on the tops and sides of 
the straight arms in front of the arm rests which are framed 
by plain shaped mouldings, and the arms terminate in 
rounded hand rests each carved on the top and front with a 
beaded moulding between ribbed mouldings and on the 
sides with beaded elliptical rosettes. The arm supports are 
baluster-shaped and are carved with leaf sprays in low relief 
and a beaded moulding at the foot of each baluster. The 
front seat rails of the chairs project in a shallow curve and 
their straight side seat rails converge slightly to the back, 
while the front seat rails of the settees are serpentine shaped, 
their side seat rails inward curving. The front and side seat 
rails of the set are carved with garlands of husks and with 
crossed ribbons in the center of each front seat rail. The legs 
of the set are each carved with a collar of inward curving 
crimped motives above an inverted baluster carved with a 
band off aIling leaves, a beaded moulding, and fluting which 
tapers to a plain moulding above a band carved with rosettes 
and strap-work and a ribbed bowl-shaped foot. Each foot is 
set with a bronze caster, its roller wrapped in a leather cover. 
Each settee stands on four front and four back legs, and the 
back legs of the set are slanted backwards. For the tapestry 
covers of this set of furniture, see under no. 6. 

Condition. The back right legs of two armchairs, accession 
numbers 58.75.17 and .18, are modern, and were carved to 
replace legs which were missing when the frames arrived 
at the Museum in 1959. The outside backs of only three of 
the chairs, accession numbers 58.75.17, .18 and .19 are 
covered with the original 'Crimson Tammy' specified in 
Ince and Mayhew's bill; the original outside back covers for 
the rest of the set had perished when it was received at the 

Museum, and these backs were recovered with a glazed 
cotton material which had been dyed to match the remnants 
of the original. Ten of the original bronze casters which 
were found to be missing after the set of frames was un
packed at the Museum were copied from an existing caster 
and replaced at that time (see also Comments). 

Signature. None. 
Artists. Dated bills specify that the firm of Ince and 
Mayhew made the frames for this set of furniture in 1769 
for the sixth Earl of Coventry (see CONTEMPORARY D 0 CU

MENTATION). The partnership of William Ince and John 
Mayhew was formed in 1758-1759 with a workshop on 
Broad Street, Soho, for the manufacture of furniture and 
the outfitting and maintaining of houses. Ince and Mayhew 
were also designers, and a series of furniture drawings 
signed by them and engraved by Matthew Darly appeared 
in installments between 1759 and 1762, and were collected 
and published in 1762 in a folio entitled The Universal 
System of HOllsehold Fllmitllre. By 1779 the firm had ex
panded to quarters in Marshall Street, Soho, and had ac
quired a large custom. 
Lady Shelburne bought furniture for Lansdowne House 
from the firm, recorded in an entry of 1768 from her diary: 
'From there to Mayhew and Inch where is some beautiful 
cabinet work, and two pretty glass cases for one of the rooms 
in my apartment, and which, though they are only deal, and 
to be painted white, he charges £50 for.' (The Architectllre 
of Robert alld James Adam, by Arthur T. Bolton, London, 
1922, vol. II, p. 312.) A mahogany china cabinet in the 
Museum of Decorative Arts, Copenhagen, is ascribed to the 
firm on the basis of an eighteenth century label which it 
bears: 'Mayhew & Ince most respectfully announce that 
they have an Assortment of French furniture, consigned 
from Paris, for immediate Sale, very much under the original 
Cost, which may be seen at their Warehouse, Broad Street, 
Soho.' (Selskabet KtIIlstilldllstrimllseets Vellller Gellllem Femog
tyve Aar, by Vilhelm Slomann, Copenhagen, 1936, p. 78.) 
A set of mahogany chairs was delivered for the directors of 
the Westminster Fire Office, London, and is authenticated 
by bills from the firm ofInce and Mayhew, dated 1792. The 
openwork backs of this set are carved with Prince of Wales' s 
feathers above a portcullis, the badge of the Westminster 
Fire Office, where the chairs have remained (,Chairs by Ince 
and Mayhew', by Christopher Hussey, in COllI/try Life, vol. 
IIO, December 21, 1951, p. 2090). In addition to the chairs 
and settees, the pier mirror, the original curtains, the side 
table, and the services of mounting the tapestries on the 
walls and on the seat furniture, which are treated in this 
catalogue and which were provided for the sixth Earl of 
Coventry's Tapestry Room at Croome, the firm supplied 
other goods and services to Lord Coventry, recorded in their 
bills. Among the papers now owned by the Croome Estate 
Trust there are twenty of these bills which describe furniture 
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sold to the sixth Earl and odd jobs performed by the firm 
at Croome and at the Earl's town house, 29 Piccadilly, that 
included laying rugs, hanging lanterns, papering walls, 
repairing furniture, and disinfecting and stuffing mattresses. 
The heading for a bill dated 1777-1778 lists others of the 
firm's activities: 'To Ince & Mayhew, Cabinetmakers, 
Upholders, Undertakers, Carvers, Gilders, & Manufac
turers of Plate Glass, at their Warehouses, Broad Street, 
Soho'. A pair of cabinets recently on loan from the Croome 
Estate Trust to the Iveagh Bequest at Kenwood, outside 
London, has been identified with '2 very fine Sattin wood 
& Holly Commodes, Neatly graved & Inlaid with Flowers 
of Rosewood' as described in Ince and Mayhew's bill of 
1765 to Lord Coventry. 
Besides the furniture authenticated by bills, other pieces 
have been attributed to the firm on the basis of correspon
dence with designs published in The Ulliversal System of 
HOllsehold Fllmitllre. These include a pair of mirrors at this 
Museum, accession numbers 55.43.1-2 ('Rococo and 
Formal Order in English Furniture', by James Parker, in 
The Metropolitall Mllsellm of Art BlIlletill, vol. XV, no. 5, 
January, 1957, pp. 129-133), and a mahogany stool formerly 
in the Winkworth collection (Georgiall Cabillet-makers 
c. 1700-1800, by Ralph Edwards and Margaret Jourdain, 
London, 1955, p. 74, fig. 160). 
The partners William Ince and John Mayhew were married 
to two sisters on February 20,1762, and the firm's name was 
carried in the London directories until 18I!, the year of 
Mayhew's death. 

Contemporary Documentation. The costs of making 
this set of furniture for the Tapestry Room at Croome 
Court, W orcestershire, are itemized in Ince and Mayhew's 
bill to Lord Coventry, dated October 5, 1769, one of the 
twenty bills of this firm now owned by the Croome Estate 
Trust. The six armchairs cost £77 8s, the two settees 
£56 lOS, while calico dust covers for the set cost £9 16s 8d. 
A second less expensive set of covers of checked material, 
costing £7 IS lId, with 'Stockings' for the legs of the furni
ture may have been provided against the hazards of trans
portation before the chairs and settees were packed in cases. 
The wording of the bill is as follows: '6 Large Antique 
Elbow Chairs, with oval Backs, Carv'd with Double husks 
& ribbon, knot on top, Gilt in the Best Burnish'd Gold, 
Stuff'd with Besthair, in Linen, Backt with Fine Crimson 
Tammy, proper for Covering with Tapistry in the Country, 
the patterns included. 2 Settees for Each Side the Chimney, 
richly Carv'd & Gilt, Stuff'd & Cover'd to match the chairs. 
10 Setts of Castors, with Screws, & fixing to the Chairs & 
Sofas. 41 White Shammy Skins, 3! Yards of Calli co 
Wrapper, Thread & making one Case, 5 more Cases for 
Gilt Elbow Chairs the Same. 12 White Shammy Skins, 8 
Yards of Calli co Wrapper, Tape, thread & making a Case 
for Settee, Another Case for the Same. 47 Yards of fine 

Crimson i inch Check at 22 d., Tape, thread & making 
Cases to the 6 Gilt Elbow Chairs & the 2 Settees, Compleat. 
51 Yards Ditto Check at 22 d., 51 Yards fine Scots Cloth, 
25 Yards of Boottape, thread & making Stockings to the 
6 Gilt Elbow Chairs & the 2 Settees.' 
The total cost for packing the six armchairs and cartage was 
£4 17S, itemized in the same bill from Ince and Mayhew 
under an entry dated November 18, 1769: '4 Close Cases 
Measrs 281 ft. I! Garden Matts, 16 ft Inch Deal Battens, 
24 Strong 2 Inch Screws 60 20d & 100 6d Nails, 500 tacks & 
3 Quire Whited Brown paper. To pack 6 Gilt Chairs & 
Cases, the Tripod Bason Stand, & moulding &c. Paid 
Cartage & toll, to the Bull and Mouth Inn.' 
The two settees were shipped later, the entry of the bill from 
Ince and Mayhew for their packing and cartage is dated 
April 20, 1770, and the cost was £4 5S 3d: '2 Close packing 
Cases Measrs 185 ft. 10 Garden Matts & packthread 15 ft 
Inch Deal Battens, 32 Strong 2 Inch Screws, 60 20d Nails & 
4 Quire Whited Brown paper. To pack the 2 large Gilt 
Settees. Paid Cartage & toll, with Ditto to the Inn. Mens 
Time, packing all the before mention'd Furniture.' 
The Bull alld Mouth 111/1 was on the site now occupied by the 
General Post Office at the corner of Angel and Newgate 
Streets ncar Saint Paul's Cathedral. In the eighteenth century 
it was a depot for goods which were to be shipped out of 
London (LOlldoll, Past alld Presellt, by Henry B. Wheatley, 
London, 1891, vol. I, p. 300). 
The expression 'the patterns included' which occurs in the 
first sentence of Ince and Mayhew's bill presumably signi
fies that the firm provided designs for the armchairs and 
settees, which were therefore not designed by Robert Adam. 
Comments. The ninth Earl of Coventry sold the tapestries 
on the walls of the Tapestry Room and the set of tapestry
covered furniture at some time between 1902 and 1904. 
Subsequently they became the property of a dealer in Paris, 
at which time the tapestry covers were removed from the 
chairs and settees made by Ince and Mayhew and put on 
modern French frames, carved and gilded in the manner of 
chairs and settees of the Louis XV period (fig. II). These 
were the frames which the Museum received with the tapes
try covers in 1958. Shortly before the Tapestry Room 
opened to the public in November 1959, the original frames 
were discovered in a warehouse in Paris, purchased by the 
Kress Foundation, and shipped to the Museum, where they 
were recovered with their original tapestry seats, backs, and 
arm rests. 
Ex ColI. The Earls of Coventry; private collection, Paris. 
Published. James Parker, M.M.A. Bulletill, November, 
1959, pp. 88-89, 'The Metropolitan's Room from Croome 
Court', by James Parker and Edith A. Standen, in Alltiques, 
vol. 77, no. I, January, 1960, pp. 81, 83; 'The Tapestry 
Room from Croome Court', by James Parker, in The 
COlllloisseur, vol. 147, no. 592, April, 1961, pp. II!, II3. 
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3 : Fig . 15 

P I ER MIRROR. English , 1769. 58.75. 131 

Measurements. Height : 8 feel, 9 inchcs. Width: 66 inches. 
GrealeSt depth: 9 inches. 

Description. The mirror is of carved and gilded pine. The 
crcsi consisis of a sca llop shell, ils surf.1ce carved in an un
dulating paltern, willI :111 elliptical cartouche o( bUnlished 
gilding SCi on the frolH Aanked by foliale scrolls. Delow Ihe 
crCSI a w reath o( burd leaves and berrics surrounds a disk 
carved in relief with a (em:de mask. its hai r tied in a bow on 
top with braids knolled l1llder its chin. T wo burcllea ( and 
berry garlands arc each swagged (rolll the base o( the scallop 
shell to a paterao( a lea( rosette surrounded by a bead and recl 
moulding at each corner o(the to p o(lhe mirror (ram e. The 
fom corm'rs take the (orm o( right angles, and the straight 
sides o( the frame arc recessed (rom the corners with 
quadrant-shaped cm ves. The quarter- round outside mou ld
ing o( the (rame is ca rved with a band o( leaves and the 
inside border with a cavetto 1II0uiding against the mirror 
glass within a convex moulding carved with ahernatin g 
jonquils and spiral ribbon bands: the ground of thc mirror 
frame Ix: tweell Ihe borders is carved with round-headed 
Aliling. A ram's head is carved in the celller o( the lo\\'cr ra il 
o( the frame. and t wO laurel lear and berry garlands arc 
each swagged over the ram 's horns to a palera o( a lea( 
rosetle surrounded by a beaded moulding at each corner o( 
Ihe lower rail. 

Signa ture. None. 

Artists. Dated bills document the mirror as the work of the 
firm o( lnce and Mayhew (or [he sixth Earl o( Coventry 
(sec under no. 2, and CON TIlMl'OUAR Y I) OCU MI:N TA
Tl ON). 

Contcmporary DOemnell [arjoll. The mirror cost £35 
according to the ent ry dated October 5, 1769, o( lt lCC and 
Mayhew's bill. The descriptions o( the SCI o( armchairs and 
settees and o( tllc original curtains also made for the Tapestry 
Room al CrOOlllc Caliri occur in the same entry o( Ihis bill 
which is headed 'The Earl o( Coven try To Ma yhew and 
Ince' (see CON TEM l' OR AR Y DOCUM Il NTATlON, under 
nos. 1,2 and 4). The ilelll describing the mirror reads:'A 
urge Archetect Pier (rame. Au ted. richl y Carv'd with 
Shdl, a ll tOp, Fcstoons & drops o( double husks, down the 
sides; GoalCS head at the bonom, Gi lt in the very best 
Double Burnish'd Gold.' 
By the end of that year the llli rror had been packed and SCII! 

oR' 10 C roollle. The COSt o( packing materials. labor, alld 
cartage to a depOl in London was £2 195 4d, as recorded in 
the same bill (rom Ince and Mayhew, under the entry dated 
December 9, 1769: ' A Strong packing Case o( I! Inch Stuff, 
Q t)' 133 ft. 3 Garden MaltS. 18 (t mong Banens, 20 6d nails, 
4 Quire Whited bronze Paper, 2. Qui re Brown Do. & pack 

15. l' il'r mirrnr (Clt. no. 3) 

thread, 10 pack the Large pief Class. Paid Ca rtage &. 1011, W 

tile Inn .' 

COlUllI cn ts. The lll (· ticulous steps in tht' process of W:l ttT 
gild ing with gold lea( 011 \\'ood were O(t (' 11 described in 
aCCOllllts o( the eighteemh cemllty. The lerm 'Double 
Burnish'd Gold' which occms in the bill (or the Museulll's 
pier mirror (sec CONT I!Mt'O IlAIIY DO CUMENT ATI ON) is 
hcst n:pbi ned und(' r the (k'(mition of gi lding in Thomas 
Shera ton's C/!J;m'/ D;(/i('''(I(Y. London. Iti03. p. 227 : 'Uut 
illllUSt be nOliced, that in laying a ll the gold leaf. 110 ",aler 
must be le(t under the gold. but it must Ix: blown alii. as 
II1l1Ch as the lIall1re o(the case wi ll ad mit 0(; or otherwise. 
when the COtlon wool is applied to burnish it w ith . the gold 
will rub of( A(ter thus burnishing. proceed to a second lay 
or coal o( gold as al the first, which w ill cover all the defects 
or Ihe (lrstla)' occasioned hy burnishing, and h:1Ving waited 
tilllhis second coat lx, dry, b1lrnish as bc(ort'; and i( there 
be any (Ie(ects o( gold . s1Ich places must be repaired. Some 
rccom lllend 10 have the work dOlle three times over, but 
twice will cia as well. i( care(ull y donl'.' 
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Ex ColI. The Earls of Coventry (sale catalogue, Sotheby's, 
June 25, 1948, no. 149). 

Published. James Parker, M.M.A. BIIl/ctill, November, 
1959, pp. 88, 89; 'The Metropolitan's Room from Croome 
Court, the Architecture and the Furniture', by James 
Parker, in Alltiqllcs, vol. 77, no. I,January, 1960, p. 81; 'The 
Tapestry Room from Croome Court', by James Parker, in 
Thc COlllloisscllr, vol. 147, no. 592, April, 1961, pp. II2, II3. 

4: Fig. 16 

SIDE TABLE WITH MARBLE TOP. The 
table frame, English, late eighteenth century. The top, 
English, with Italian and other marbles, 1759. 

58.75. 130 

Measurements. Table frame. Height: 37 inches. Width: 
601- inches. Depth: 3 I l inches. Marble top: Height: I fr. 
inches. Width: 6 I i inches. Depth: 33 inches. 

Description. The table is of carved and gilded pine and 
composition. The apron is set with rosettes, cast in composi
tion (see COMMENTS), fitted into a carved wood guilloche. 
The four front legs and two back legs have block capitals 
each set on the front and sides with oval composition rosettes 
above inward curving collars; each of the leg shafts is of 
inverted bulbous shape, carved with a band of falling leaves 
above fluting that tapers to a crown ofleaves above another 
inward curving collar, terminating in a pine cone foot with a 
collar of inverted leaves. The marble top is inlaid with a 
checker-board pattern of one hundred and seventy six 
squares of specimen marbles, set in a border of black marble. 
Some of the different squares of stone and marble are: gray 
and red granite, red rosso alltico marble, red and white jasper, 
dark red rallcc marble, pink rose quartz, purple porphyry, 
green and crimson heliotrope, green serpentine, orange 
Veronese marble, orange and violet Spanish brocatelle, 
golden and brown agate and onyx, yellow Siena marble, 
brown, grey and white ficllr dc p&hcr marble and Cerfon
taine breccia, black and gold Portor marble, black and white 
IIcro alltico marble, white Carrara marble, and blue lapis 
lazuli. 

Signature. None. 

Artists. A bill preserved among the papers of the sixth Earl 
of Coventry records that the firm ofInce and Mayhew (see 
under no. 2) provided a gilded table frame in 1794 for 
Lord Coventry, which may be identical with the Museum's 
frame (see CONTEMPORARY DOCUMENTATION). An
other bill, part of the same packet of bills now owned by the 
Croome Estate Trust, specifies that John Wildsmith made 
the marble top in 1759. Wildsmith may have been an appren
tice of the English sculptor and chimneypiece-carver, 
Thomas Carter (died 1795), for whom he probably worked 

setting up chimneypieces at Welbeck Abbey ill 1746. A bill 
among Lord Coventry's papers made out from John Wild-. 
smith and dated June 13, 1760, describes and itemizes the 
costs of two chimpeypieces, one of which may be identified 
with the Veronese marble chimneypiece in the Tapestry 
Room from Croome Court (see p. 31), while the descrip
tion of the other chimneypiece, carved with 'Turtle Doves 
in freze and festoons', applies to the white marble chimney
piece in the Library at Croome (Thc Architccturc oj Robert & 
Jalllcs Adam (1758-1794), by Arthur T. Bolton, London, 
1922, vol. I, p. 183). Another bill'in the same collection is 
dated May 21, 1763, and details Wildsmith's charges for 
another 'Statuary Chimney Piece for Croome', and for the 
work of polishing and re-setting chimneypieces. In the 
same year he was carving chimneypieces for Sir Richard 
Littleton's house in Piccadilly. A bankruptcy sale of 
Wildsmith's effects took place on July 31 and August I, 
1769, at his yard 'ncar St. James's Church, Piccadilly', and 
included chimneypiece tablets and '3 marble boxes inlaid 
with different sorts of marble' (Dictiollary of British Swlptors, 
1660-1851, by Rupert Gunnis, London, 1953, p. 432). 
Contemporary Documentation. The gilded table frame 
is of a later date than the marble top, and may have replaced 
a frame originally made for the top and subsequently 
damaged. Lord Coventry's bill from Ince and Mayhew 
dated May 17, 1794, may apply to the Museum's table, 
though the wording is not explicit: 'The Earl of Coventry. 
To Ince & Mayhew. 1794, May 17, a large Frame for a 
Marble Slab. enrich'd with patteras &c. on turned legs, 
neatly carved and the whole gilt in burnished gold £17 lOS. 
a green baize cover for the Slab with deep border and separ
ate do. for the six legs to tye and the whole lined with leather 
and bound complete £2 5s. a strong close packing Case, 
battens, screws, other materials ... packing do. and booking 
£1 12S 2d.' 

John Wildsmith's bill for the table top is datedJuly 28, 1759: 
'To a rich fineard Marble Table in squairs of all the Curious 
Sorts of Marble No 176 Sq in Do. to 41 Squairs Cut out and 
others fixt in these places £42 lOS ad. By paid for I square 
of La puis lazer and I Sq of Plumb pudding Stone £3 13S ad. 
To the Carthire for Table to the Bell in Wood Street 
Cheapside 5s.' 
The term 'Plumb pudding Stone' of this description 
could apply to any of the conglomerate stone squares set 
into the marble. The Bcll 11111 mentioned in the last sentence 
of the bill was on Friday Street offW ood Street in the Cheap
side district of London. It was a coaching inn which, like 
the Bill/ alld MOllth (see under no. 2), served as a depot for 
goods to be transported to the country. 
Comments. Decorations cast in composition, such as the 
rosettes of the table frame, occur on other late eighteenth 
century pieces of English furniture. Composition, which was 
a mixture of whiting, resin, and size, was poured into 
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moulds, and the casts tahll frolilthese mmrlds were applied 
10 furniture, an expedient which el iminated much of the 
carvers· work in the production offmniture. 
The tOp of the Museu m's table was made of imported 
materials by an English scu lptor. It has prcviousl), Ixt-n 
thought that all such inlaid marblc tOpS werc imported into 
England as finished products from abroad. Man), such table 
slabs were made in the eiglHeelllh century a l Ihe Ol'pdo 
ddIJ, Pi/'trI' Dlln' in Florencc and at the Gobcl ins manuf.1ctOf)' 
in Paris, and were imported frol\\ Ital y :l1ld France by Eng
lish collectors; 'The qlralit ), of marble table-tops W:lS :I 

slrbject which gre:ltly imereSled "ir/IIM; in the earl y Geor
gi:ln period, :lnd no trouble or expense was considered too 
great to procure r:l re speci mens from Italian p:llaccs' (TIll' 
Dic/i(J//{/ry oJEII.~lisll Fllfllilllfl', by tblph Edwards, London, 
'954, vol. 2, p. 297). This passion for Imrble slabs. and 
p:'lrlicularl y for those inlaid with speci men ll1:1rblcs, was 
shared by thc French : ·Le go ilt, on pOtlrrail dirc la passion 
du marbre, cst si develop!,c 3. cc moment, que les all1:1lCurs 
IlC se COnlelllelll plus "'a voir des tables el des desslls de 
meubles ell marbres !los plus prccicux; ils fom grou per sur 
nil mcme plateau un cchantillonn:lge complel de rous les 
marbres conllLrs. NOlls rdevons dans les AIIIIIIIIC/"S. I!lficill"s 
l'IIII'is dirJl'rs elu 18 novembre 1782la reclame suiv:mle: .'" 

V Il N t)IU" chez Ie sieur dc H( ~ri(,"m. ebenisle. f.1l1bourg 
Sa inI-Antoine, 2 cOl1llllodes de bois cI,· rose, orm:es de 
bronzes dores d'or llIoul l!, qu'on a achctl:cs:a Ia venll' de 
A·l,m·. hi IlUlrqllisr dl' Pm"/llldm,r. Il's dessus en marbre 
plaque sur pierre cit· Rome. formam Ia coll("Ct;on cOlllplell(, 
el aussi rare que precieu5C, de touS k-s marbrt-s d' halie, par 
comparti lllells en IOlanges regulirres, qui prodlliscnt Ie 
coup e]'n'ille plus v:lric el Ie plus agn:able .. ." Lc mi· l1lc 
journal. 11 130 da te tlu 13 avril 1784, {Ucr;l. comme hant en 
Vl'n te, clwz Mme. de Survey, nrc Saint-Paul. une tJble .. :a 
peti ls CJrreaux:, renfermanl une collection de toUS les rnarbrcs 
d' iulie." , (Diai'lIl1l11irl' dl, I'AllwlIMt'IIl1'1II 1'1 d,' III D'!(')rtllilm 
D1'Jwis If Xli i i' Sihft' jusqu'li N()s j mlrs, by Henry Havard, 
Paris, vol. 3, p. 6X5). Anolher table lOp of black I!l:lrbl l' set 
wi lh speci mcn marbles is described ill tir e s:l lc ofk- Bailli de 
Breteuil. Paris, J:llIllaf)' 16, J 7S6. no. 233 of the ca t:llogll(,; 
·Unc jolie Table, d'echa ntilloll de marbres :)tlliqIlC~ ,Ie 17 

ligm's en ca rre; composee de 1.1-4 morce:lllX diflrrens, 
sep:lr(:s & enc:ldres avec m\(· pel ill· b:lndc de ma rbre 1I0i r, 
aim; que ],cp:lisseur. qui porte IS lignes: 130 longeur totalt· 
26 pOliCes, sail lie 14 pouces 9lignes: dIe CSt posee sur Ull pied 
de bois sculptc & dore, forme de console, l bandeaux IIn;s 
avec pois, rubans & aLrtfCS ornellIens. &. pie{is callncll:s stir 
Ie dcrrk·re. Ha11terrr 33 porlces & demi.' 

L6. Side !able wi ll) marble lOp (Car. no. 4) 
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Comparable Examples. A carved and gilded side table 
frame with some carved motives similar to those of the 
Museum's table was sold at Christie's, December II, 1958, 
no. 74. The top for this table is a marble slab inlaid with 
patterns of a colored composition that resembles marble, 
called scagliola. 
A marble slab with squares of specimen marbles resembling 
the top of the Museum's table forms the top of a painted side 
table at Buckingham Palace, London (The Dictionary oj 
Ellglish Fllmitllre, by Ralph Edwards, London, 1954, vol. 3, 
p. 295, fig. 61). Other tops inlaid with specimen marbles 
appear on French furniture, and several such tops were made 
for writing tables signed by Martin Carlin (Sanunlung 
Stroganoff. Leningrad, sale catalogue, Rudolph Lepke 
Gallery, Berlin, May 12-13,193 I, no. 220; see COMMENTS). 

Ex ColI. The Earls of Coventry (sale catalogue, Sotheby's, 
June 25, 1948, no. 141). 

Published. James Parker, M.M.A. Blllletill, November, 
1959, pp. 89,90; 'The Metropolitan's Room from Croome 
Court, the Architecture and Furniture', by James Parker, in 
Alltiques, vol. 77, no. I, January, 1960, pp. 81, 82; 'The 
Tapestry Room from Croome Court', by James Parker, in 
The CO/Illoissellr, vol. 147, no. 592, April, 1961, pp. 112, 113. 

5: Figs. 17-3 I 

SET OF TAPESTRIES (13 pieces) known as the 
Tel/tl/res de BOl/cher, with medallions of mythological 
subjects symbolizing the Four Elements, made for a 
room at Croome Court, Worcestershire, England. 
French 1764-1771. 58.75.2-13 
For the matching furniture coverings associated with 
this set, see the following entry. 

Measurements. Three large panels: height 10 feet, width 
27 feet 3 inches (one) and 17 feet (two). Mirror surrounds: 
height 10 feet, width at base, IO feet 5 inches, width of 
portions with vases, 2 feet 6t inches each. Overdoors: 
height 5 feet It inches, width 4 feet 4 inches. Narrow 
vertical panels: height 10 feet I inch, width 17t inches; 
height 9 feet II inches, width 17 inches; height 9 feet II 
inches, width 33t inches (two). Over window panels: 
length 5 feet 10 inches, width 8i inches. 

Technique. Gobelins Manufactory, Paris; horizontal
warp 100m. 

Description. The material is wool, with details, especially 
highlights, in silk, tapestry-woven, 22-24 warps to an inch. 
Skilful use is made of slits to provide dark accents, especially 
in the background. 
The set consists of three large panels, made to cover three 
walls of a room from ceiling-cornice to chair-rail (figs. 17, 
20, 22); two panels to flank a mirror, with a band running 

under it, on the fourth (window) wall (fig. 24); two over
door panels (fig. 25); four narrow vertical panels for the 
spaces between the doors and the windows (figs. 26, 27), 
and two horizontal, very narrow panels to be placed above 
the windows. The last two are concealed by the wooden 
pclmets and are probably of later date. All the panels, 
except the last two, have simulated frames, in a rococo style, 
resembling carved and gilded wood; inside the frames is a 
ground in two shades of red with a foliage pattern, imitating 
a silk damask. On this ground, the three large panels have 
festoons of flowers and foliage above, and leaves and 
flowers, some tied in bunches with blue ribbons, at the lower 
corners. The flowers include red, pink, yellow, and white 
roses, pink and purple striped tulips, yellow hollyhocks 
and lilies, poppies, crown imperials, peonies, lilacs, carna
tions, etc. The largest panel, on the fireplace wall (fig. 17) is 
shaped so as to leave a blank rectangle in the center of the 
lower border, in which the chimney-piece is inserted. 
Above this is a large blue vase, with three cupids, holding 
garlands, in gold. It is flanked by flowers and foliage, with 
a basket of flowers and a blue ribbon, on the left side; 
there is a half-hidden green and yellow macaw on the right 
immediately below the vase, and a bird flying on the left 
above. On the lower border to the left of the fireplace are 
flowers and foliage, a golden pheasant, a squirrel, and a 
small bird, as well as a hunting horn, a gun, and a red net 
bag with dead ducks and other game birds (a trophy of the 
hunt): on the right are a red and blue macaw perched on a 
branch, two small birds, a target with an arrow driven into 
a central red heart, a quiver of arrows, a burning torch, and 
a bow (a trophy oflove), as well as leaves and flowers. This 
panel has two upright oval medallions with simulated gilt 
frames, supposedly hanging by pink cords from large gold 
nail-heads on the upper frame. All the medallions in this 
and the other panels cast shadows on the damask ground 
(the light supposedly coming from the upper left), and have 
sprays of flowers and foliage around the upper parts of the 
frames. The medallion on the left of the largest panel shows 
Aurora, goddess of the dawn, with the morning star in 
her hair, accompanied by two cupids, reclining on clouds 
and gazing at her sleeping lover, Cephalus, who has a dog 
at his feet; the scene symbolizes the element Air. The 
medallion on the right shows Vertumnus, god of spring 
and of orchards, in the form of an old woman, conversing 
with Pomona; the scene symbolizes Earth. The two large 
panels for the end walls of the room are duplicates (figs. 
20, 22), except for the subjects of the horizontal oval 
medallions. In the center of the lower border of each 
are blue bagpipes, resting on a shepherdess's large straw 
hat with a bow of red ribbon, and surrounded with leaves 
and flowers. On the left are three playing pigeons and a 
purple gallinule, the latter standing on an apparently pro
jecting turf; on the right is a small bird on a twig and a 
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17. T3pcsITY widl AlIl"gori.-s of Air (CfJl/UJ/m mill AU"'Ta) ~Ild Eanh (V,'WUIHIII$ ,It/d /" ',/WII(') (Cal. \1(>. 5) 

,~ . F/';\m;oi~ lioucht'r : C"I,/III/us "'ltl .... "fllra. P3ris, Louvre 

fl ying pigeon, as well as leaves and fl owers. In the spaces to 
either side of the medallions arc flying bi rds, three 011 OIlC 
side and twO on the other. One medallion shows Veil us, 
with Cupid at her side, descending fro m her chariot and 
approaching Vulcan; tWO Cyclopes arc seen in the smith )' 
behind him. T he scene symbolizes Fire. The other medallion 
shows NepUlIlt', brandishin g his trident , :lccompanied by 

19. I:nm;ois lJ(judu~ r ; ! "'rfIIllWUJ mill J>cmllll"'. Paris, Lm l\'rl' 

three cupids, leaping from his horse-<lrawn chariot Hl n'sctle 
AmYlllone, whose arm has ocen seized by a satyr : the scene 
symbolizes \Vau·r. Til e tWO panels that Aank the mi rror 
(fig. ;q) have l'ach a large Illauve va~', filled with leaves and 
flowers. standing on a upering gold ped('stal with rams' 
heads at the upper cOflwrs. These cast :l shadow Oil the 
damask grol111d. the ligh t supposedl y co min g from till' k-fl 



lO, Tapesrry wilh Allegory of Fire (I ''''WI ,tisi"'u.,! I/"/(lur) (Cal, no, 5) 

.!J. FrJIl{ois Iloudwr: F ... ",s ,tisilir,X Vrr/wlI. Vns..,i lks. GrJlld T rbuon 



11. Tapestry with AllcgoT)' or W:ttt'T (N<'JI /IIII<' rt"swi",~ Amyu",,,,') (Ca l. 110. j) 

2). Frall~ois Boucher: N,"/JlImt· ,nfl/ius lImYII!(lI/c. Vcrs.,illc~. Gralld Tri:tllOIl 
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.!4. T31wstry mirror surroulld (C~I. 110. j) 

III bod\ cascs. The ovcrdoor pands (fig. 1.5) have each a 
br~(' blul' and gold urn filled with It'avcs and Aowcrs. Two 
of til(' narrow \'cn ica l pands have dangling sprays of cherry 
kavcs and fruit (fig. 1.7) the mher. wider pair (fig . :!.6) have 
~ pra }"s ofl1owers and le:lVcs h:l11ging frolll a simulated go ld 
rill!;;. The tWO narrow bonk'n irllended for use :lbove the 
\\"in(lows have afchitecurralmou ldings in tan and brown. 

Condition. A J- incll slrip ill m'utr:ll toiles h:ls been added 
ill the Muscu1I\ to the right sid(' and an S-ittch strip to the 
left si de of the 1\\"0 panels of the ('nd walls, Thc pa ncl for 
the mirror-surround was reccived as two pieces with a bor
der strip 3uached ; as dispb ),ed itt the Museum. the border 
~ Iri l' P:lsses bdo\\' the mirror :I nc! is joined to the side panels: 
the space :lobovc ti l{' mirror ha~ 110 tapestry pand and has 

becn filled with alt imitation of the damask background. 
The narrow panels with cherry fol iage each show a break 
ill the damask background below the bonom leaf. A few 
minor repairs arc visible elsewhere, but very little f.'1 dillg. 
The tapestries were cleaned at the Museum. 

Sigll:l.furcs. Mecbllion of Vertumn us and POlll ona: F. 
BouclH:. P. 
Medallion ofNeplllne and Am ymone : BOllcher, Pi x,: s:r. rne 
panel. lower right corner: Nei lson. ex. 
Panel wi th Venus and Vulcan. lower righ t : Neilson. ex. 

Artists, The four llIeda llions on [he ,hree largest panels are 
after paimings by r rall(ois Doucher (1703- 1770). (figs. 18. 
'9.2 1.23). Boueher had a studio at thcGobclins Manuf.'1ctory 
frolll ' 749. where he produced twO large p:litll ings. L I· L f'I'I'r 
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25-Z7. Three t~pc5fry pandi (C~I. no. 5) 

and Lt' c,1IIr/li'r dll So/d, to be copied in t:lpestry for M me de 
POlllp:ldour, :lS wel l :lS twenty designs for furniture
coverings to be used with these han gin gs. From 1755 to 
1765, he was SlJfiIlSP" C/CIIf at the Manuf.1Cto ry. He m:lde 
three paintings for the series L.,s Amollrs des Diell.\· between 
1757 and 1761. His other work for the Manuf.1ctory con
sisted of subjects for medallions to be pl:lced ill clabor:lte 
backgrounds. The four such paintings used in the Croome 
Court t:lpestries arc 1I.·rtrWIIIIIS (//11/ Pm/JOII(/ (fig. 19) alld 
Aurora mill Crplllllm (fig. 18), both d:l ted 1763, now in the 
Louvre, :lnd Nepllll/I! IIlId AmYJJI(/lIc (fi g. 23). d:lted 1765, :lnd 
1I/' III1S mId III1/alll (fig. 21) now ill the Grand Trianon , Ver
sai lles, For later sets of similar tapestries, cleven other paint
ings by Boucher were used, four of wbieh were earlier 
work s not specifically made to be reproduced as tapestries. 
The Gobclins Malluf.1ctory inventory of 1792 also includes 
among its Boucher paintings '3 [ petits tableaux representant 
cles jt'JI.\" d'Ellfimls, tant o riginaux que copies.' T his body of 
work is very slilall, ('speci:l lly when com pared with the 
forty-five designs that Doucher made for the tapestry l1lallU
f.1cto ry at Bea uvais between [736 aud 1753; Mille de 

Pompado ur's tapestries havl' disappea rnl and the ll JJllllI'.~ dn 
Di"II.\' included subjects by other artists. The mcdallion Scts 
arc therefore known as the Tl'llIlIfI'S de HIIl/cI'I' r , sillce they 
arc f.1r and awa y the most importallt Gobl·l ins t:lpenries 
after this p:l illter. 
T he decoration of the C rOOllle Coun ta pestries, :lpart from 
the lIIedallions, is from designs by Maurice J :lcques (c. 
17 12- 1784). Jacques was the son of a IJIllrr/ltllld Illilll'lIr and 
studied at the Acadelll Y of St. Luke in Paris. He exhibi ted 
fl o wer paintings in the Salol1 of 175 4 alTd published books 
of decorati ve prillts; on the tirle-page of his Vns,'s NIlJ JI 'I'IIII,\', 

he is c:l lled . Pcimre et Dessillateur en Ia Malluf.1cture RO\'ale 
des Gobclins' alld all his NII/ II)/'IIU 1i1)(I ' ill' ( IISI'S, ' Peintr~ du 
Roy ell Ia manllf.1cHlre roya le des Gobl·lins.' His employ
ment at the Malluf.1ctory began ill 1756 alld cOlltillued until 
his de:lth. He produced a large Tlumber of designs for the 
decorative parts of tapestries, especially for those with 
T11ed:lllioTls after Doucher. 
The head of the Gobclins workshop ill which the CroomI' 
Court tapestries were made was Jacqtles Ncilson (c. 17 18-
1788) . Hc was of Scottish origin and was aillastcr weaver 



:!~. O il ,h'reh by Fr:m~ois lJo lieha ~ud M~urin' JKques fi) r ~ !'lp<.'srry p~l1d. 1758. PJris, Muso..'-' d .. "S Gobclins 

19- 30. T Wfl fllJl -5cak (ksigns by M3uriec Jaeqm:s for I ~ pl.~sr ry p~l1 c1s, 1762 . Paris, Mus6.! des Gohclins 
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at the Manu£'lctory from 1739 to 1750; presumably he had 
previously been a journeyman for four years and an appren
tice for six, according to the rule. In 1750, he became head 
of the workshop making tapestry on horizontal warp (bassc 
lissc) looms. By changing the method of copying the car
toons, he improved his product so much that it equalled 
that made on the upright warp (halltc fissc) looms of the 
other two workshops, while still remaining much cheaper. 
He was also concerned with the quality of the dyes used and 
was in charge of the dye-works from 1768 to 1784, as well 
as director of the apprentices' school from 1767 to 1783. 
The director of the Manufactory at the time the Croome 
Court tapestries were made was the architect,Jean Germain 
SoufHot (1713-1780). He studied at the French Academy in 
Rome and travelled in Asia Minor before becoming a mem
ber of the Academy of Architecture in Paris in 1749. His 
most famous building, the Pantheon, was begun in 1755, 
the year he was appointed head of the royal manufactories 
of the Gobelins and the Savonnerie, a position he held until 
his death. The first sketches of the designs that were to 
become the TClltllrcs dc BOllcher are noted as being 'faites sur 
l'idee de M. SoufHot' (fig. 28). 

Contemporary Documentation. 1758, August: Bill, sub
mitted by Jacques for a colored drawing of a border with 
ornaments, festoons, and medallions of flowers; an oil sketch 
of a border with ornaments, festoons, groups of scattered 
flowers, and three medallions, with the note, 'les sttiets des 
milieux ont ete £'lits cMs M. Boucher' (fig. 28) ; and a sketch 
in the same style, 'dont les sttiets des milieux sont faits par 
M. Boucher, lesquelles esquisses ont ete faites sur l'idee de 
M. SoufHot.' (Fenaille, Etat gCl/craf, Vol. IV, pp. 228, 229). 
1762: Bill submitted by Jacques for designs for frames and 
borders to oval medallions, and a colored picture, 'represen
tant un Apartement tel qu'il doit etre, avec les tentures de la 
tapisserie, Ie lit, Ie fauteuil, et Ie canape. Ce projet a ete fait 
pour disposer et faire decider les particuliers qui desiroient 
cet ouvrage enoncC.' Certainly related to the three large 
panels of the Croome Court tapestries is the entry for 'un 
tableau de 12 pieds de haut sur I I pieds 10 pouces de large, 
orne d'une moulure avec ses bordures trcs riches, peintes et 
feintes en or imitant la sculpture, sur laquelle bordure est un 
groupe de fleurs en guirlandes'. This design is preserved 
in the Musee des Gobelins, Paris (fig. 30). Related to the 
fireplace-wall panel and the overdoors is 'un autre tableau 
de 12 pieds de haut sur 8 pieds t de large, orne comme 
Ie precedent', which is also preserved in the Musee 
des Gobelins (fig. 29) (Fenaille, Etat <~cl/cral, Vol. IV, 
P·246). 
1763: Date on Boucher's paintings of Vcr til 11111 liS alld POIIIOlla 
(fig. 19) andAllrora mId Ccphaflls (fig. 18), now in the Louvre, 
from which two medallions on the Croome Court tapestries 
are copied. 
1763,January: Date on Adam's design for the ceiling of the 

tapestry room at Croome Court; this was not used (see 
entry no. I). 
1763, July 18: Letter from George James ('Gilly') Williams 
to George Selwyn, saying that Lord Coventry was about to 
leave London for Paris, 'to talk of tapestry and glasses'. 
(John Heneage Jesse, Mcmoirs of Gcorgc Sefwill alld his 
cOlltcmporarics, Boston, 1902, Vol. I, p. 255). 
1763, August 4: Letter from 'Gilly' Williams to George 
Selwyn, saying that Lord Coventry was talking of leaving 
for Paris the following week, 'to pass his time in buying 
glasses and tapestry' (Jesse, 01" cit., p. 265). 
1763, November: Bill submitted by Adam to Lord Coven
try for a 'Section for the Tapestry Room'. The design is in 
the Soane Museum, London (see entry no. I). 
1764, January: Bill submitted by Adam for 'Altering the 
French Designs of the Tapestry Room in Color', and for a 
'Design for finishing the sides of the Tapestry Room' (fig. 
3 I). 
1764: Date on Boucher's painting of Ncptllllc al/d Amymollc, 
now in the Grand Trianon, Versailles (fig. 23). The fourth 
painting, VCIlIIS alld VllfcaIl, also in the Grand Trianon, is not 
dated (fig. 21). Two of the medallions of the Croome Court 
tapestries are copied from these paintings (Fenaille, Etat 
gCllcraf, Vol. IV, pp. 234-236). 
1764, July 2: Record of sums due to Jacques for 'la distribu
tion et composition generale des alentours de deux tentures 
nouvelles des Efcmclls tableaux ovales de M. Boucher, 
fourny 6 grandes toiles' (Fenaille, Etat gCl/craf, Vol. IV, 
P·230 ). 

1764, August 18: Letter from 'Gilly' Williams to George 
Selwyn, saying that Lord Coventry was going to Paris, 'on 
the old tapestry account' (Jesse, 01'. cit., p. 292). 
1764, December (?): Bill submitted by Jacques for designs 
for borders, including one 'representant un oiseau de proie 
sur un gazon emaille de fleurs' (presumably the gallinule 
on the Crbome Court tapestries), one of 'trois oiseaux de 
proie vollants en l'air' (the flying birds on the Croome 
Court tapestries), one for 'une muzette ou trophee pastoralle 
avec les accessoires convenables au sttiet, un groupe des 
pigeons qui folastrent et des fleurs foncees et mises inte
mediairement pour lier la composition' (the lower border 
of the two end-wall tapestries), and one 'representant un 
vase orne avec des enfants en bronze dore, orne des fleurs et 
animaux, commc perroquets, oiseaux de differentes espcces' 
(the center of the lower border of the largest panel). One 
design, judging from its dimensions, was for the largest 
panel in its entirety; 'une toile de 27 pieds de long sur II 
pieds de haut des traits pris sur differents tableaux pour 
former une composition qui puisse faire un ensemble et y 
trouver les moyens d'y placer les augmentations necessaires.' 
The length given is almost exactly that of the Croome Court 
panel, the height a few inches less (Fenaille, Etat GCl/craf, Vol. 
IV, pp. 247, 248). 
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.II. Design by Hn[x"f{ Adam f,)r the T"I)('stry 1100111,1764 . london, SOlne MUs('U111 

t 765: Bill sublllim'" by Jacques for designs for borders, 
inclmling Olll' sltowiug 'un perroquet O tt 3.r3. de proportion 
011 lIe gr:artd~'ur naUlrdle' and its pendant; these were 
pre~utltably for dl{' Sl'Clions on ei ther side of the chim ne),
piece on thi..' largcsi Croome Court panel. AnOlher elllr )" 
'rcprt;~n[alll 1111 troplu:e d'Amollr, des :l.nimaux de dif
fcrcmcs eSlx'Cl.""S avec dl's ornements el amres aeccssoirl.'s, CI 
quatllit":s des Ocurs qui l'nrichisscnt e[ enchaincnt cclte com
posillon', was presumably for thc right side of the same 
panel (Fena ille. Elirl .~/II/'lIf, Vol. IV, PI'. 2-18, 2-19). 
1766: Bill submi lll'd by JacCJucs for designs for borders. 
including 'till \'a;t;e rl'lnpl)' dc Acms. pose sur unc gaine 
:llHiq llC Unlet' de brollze, painte ell fin d' or', presutll abl y for 
Ihe pallcls Aallkillg !Ill' mirror ill the Crool1le COlI rt room. 

Another elltry, ' line c1ulIe de Reun de 5 pieds de haUlcur', 
was presu mably for thc narrow panels between the windows 
and Ihe side-walls (Fenaille, £tilt ~I!h/{:'III, Vol. IV, p. 249). 
1766, December : Letter from 'GiIly' Williams 10 George 
Selwyn, who was Ihen in Paris, ask ing him, when he should 
wrile 10 Lord Coventry, (Q 'say somerhing ... about his 
lapeSlr)'. Write Ihe letter rarher osrensi ble, and I will read ir 
10 hilll'(Jcsse, oJ!. (i/ .• Vol. II , p. 112). 

1767, 17 J uly: Leiter frolll Neilson to the ComiC du Chaste let 
Lomonr, s,1)'ing, ' il reste quelque pieces de Tapisseries :. 
r.1irc passer:' Londres pour com pleter cclles que j'y ay 
l'IIvoye:. M. Ie Duc de Nonh ulllberland, l Mgr Coventry. 
j, Mgr Fife et ?!' M. Weddell ' (Fenaille. Elm ~1!111I1(rt1f, Vol. IV. 
PI" 263, 26.,). 
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1768, September: Bill submitted by Ince and Mayhew to 
Lord Coventry: 'To My going to Croome about the 
Tapestry ... .' 
1768: List of tapestries made by Neilson during this year 
for the Duke of Northumberland, Lord Coventry, Lord 
Fife, and Mr. Weddell: 'Cinq pieces de tapisseries; Trois 
petits panaux; Quatre dessus de Partes en tapisseries; Quatre 
feuilles de Para vent et un Ecran' (Fenaille, Etat gell era I, Vol. 
IV, p. 265). 
1771: Letters from Neilson to the Duc de la Vrilliere and the 
Comte de Guiche, saying that he wished to send to England 
several pieces of tapestry completing the sets that had 
already been delivered to Lord Coventry, Chevalier 
Bridgman and the late Mr. Beckford (Femille, Etat gelleral, 
Vol. IV, p. 265). 
1771, June: Bill submitted by Ince and Mayhew to Lord 
Coventry; 'Three Men's time at Croome putting up the 
Tapestry ... .' 

Comments. SeC( Introduction and entry no. I. 

Comparable Examples. The second weaving of the 
Telltures de BOllclzer is believed to be the set made for William 
Weddell between 1766 and 1771 (Fenaille, Etat gelleral, Vol. 
IV, pp. 268-270). It consists of three large panels, four over
doors, and two narrow panels. As compared with the 
Croome Court set, the medallions are differently placed, 
with the one representing Water showing another mytho
logical scene (from a Boucher painting dated 1766), the 
vase in the over-doors is of another type, the ground is a 
mauve-pink (largely faded to a pinkish tan), and the borders, 
though similar, show many small differences. It is still in the 
room for which it was made at Newby Hall, Yorkshire, 
England, owned by Major Edward Compton. (For the 
matching furniture-covers associated with this set, see the 
following entry.) 
Also between 1766 and 1771, a set was being made for Sir 
Henry Bridgman, with three large panels, three overdoors, 
and two narrow panels (Fenaille, Etat gelleral, Vol. IV, pp. 
271, 272). As compared with the Croome Court set, the 
subject of the Water medallion is different, the ornamenta
tion over the chimney-piece is simpler, there are trophies 
hanging on either side of the Fire medallion, the overdoor 
vases are of another type, the narrow panels show roses, and 
there are other, minor, variations. It is still in the room for 
which it was made at Weston Park, near Shifnal, Shrop
shire, England, owned by the Earl of Bradford. 
In 1768, a single panel with a medallion symbolizing Water 
(not used on the Croome Court tapestries) was made for 
Louis XV (Fenaille, Etat gelleral, p. 273). The piece was given 
to Neilson in exchange for two paintings by Boucher in 
1769; this was a contrivance to reduce the King's debt to 
him. It has not been identified, but was presumably used by 
Neilson in making up one of the other sets. 
A set for Sir Lawrence Dundas was made between 1766 and 

1769 (Fenaille, Etat eltelleral, Vol. IV, pp. 273 -276). There was 
originally one very large panel, which was later cut into 
three, so that the set now consists of thirteen pieces of vary
ing sizes. The backgrounds are gray damask, the medallions 
have different subjects and there are other major differences 
from the Croome Court tapestries. The set was made for a 
room at Moor Park, Hertfordshire, England. In 17114 it was 
moved to 19 Arlington Street, London, where it was hung 
in the ballroom. It was offered for sale at Christie, Manson, 
and Woods, London, on April 26, 1934 (no. 86 of the cata
logue), but was bought in, and is now at Aske, Richmond, 
Yorkshire, owned by the Marquess ofZetiand, a descendant 
of Sir Lawrence Dundas (information kindly supplied by 
the Marquess of Zetland). Four letters from Neilson, dated 
1767 to 1769, were offered for sale with the tapestries; in one 
of May 15, 1769, is the bill, which, for the set without the 
matching furniture-covers, amounted to over 21,000 livres 
(Arthur T. Bolton, The architecture oj Robert alld James 
Adam, London, 1922, Vol. II, pp. 294-298). (For the furniture 
covers, see the following entry.) 
Between 1772 and 1776, a set was made for Louis XV, and 
given by him to the Emperor of Austria in 1777 (Fenaille, 
Etat gelleral, Vol. IV, pp. 277, 278). It consists offour large 
panels only, with medallions showing Vert/lilli/US alld 
POlllolla, Aurora alld Cepltalus, and two subjects not repre
sented on the Croome Court tapestries. The frames are in a 
classical style and the borders are of a second type, more 
elaborate than those of the Croome Court examples. This 
set is now in the Austrian State Collection, Vienna. (For 
the matching furniture-covers associated with this set, see 
the following entry.) 
The set of four large panels now in the Louvre was made 
about 1770, probably for the Prince de Conde (Fenaille, 
Etat gelleral, Vol. IV, pp. 278-280; Pierre Verlet, Revue des 
Arts, 3rd year, 1953, December, pp. 243-245). The medal
lions show VertulllllUS mId POlliO II a, Aurora alld Ceplzalus, 
and two subjects not represented on the Croome Court 
tapestries. The frames and borders are of the second type. 
(For the matching furniture-covers probably associated 
with this set, see the following entry.) 
A set was made ostensibly for Louis XVI, but actually for 
Robert Child, in 1775-1776 (Fenaille, Etat gelleral, Vol. IV, 
pp. 280-284). It consists of a large panel with two medallions 
showing VertulllllllS alld POIIIOlla and Aurora alld Ceplwlus, 
a panel with a medallion of Veil us alld Vulcall, three panels 
with medallions of subjects not represented on the Croome 
Court tapestries, and eleven smaller panels. The frames are 
classical and the borders are of a third, extremely elaborate, 
type. It is now in the room for which it was made at Osterley 
Park, Middlesex, England, the property of the National 
Trust. (For the matching furniture-covers associated with 
this set, see the following entry.) 
Between 1775 and 1778, a set of eight large panels, with 
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classical frames and borders of the third type, was made for 
Louis XVI (Fenaille, Etat gel/era/, Vol. IV, pp. 285-289). 
Four of these were given by the King to the Grand Duke 
Paul Petrovich of Russia (later Czar) in 1782; they were in 
the Palace ofPavlovsk, near Leningrad, until after the Rus
sian Revolution, and are now in the possession of a New 
York dealer. Their medallions show VCI/IIS alld Vu/call, 
Allrora alld CCpl/(//IIS, VcrtllmllllS alld Pomol/a, and two subjects 
not represented on the Croome Court tapestries. The other 
four panels were given by the king to Prince Henry of Prussia 
in 1784; of these, a piece with two medallions of Aurora al/d 
Ccpha/lls and a subject not represented on the Croome Court 
tapestries and a piece with a medallion of NcptllllC alld 
Amymollc were in the Porges Sale, Galerie Georges Petit, 
Paris, June 18, 1924 (nos. 243 and 244 of the catalogue). 
The NCptllllC alld Amymollc panel was sold at the Galerie 
Charpentier on May 28, 1954, and was in a French private 
collection in 1957 (Stephane Faniel, ed., Frcllch art of thc 18th 
cCl/tury, Vol. I, 1957, p. 16r, fig. c). The remaining two 
panels had medallions showing cupids; one is now in the 
Rijksmuseum, Amsterdam (Rijksmuseum Blll/Ctill, Vol. 
IV, no. 3, 1956, p. 85, fig. 4), the other was in the Selig mann 
Collection, Paris, in 1900. 
Ten panels with the designs of the Boucher medallions 
(including the four subjects of the Croome Court tapestries), 
enlarged by the painter Juliard, but without borders, were 
made [or Roux and Lambert of Lyon in 1778-1779 (Fenaille, 
Etat gellera/, Vol. IV, pp. 289-291). Six of them, with 
VcrtHllI/lIIS alld Pomolla, Ncpt/Illc alld Amymollc, VCIIIIS (//Id 
VII/C(//I and three subjects not represented in the Croome 
Court tapestries belong to the Wi.irttemberg State Collec
tion and are exhibited at the Palace ofLudwigsburg (infor
mation kindly supplied by Dr. W. Fleischhauer). 
In 1783, a set was made for the third Duke of Portland 
(Fenaille, Etat geIlCra/, Vol. IV, pp. 292, 293). It consists of 
three large panels with medallions (all different from the 
Croome Court examples) and three overdoors; as there are 
no small pieces, these tapestries do not cover all the wall
space, and are separated by wood paneling. The frames 
and borders are of the third type. The set is now in the room 
for which it was made at Welbeck Abbey, Nottingham
shire, England, owned by the Duke of Portland. (For the 
matching furniture-covers associated with this set, see the 
following entry.) 
A set on a yellow damask ground was made for Louis XVI 
between 1783 and 1786 (Fenaille, Etat gel/era/, Vol. IV, pp. 
294,295). It consists of five panels, with frames and borders 
of the third type. Three pieces are in the French National 
Collections; one has two medallions of Vert/lilli/liS al/d 
POII/Olla and Aurora al/d CCpl/(//IIS, the other two have one 

medallion each showing subjects other than those in the 
Croome Court tapestries. A small piece from this set, with a 
medallion of a cupid, was burnt at the Gobelins Manufactory 
in 1871. The fifth piece has not been identified. 
After Neilson's death, his successor as clltrcprcllellr of the 
bassc-Ussc workshop, Michel Henry Cozette fils, made a set 
on the red damask ground (Fenaille, Etat gel/era/, Vol. IV, 
pp. 295, 296). Only three pieces are listed in the inventories 
of 1789 to 1792, one of which, with two medallions of 
subjects not represented in the Croome Court tapestries, is 
in the French National Collection. The frames and borders 
are of the third type. But three panels of this type are in the 
collection of the Duke of Alba, in the Liria Palace, Madrid 
(ColI//(/issallccdcsArts, no. 109, March 1961, p. 53). Two have 
horizontal oval medallions with NCptllllC alld Amymolle and 
VCIIIIS alld Vllicall; the third has an upright ovalmedallioll 
with Allrora alld Ccphaills and is signed 'Cozette fils, 1791.' 
A number of borders and medallions are listed in the Gobe
Hns records as being made between 1789 and 1806, but none 
has been identified (Fenaille, Etat Jtelleral, Vol. IV, pp. 296-
298). Boucher's medallions were adapted by Maurice 
Jacques ill 1772 to form the centers of a set of four designs 
known as the NOllvellc Telltllrc des Elemcllts (Fenaille, Etat 
cftelleral, Vol. IV, pp. 301-304). These are not known to have 
been woven in their original form in the 18th century, but 
the Gobelins Manufactory made a number of them in 1894 
and 1897. One of these, showing Allrora alld Ccpl/(/llIs, was 
owned by Mrs. Frederick Coudert, New York, in 1957. In 
1779, Clement Belle altered Jacques' designs so that a set of 
smaller pieces could be made for a private buyer. This is 
believed to be a set, with Neilson's signature, owned by C. 
Groult in Paris in 1900 (Fenaille, Etat gellera/, Vol. IV, p. 304). 

Ex CoIl. The Earls of Coventry; private collection, Paris. 

Published. Maurice Fenaille, Etat gelleral des tapisserics dc la 
malllifactllrc dcs Gobclil/s, periodc dll dix-Illlitiemc siee/c, 
dCllxiemc partic, Paris, Vol. IV, 1907, pp. 265-268, 299, pIs. 
facing pp. 266, 268, 272. 
Heinrich Gobel, Walldtcppichc, Dic romallischell Uilldcr, 
Leipzig, 1928, Vol. I, p. 188; Vol. II, pIs. 177, 182. 
Art NclVs, Vol. XXXI, no. 8, November 19,1932, p. 4; no. 9, 
November 26, illus. cover. 
Art Digcst, Vol. VII, December 1,1932, p. 12, illus. 
Alltiql/cs, Vol. 75, January 1959, no. I, p. 83, illus. cover 
(detail of pheasant). 
Edith A. Standen, M.M.A. Blll/etill, N.S. vol. XVIII, 1959 
(Nov.), pp. 96-1 I I. 
James Parker and Edith A. Standen, 'The Metropolitan's 
Room from Croome Court,' in Alltiqllcs, Vol. 77, no. I, 

January, 1960, pp. 81, 83. 
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6 : Figs . 32-40 
SE T O l~ TAPESTRY U PHO LST ERY for SIX 

ar1llcl!;-ti rs and twO settees, 1lIade to aCCOlllpany the 
tapestry w:"tll-pands of th e TCII/I1I'('s de 13ou(hl'l' in the 
T :l pcstry Room at CrOOlm: COllrt, Worecstcrshi rc, 
England . E:lch piece of furniture has four pieces of 
t:lpestry, for the b:lck, the se:lt, :lnd th e two :lr1ll-rests. 
With these flll"l1iture-coverings, :I cha ir-hack tapestry 
p:lt}(.'1 o f th o..: S:lIllC type was received mOllllted as :I 

fire-scrcl'n. Frcnch, 1766- 177 1. 58.75 .1 5-23 

Measurem ents. Chair-backs: height approx . 2 feet. width 
approx. I foot 10 inches; chair-scats: height approx. 2 feet 
4 inches, width approx. 2 fee t 7 inches; chair aOIl-rests: 
length appro .... . 10 indies, width approx. 5 inches. Sellee
backs: length approx. 5 feet S inches, height approx. 2 fel't 
2 inches; Sl' ttec-sea ts: length approx . (i feet .1 inches, width 
approx. 2 feet 5 indies; settct' ann-rests: length approx . II 
inches. wid th approx. S inches. ]land received in fire-screen 
fj'ame : height 2 fect 3 inches, greatest wid dl 2 feet? inch. 

Technique. Gobelins Mall llf.1Ctory, Paris: horizolltal
warp loom. 

Description . T he materia! is wool. with dl't';lils in silk, 
tapestry-woven. approxima tel y 2.J warps to an inch. The 
sli ts arc mostly dosed. There is litrle hatching. 
The grollnd for all the piecc~ is in twO shadl'~ uf rnl wi th a 
foliage design. imitating a silk dal11ask. Till' chair- :lIld 
settee-backs show Aowers and Icaws ga thered into bunclll's 
aud tied with ribbons. mostly stri ped. wi th brgl' bows: the 
sca ts and arm-rests h:we scattered Aowers and [caves. T he 
firc-scrl'l'n panel is simib r to a chai r-back. Except for twn 
dl1plicate scats (accession numbers 5,1( .75. 15 and t7) every 
chair-panel is diflc rent, though Ihe afill-rest panels in each 
case arc mirror- images or each od1('f. Thc scn el'S arc dllpli
cates. exccpt for til(' arm-rests, of which there arc t wo mirror
illlage pairs. The flowers include roses, convolvulus. holly
hock s, peonies, lilies, carnations, tulips, libc, (" tc .. ill shades 
of red, yellow, blue, pmple, pi uk. whi tl', etc. The- ribbons 
arc bhll'. yellow, white, pmple. red. (' tc. 

Conditi o n. SOll1e ofdl(' tapestri('s had been s[ibh dy dalll
aged w\1('n they we),e pbced 011 French fralll(,s and til l' cor
nl' rs or the settee COVCTS T('quired small repairs when tlll'Y 
weTe relllollnted 011 their origi nal En glish fralll es. SOllie 

pieces arc slightly worn. TIll' fire-screcl} panel had bn' lI 

P -H. Two :lrtnch:lirs with t;'\p"stry uphol S1~ ry (C:lt. uo. 6) 
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cnbrgcd when il was pu t in :llllodcm (ralll e: these additions 
hl VC been removed. It is slig lnl y worn :lnd repaired . 

A r tiscs. The l:lpCSlrics arc ([('signs after Maurice Jacques 
(sec entry no. j) and Louis T essiC'r (died 178 .. ). and were 
produced in the workshops of Jacques Neilson (sec emfY 
no. 5). Jacclucs produCl·d designs fo r (I1rnilUfc-covcrings, 
ll w:l)'s wi dl fl o wers, fr0111 ' 757 to 1777. 
Louis Tessier h:1<1 twO br0111('fs :l1ld a llcplu'w who were 
weavers:H the M:l1lllf:1Ctory. The firS[ pa Ylllent rccofc] cd to 
him is a sm all SIlIIl for completin g sollle designs by the 
Rower-pai nter Jean M arc l:adcy. who died in 1749. T essier's 
name is lil t'll often found:as a desig ner of borders; ill 1763. he 
is called ' pei ntrc de fl cm s aux Gobclins.' !-Ie m:ade:a c:arpet 
design for th e S:avol1l1t'rie in 1757. From 1760 to 1770, he 
:appe:ars :as :a (le~ign('T of furniwre-coverings, ofle l1 in COll

junctio n wi dl j :acqut's. from whose work his c:annOl be 
di~ t illguishl'd. Later he speci:alized in bordcrs. In 1774. he 
~u bmillcd :a bill for the dl.'Signs o f fo ur 1''''Iihl's, 'copies 
d':aprl's les :aleiHo urs dt's pieces de Dvm QUit/WI/I' ,' wh ich 
wae llI:ade fo r the M :ar<]uis de M:arigny the followi ng ye:ar; 
threc of these h:angings :ITe in the Nissilll de C :anlOndo 
M useum, P:ari ~, :and the fouTdl in the Michel COl1dch:all x 
Collectio n (Unio n Centr:ale des Arts Dccor:a tifs, MIJ$/~r' 

Nissim ric C mmllJi/o, P:aris, 1960, no. 232) . They show Rowcr 
g:arl:amls o n :a red d :a11l:lsk g round. Tessier's maS! imporc:llH 
task was the remooelling o f j acques' borders for the Tr'u
turr's 1ft' BVI/{her, wh ich he produced fro m 1772 to 1779. 
Several bex>ks of eng r:a vings after his dr:awings were pub
lished; o n the tide p:age he is called ' Pei lltfe <ill Roy po ur 
les Aellrs.' 

Co nrclliporar y D ocum entati on 
1760: Bill slIbmin ed by j accl ues for designs for :an arnlCh:air
back alld scat willt Rowers lied wit h a ribbon o n:a red (bmask 
g round. :md fo r a sofa-back :l.IId seat o rn:lI11ented 'de 
g ro uppcs et dc diffcrents jelS de Acurs' o n the same ground 
(Fell:aille, EIlIIghJt~ftl/. Vol. IV, p. 394). 
176 1: Bi ll submined by T essier for desig ns fo r coveri ngs 
fo r five :lolleh:airs with bOllquets of differelH Rowers o n a 
red damask g ro und, and four :a rm-rests w ith the same dccor
alion (Fenai lle, £tl l1 .~/"/rnl. Vol. IV, p. 394). 
1763: Bill subm in ed by T essier fo r designs fo r coverings 
fo r six arlllch:airs and for Ihe sides Umrl's) of :a sofa with 
bouq uctS of Aowers tied with :a ribbon o n a red da1ll:ask 
groulld (Fenaille, EMf .r.:rur'rrr/, Vol. IV, p. 395) . 
1767: Bil l submilted by Tessier for designs fo r coverings fo r 
fo ur armch:air-backs, fom scats, and four anll-rests: 'fond 
de damas cramoisy, Ics dossiers composee d ' un bOllqm·t de 
Reurs 1l0u~es d'un ruban, sur Ics fo nds cll'S Aeurs jctces 
ncgl igelll lllcnt', :d l o n a red damask g ro und (Fcn:aillc. Elm 
.~r:ur~flJ/, Vol. IV, p. 395). 
1761-(, Apri l : Bil l subrniltcc\ by Ince :and M:a yhew to Lo rd 
Coventry: ' Mo ullIing You r Lo rdships own Tapestry .. . 
o n :a Neat Redwex>d Claw .. .-
1769, OCt.: Dina: '6 Large Antique Elbow Ch:a irs .. . 
proper for Covering with Tapistry in the Country ... 2 

Sellces, .. to m:alch the C hairs .. .' (Sec Cillry no. 2.) 
177 1 , j une : Ditto : 'Th ree Men 's titHe :a1 C roollle !,u!ling up 
the TapcslrY. M:aking P:a per Case hangings for dino, 
SwAing and Coverin g. 2 settees :and 6 Ch:airs , fix ing Gilt 
Bo nier & Sundry OIher Jo bbs and going and Comi ng .. .' 

Comm en TS. Furniture upho lslery of these designs W3S 

made at the Gobcl ins M allllr.1CtOry to accomp:'III y an y sets 
o f tapeslry w:all panels w ith dam:lsk b:ackg ro llnds. As well as 
the TJ'IIwrl's dr' /3()juhcr, the Dml Qlli'\"Ofl' :and th e P()'fil~rt,S til'S 

Di!'",\" series were made wit h this backgrou nd . Designs fo r 
two SOr.1S (i ncomplete) , t wO sor.l-sides and fiftee n armchairs 
exist in the Mllsce des Co betins. Of these, tWO ch3i r-backs 
(fi gs. 3,5, 36) correspond exacd y w ith the backs o f the tWO 
C rOOUle Cou rt chairs (accession !lumbers 58.75.t5 and 
.:w; figs. 34, 33), except that the nearly square shapes of the 
desig ns have been ch:an ged to ovals; another (fIg. 37) shows 
the I'al(ern in reverse o f accessio n number 58.75, t B (fig. 12 ; 
Jules Cuiffey, 1-r'5 Mont·Jr·s r'/ fro Muse!' nt'S Gobi· fillS, Paris, 
n .d .• pI. 56, attribu ted to Loll is Tessier). T wo arlll-rests 
designs (prcsumably by Tessier, as Jacq ues was 1101 p:aid for 
maki ng :an y) :Ire also reproduced all tWO Croome Cou rt 



35- 30. D.'sil,'11S by M~uricc Jac'lucs or loui ~ Tcs!icr ro r tapcstr~· ch~irb~cks (r'gs. 34. B). l'~ri.I, Mus.: ... {\(o! Gobclins 

37. Design by M~lIrice Jac'lllc'~ or LOllis T('~s ier for la(X'5tr~' 

dlairlmck (tig. (2). Paris. MlIsCc des Gobdills 
J8. Design by Maurin' Ja((lueS or LOllis Te~sic r for IJP('s lr ~' 

chJirback (sc.· p. j()). I'aris, MlIsl'C dc's Gob-dins 
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chairs (accession numbers 58.75.16 and .17) (figs. 39, 40). 
Another design for a chai"rback corresponds to the panel 
later used on a fire-screen (Guiffrey, op. cit., pI. 57, attri
buted to Tessier) (fig. 38). There is no definite evidence to 
show that this panel was ever at Croome Court. Lord 
Coventry bought a screen from the younger Neilson in 
London in 1768 for fourteen louis, but the receipt, dated 
May 4, describes it as a 'figure representant Les Enfans qui se 
chauffe'. Possibly this was the piece mounted 'on a Neat 
Redwood Claw' by Ince and Mayhew in April of that year. 
There seems no reason to believe that Lord Coventry had an 
extra chair-back ell suite with his hangings and set of 
furniture-covers, nor that this piece was mounted as a fire
screen in the 18th century. 

Comparable Examples. A set of similar tapestry up
holstery for fourteen pieces of furniture was bought by 
the duchesse d'Enville in 1768-1769 (Fenaille, Etat ,(tel/eral, 
Vol. IV, pp. 36, 37, 396). The chair-backs arc nearly rect
angular, rather than oval, corresponding to the original 
designs of Jacques and Tessier. In 1924, it was in the Chateau 
de La Roche-Guyon, the property of the duc de La Roche
Guyon (Paul Jarry, Les allciells chateatlx de Frallce, 6th series, 
Paris 1924, pIs. 9-II). 
Sets were made from 1768-1770 to accompany the Telltures 
de Boucher supplied to William Weddell and Sir Lawrence 
Dundas (Fenaille, Etat gelleral, Vol. IV, p. 396). The former 
consists of upholstery for fifteen pieces offurniture and has a 
mauve pink ground to match the hangings. It is at Newby 
Hall, Yorkshire, England, owned by Major Edward 
Compton. The Dundas set has a gray damask ground to 
match the hangings and covers twenty pieces of furniture, 
designed by Adam. It was sold at Christie, Manson, and 
Woods, London, on April 26, 1934 (nos. 80 to 85 of the 
catalogue) by the Marquess ofZetland. Three lots, contain
ing eleven pieces of furniture, were bought by Mr. George 
Horace Lorimer and arc now in the Philadelphia Museum 
of Art (Fiske Kimball, 'The Moor Park tapestry suite of 
furniture by Robert Adam,' Apollo, Vol. 34, 1941, pp. 23-
25). Some pieces were bought by Mr. Launcelot Hugh 
Smith of Mount Clare, Roehampton, London, but their 
present location is not known (Christopher Hussey, 
Coulltry Life, Vol. 77, February 2, 1935, pp. II9-121). 
Sketches for bcd-hangings with a red damask ground were 
made by Jacques in 1759 for the Prince de Conde. They 
were executed in tapestry in 1769-1771 and at the same time 
upholstery of the Jacques-Tessier designs was made for 
sixteen pieces of furniture (Fenaille, Etat gelleral, Vol. IV, 
pp. 399-402; Pierre Verlet, Revile des Arts, 3rd year, 1953, 
December, pp. 243-245). The furniture-covers (on modern 
frames) arc owned by a New York dealer; one large and 
one small panel of the bcd-hangings arc in the Louvre. 
Louis XVI had a set made in 1776-1779 to accompany wall
panels of the Tel/tures de Boucher and the Portieres des Dieux 

on ,a red damask ground, given by him to the Emperor of 
Austria (Fenaille, Etat gelleral, Vol. IV, p. 396). The set con
sists of upholstery for fifteen pieces of furniture and is in the 
Austrian National Collection (Louis Reau, Vielllle, Paris, 
1932, p. 54). 
A set was made for the third Duke of Portland in 1783 to 
accompany his Telltures de Boucher (Fenaille, Etat ,(teIlCral, 
Vol. IV, pp. 396, 397). It consists of upholstery for fifteen 
pieces of furniture and is at Welbeck Abbey, Nottingham
shire, owned by the Duke of Portland. 
In 1784, a set was made for Louis XVI and given by him to 
the king of Sweden to accompany wall-panels of DOli 
Quixote with a red damask ground (Fenaille, Etat gelleral, 
Vol. IV, p. 397; John Battiger, Svel/ska Statells Sallllillg aJ 
vajda tapeter, Stockholm, 1898, Vol. III, pp. 59,60,68). It 
consists of upholstery for fourteen pieces of furniture and is 
in the Swedish Royal Collection. 
Sets were made for the Baron de Breteuil in 1785 and for the 
Prince-Archbishop of Salzburg in 1786-1787, which have 
not been identified (Fenaille, Etat gelleral, Vol. IV, pp. 397, 
398). The former consisted of upholstery for thirteen pieces 
of furniture and accompanied wall-panels of DOli Quixote 
on a yellow damask ground; the latter was for twelve 
armchairs. 
In 1786, Louis XVI had a set made to accompany wall
panels of DOll Quixote with a red damask ground, which he 
gave to the Archduke Ferdinand of Austria (Fenaille, Etat 
gel/eral, Vol. IV, p. 397). It consisted of upholstery for fifteen 
pieces of furniture and was in a royal villa ncar Florence 
before 1868, but has not since been identified. 
The furniture-coverings made for Robert Child in 1775 to 
accompany the Tel/tures de Boucher have nine chair- and 
settee-scats and arm-rests of the Jacques-Tessiers designs, 
but the chair- and settee-backs arc after Boucher's Jeux 
d'Elifallts (Fenaille, Etat-,gel/eral, Vol. IV, pp. 405-407). The 
furniture is at Osterley Park, Middlesex, England, owned by 
the National Trust. 
The Gobelins records indicate that several other sets, with 
red or yellow damask grounds, were made before 1789 
(Fenaille Etat gel/eral, Vol. IV, pp. 398, 399). Six armchairs 
with tapestry upholstery with a white damask ground were 
in the Lowengard Collection in 1904. Eleven armchairs and 
a settee with red damask ground upholstery were owned by 
Maurice Fenaille in 1907; one chair of this set is in the Louvre. 
An armchair with similar upholstery was in the Seligmann 
Collection in 1958 (Coll/wissallce des Arts, Vol. 75, May 1958, 
p. 96). A confidante settee and six armchairs, upholstered 
with red damask ground tapestry, were included in the 
Duke of Hamilton's sale at Christie, Manson and Woods, 
July 18, 1882 (nos. 1902, 1903 of the catalogue); the con
fidante settee is now in the Gulbenkian Collection, Lisbon. A 
set (marked L. C. Carpentier) of two settees, four be~~Cres, 
eight armchairs, and four sidechairs, upholstered in tapestry 
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wi dl :a blue d:alll:ask ground , w:as in the s:ale o( the Ihron 

L. d' lvry:at the G:alel'ie Georges Pe tit. P:ll'is, M:I }' 7-9,188 4 

(no, 307 o( the c:l t:lloguc) . Six :Irl1lch:li rs :Inc! :a scttce, 

upholstered in red c!:I!11:1sk g round I:lp~'s trr, fro m ti l{' Duke 

o fCumbcrl:and :Ind F M:lnnhcilller Collcctions, :Ire illlhe 

RijksIIlUSCIIIIl, AmSICrt!311l (C(lIldl'.~ us /'au "'krrlll'/fll, AIIl

stcn!3m, t95 2, no. 462, pI. 78). 

Ex Coli . The E:arls o( COVt'll l ry: priv:ltL' collection. P:a r is. 

Published. M:allTicc 1:L'Il:lillc. Elilf .~I~m~rII/ rll"J tilpisJl" ril's d,' 
h, mnluifnwlTI' ai's CI'/II"/iIIJ, p,~ril'at tI" dix-llllitit"lIlt' l'il~df, 
dl'uxi,"ull' porti," Paris, Vol. IV. 1907, p. 31)6, pl~. (:Icing pp, 

394. 396. 
Ed ith A. St:amll'll. M. !VI.II. H/lfl.·riu. N.s. Vol. XVIII , 1959 
(Nov .), pp. 79- 1<>9. See also L'lm)' no. 5. 

19--40. Designs by Luuis Tessier for rapc!fr y unHl'sn. Paris, MUsCe dt'S Cobdills 
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7a-d: Figs. 41-50 

SET OF TWO ARMCHAIRS AND TWO 
SIDE CHAIRS. French, about 1780. 

58.75.2 5-26,33-34 

Type. Palltellils a /a Reille or jalltellils lIIellb/allts. Chaises 
COllrmltes. Straight-backed armchairs were called jalltellils a 
/a Reille and stood against the wall in a formal room arrange
ment of the late eighteenth century. Smaller movable side 
chairs were often placed in a row around the center of the 
room and were called chaises COli ralites. 

Measurements. Armchairs. Height: 40! inches. Width: 
29! inches. Depth: 30~ inches. Side chairs. Height: 38.:. 
inches. Width: 24! inches. Depth: 24! inches. 

Description. The chairs are of carved and gilded walnut. 
The rectangular backs are carved on the sides with a leaf 
motive moulding, and on the front with an undercut spiral 
wreath oflaurelleaves around a bar and with a moulding of 
beaded and twisted rope motives which frames the up
holstered panels; the backs are attached to the seats of the 
chairs by carved inverted consoles. The depressed curves of 
the arms are carved with leaf motive mouldings on the 
sides and beaded and twisted rope mouldings around the 
upholstered arm rests, and the arms terminate in acanthus 
leaf volutes with oval rosettes on the sides. The curved 
receding arm supports are carved on the sides with leaf 
motive mouldings and on the front with falling laurel leaf 
and berry garlands terminating above the seat rail in acanthus 
leaf volutes with rosettes on the sides. The seat rails of the 
chairs project in front and are carved with similar spirals of 
laurel leaves with beaded and twisted rope motive mould
ings which extend along the front and sides. The square 
plinths of the seat rails above the legs of the armchairs are 
carved with rosettes on the front and sides, while the rounded 
front corners of the side chairs have similar rosettes with 
acanthus leaf and berry caps. The cylindrical legs have leaf 
motive capitals and laurel leaf and berry collars, and their 

61 

tapering shafts are carved with spiral trails of laurel leaves 
and berries in low relief terminating in crowns of acanthus 
leaves above plain convex mouldings and rounded feet 
carved with bands of petals. Except for the side chair acces
sion 11umber 58.75.34, all the chairs have their original slip 
seats with slitted sides, the inside edges trimmed with nails 
for changing the seat covers (see fig. 50 and COMMENTS). 

The removable upholstered backs of the chairs are attached 
by lugs which fit into the crest rails and by iron screws 
through the lower back rails (figs. 43, 44). For the present 
upholstery of these chairs, see under 110. 17. 

Signature and Marks. Each of the chairs is signed 
G+1Acon for Georges Jacob on the under side of the back 
seat rail (fig. 46). The under sides of the chairs bear a variety 
of collectors' marks and inventory numbers (figs. 46-49). 
These marks served to identify the chairs when they were 
moved and even specified the room to which they belonged 
in their owner's house, while the numbers probably corre
sponded to numbers on inventory lists prepared for the 
Orleans family (see EX COLL.). The marks of the set are as 
follows. Armchair, accession number 58.75.25: the numbers 
297, branded, and B 125, stenciled, with the stenciled inter
laced initials LPO, crowned, and the painted inscription 'de 
Pvre Paris Chambre a Balus .. .' (under the back seat rail, 
figs. 46, 48, 50), a modern sticker with the inscription 'M. 
Duveen Brothers 20-10-19' (under the left seat rail), the 
incised roman numeral VITI, indicating that this chair was 
originally the eighth of the set (repeated on top of each seat 
rail under the slip seat, see COMMENTS), the inked inscrip
tion 'Chambrea Balustrc', the name 'Ouvrard' written in ink 
on a sticker, the stenciled initials LPO, crowned, and the 
incised roman numeral VIII (under the slip seat, fig. 50). Arm
chair, accession number 58.75.26: the numbers 297, branded, 
and B 125, stenciled, the stenciled initials LPO, crowned, and 
the inscription written in ink on a sticker 'Chambre a 
Coucher' (under the back seat rail), the incised roman 
numeral VII, indicating that this chair was originally the 
seventh of the set (repeated on top of each seat rail undrr the 



.p - .p. Two armchain (Car. 110. 7) 

43- 44. Two ~idc chairs (C~c. no. 7) 



4; . Side chair (C31. 110. 7) 
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~bp \c:lt). till' )':lilltcd imcriprioll 'No 7 C h:lllllm: it Ihlllsrn.: 
ell b:lllt·. till' 1I :l 11l L' ·OllvrM.!· wri ttell in ink Oil a stickn 
((I g:. ~!)), dw ~tc I K;rl"d illitl:ll~ 1.1'0. crowIl e.!, a Hl'llcikd 
crown, :lilt! tl1l' IIlcisl'd r!lman 1]lI1ller:!1 VII (lIlldl~r the slip 
~l"1 t ). Side ch:lIr, acce~sillil Illllllber SS .75,Jj : the Illllllber 
~'J7. hr:ln.bl. !lnd II I ~7, , [mcihl. and thl' stcllcik·d initial ~ 
LIlO. Cr4l\l llt'd (Ilnder the back sea t rail). a modern sticker 
II 11 h the inkl''! Ill'CnpU()11 . Mn [)u WL' ll Bro thers ':::0- I O- I~ ' 

(li nder dll' left scat r:lil). the incised n ornan IlIlmnal Ill. 
IIldICHnlt-; th at till' t:hair II ,IS origlllally the third o f tlll' Sl' t 
(rel'eated n il t,ll' llr each Sl'at rail under the sl ip scat). th e 
p:Lll lled inscnptioll ·NIl. I C h:'lIllbrl';\ Ihlmtn: en halil', 
and ,tt'nelletl Will;'l), 1.1'0, crowned (under lhe slip se:l l). 
"i l.k- chai r. :lCCe~~iOIl l1umber jli.75.H : the IlI111lben297. 
br:luded, :L1ld B 127, Sll'IlCibl. th e ~tL' ll cile<l initi:l ls LPO. 
CTlJWnl'll. tilt' II :l1 lle., 'I 'otlssin n Le j eune' wri ncil ill illk Oil a 
Slider (undcr the back Sl':U r:lil, fit-;. ~ 7), :l lllodefll Slicker 
\\ IIl! thl' 1Il~ illsCnptil)11 'Mrs DII \'l'L' ll BrOlhcrs 20- 10- 1!) 
(L1u,k~ til ,' left sell r:lil), the inciscd ro111:l11 !1Lll1ler:l1 1111 , 

indi c:l [in~ tll:lt [his ch:lir W:l~ till' rOllnh o f the SCI (repc:lted 
011 top of e:ll:h SC:lt r;'lil tinder the slip se:lt). The modern slip 
sell ror this ch:lir bC:lrs 110 lIlarb, 

Arrists. The son of a f.1rlller, Ceorges jacob W:lS born in th e 
town OrChell ), nt':lr AII:'«cl'TC ill Bllrglilldy 011 jlll y 6, 17J9, 
A t till' age o f SCl'cn!('en he wellr to I):lris and bCg:lll:l11 :lpprell
ticcship \\' ilh the 1Il!'llUisia or l:hair-lllakcf j call- B:lptistc 
Leroll~c, He bccame :l 111:15ter 1!II'IIIIi,li,., nil1c YC:lrs btef 0 11 
Scpt('l11ber 4, 1765 . aile! SC t III' a shop 0 11 the rile dc Clery rOT 
thc prodllcti on of IIIt'l lIIiseri,', :l bf:'J.l1ch o r t:lbilll' t!11:lkil1g 
devOIed to the making of ch:lirs, t:lbles, beds and other 
fmnilU fe o r pbin woods, witho ut venel'1'ed surf.1c('s. 
Georgcs j:lcob l11:lrricd j C:lI1IlC Lo),,'r in 1767, ;'Ilid m o vcd ill 
1775 to the rile Mesh y ne:lr the Ponc S:li1H-Dellis, ill the 
1Ilf'lIIlisicrs' qU:lrtl'f o r P:lris, J Ie quickl y :lcquired :l brilli:l1H 
reputatio n and prov ided fllrllittl\'c rOT LOllis XV I :l IHI 
M:lrie-Amoincllc, for the killS'S siSler Madame El isabcth, 
for his broth ers, the Co mic Col' Provcnce :llld the Com te 
<I 'Anois, Ii)r the Prinel' de Condl:, the Pr~sidt'1H de MOll-
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50, Untll-niti<- of ~n ~rm(h~ir (C~t. 111l. 7) 

tholon, for the Russi:lll cou rt, the king of Sweden, the 
Elector P:lbtinc, the Prircess Kinsky, :lnd others, Through 
the internledi:lry of the dealer Dominiq ue Dagllerre, jacob 
su pplied chairs to the Prince Regent, thc flllllfe George IV, 
for Carlton I'louse, In his commissions fo r the French 
crown, jacob is known 10 ha ve worked from models 
supplied by jaccJllcs Condollin, who bore the title of 
rl rchill'(lI' 1'1 dcssillrlll'ur tiu Gafflc-/11('11bh' nl,/lI CIlUfmlllt' , :l11d 

frolll dra wi ngs by the artist Hubert Roben. The names of 
jacob 's collaboratOrs arc recorded 111 a bill paid for a chair 
del ivered to the Com te d ' Anois in 17il3: 96livres for j :lcob 
who assellibled the P:ll'tS of the chair , 274 livf('s for sCL,lptor 
Rode, who c:lTvcd it, and 320 livres for the gi lder, Ihmier 
{L'IIr1 till MI'II"'I' II J>(] ris (w XVllI .. Sit·ell', by Pierre Verlet. 
Paris. t958. PI" I 12-113), jacob Iltack chairs of 1l\ahogatl )' 
ill illlil'arion of English furniture. :l nd executed a sel of 
lll:lhogallY fUl'IIitlife inspired by tllt' amiql1e for the artist 
jac'lues .. Lo uis David's studio, whieh appea r as props in 
the arnst':; heroic canV:lS('S, Though denoullced for lack 
of patriotism, j acob comi llued in business through the 

Revolut ion, and produced fllrllitllfC frolll drawings of thc 
architect-designers Percier and Fontaine, He transfern'd 
property in his workshop to his SOlIS Georges j acob II and 
Frall~'o is-H ollorc-Ceorges j acob-Desl\laltn 011 April 13, 
1796. but was recalled by thc dea th of Georges II ill 1803. 
:tnd shared in Ihe managel1lent of the finn with his second 
sonullt il 18 13. He dit,d Oil July IS, 11\1-\, bu t (k-scendant s 
with the n:tm{' of j acob continued the busi11l'sS until 1:>:.17. 

Comm en ts, When a 1Ir1'lIl1isil'f madc a large sel of chairs, 
wi th man}' easily confused parts, hl' oftl'n marked the parh 
belonging to a specific chair wi th the sa me fOlIlal\ 1I11111('(al. 
Th(' chairs at til(' Museu m are marked wi th difierent S(' ts of 
numbers of this SOrt , TIll' 1Il1111ber VIII a ll an armchair l~ 
ev idenc(' that this SC I of fU l'll iture was originally larg('r. and 
consisled of al le:m eight pieces, possibly inclllding s('m'('s, 
T he rows of nails under till' slip scats of these chairs (fi~, 50) 
provided fo r the all:lcilllll' llt of difii.'rt'IH sets of covers. In 
the ('iglHcen th cclltury these covers W('fe often cilanged 
several times a yea r, sometimes to coincide wi th the s{'aSon5, 
Thc present embroidered satin covers aft' not original {(1 tll{' 
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chairs (see under no. 9), which must have been equipped 
originally with several changes of covers: 'Lorsque la 
garniture des Sieges est faite a chassis, elle est attachee sur ces 
derniers; de sorte qu' on peut en changer autant de fois qu' on 
Ie juge a propos, ce qui est un trcs-grand avantage, sur-tout 
dans Ie cas d'un appartement magnifique, dont on change 
plusieurs fois les meubles selon les saisons' (L'Art dll Mellllisier 
ell Mellbles, by M. Roubo, Paris, 1772, p. 623). The names 
'Poussin et Lejeune' written on a sticker under the seat of a 
side chair (see SIGNATURE AND MARKS, fig. 47) probably 
allude to an eighteenth century firm of upholsterers. There 
was a French upholsterer called Charles-Pierre Poussin 
who was active in 1786 and 1787 (Rapports d'Experts, 1712-

1791, by Georges Wildenstein, Paris, 1921, p. 178). Another 
upholsterer called Poussin lived at 54 rue de la Verrerie in 
the period of the French Empire (Frallfois-Hollore-Georges 
Jacob-Deslllalter, Ebelliste de Napoteoll et de LOllis XVIII, by 
Hector Lefuel, Paris, 1925, p. 42). 
Comparable Examples. A side chair formerly in the 
collection of Baron Maurice de Rothschild, Paris, carved 
with similar undercut laurel leaf spirals around the seat rails 
was provided by Georges Jacob for the boudoir of Marie
Antoinette at Versailles (Georges Jacob, Ebelliste dll XVIIIe 
Siecle, by Hector Lefuel, Paris, 1923, fig. 12). 
Ex ColI. Louis-Jean-Marie de Bourbon, Duc de Penthicvre 
(1725-1793); Louise-Marie-AdelaIde de Bourbon-Pen
thicvre, Duchesse d'Orleans (1753-1821); Gabriel-Julien 
Ouvrard (1770-1846); Louis-Philippe d'Orleans (1773-
1850) ; Marie-Clementine-Caroline-LCopoldine-Clothilde 
d'Orleans, Princess of Saxe Coburg and Gotha (1817-1907); 
Duveen Brothers. 
The inscription 'de Pvre Paris Chambrca Balus .. .' (fig. 46) 
identifies the chairs as the property of the Duc de Penthicvre, 
and designates the room where they belonged in his Paris 
house. This was the Hotel de Toulouse, on the rue de la 
Vrillicre ncar the place des Victoires, which contained a 
'chambre des balustres' on the ground floor, mentioned by 
Thiery in his description of the house (Guide des Alllatellrs 
et des Etratlgers Voyagellrs a Paris, by M. Thiery, Paris, vol. I, 

1787, p. 304). Several other inscriptions on the chairs qualify 
'Chambre a Balustre' with 'en haut' indicating that the 
chairs may have furnished an upper bedroom, such as the 
'Chambre de parade' or the 'Chambre a coucher' shown on 
the plan of the first floor of the house published by Jacques
Franc;ois Blondcl (Arch itectll re Frallfoise, by Jacques
Franc;ois Blondel, Paris vol. III, 1754, figs. 324, 326). There 
was, however, only one room with an indication of a 
balustrade on these plans, the state bedroom on the ground 
floor, labeled on the plan 'Chambre de parade', correspond
ing with the 'chambre des balustres' of Thiery's description 
published thirty-two years later. After the death of his son 
in 1768, the Duc de Penthicvre made over the right wing 
of the first floor of his house for the use of his daughter-in-

law, the Princesse de Lamballe, and it is also possible that the 
set of chairs was provided for her apartments. 
The possessions of the Duc de Penthicvre passed at his death 
on March 4, 1793, to his only surviving child, Louise-Marie
AdelaIde, Duchesse d'Orleans, the wife of Louis-Philippe 
d'Orleans known as 'Philippe-Egalite', and mother of 
Louis-Philippe, king of France from 1830 until 1848. The 
Duchesse d'Orleans was widowed in 1793 when 'Philippe
EgalitC' was guillotined, and was exiled from France, her 
property confiscated, in 1797. In the ensuing period the 
chairs may have come into the possession of a contractor and 
financier whose name appears several times written on 
stickers under the seats of the chairs (fig. 49). The name 
'Ouvrard' may be identified with Gabriel-Julien Ouvrard, 
a banker of the French Empire and Restoration, who owned 
properties which formerly belonged to the Orleans family. 
In 1814 these confiscated estates reverted to the surviving 
members of the Orleans family, who at some subsequent 
time recovered the set of gilded chairs by Jacob. 
The inventory numbers B 125 and B 127 stenciled under 
the scats of the chairs may refer to the Chateau de Bizy in 
Normandy, where the Duc de Penthicvre died in 1793, 
where his daughter lived until she emigrated, and to which 
she returned after 1814. The crowned initials LPO are 
inventory marks of the Orleans family (see following entry), 
while the branded number 297 has not been identified. 
According to a report published by Theunissen (Mellbles et 
Sieges dll XVIIIe Siecle, by Andre Theunissen, Paris, 1934, 
pp. 89-90), this set of chairs and the set which forms the 
subject of the next entry were given by Louis-Philippe to his 
youngest daughter Clementine, who married Prince 
Augustus of Saxe Coburg and Gotha in 1843, and subse
quently removed the chairs from France to her husband's 
estates in Austria. The chairs bear modern stickers with the 
inscription 'Mrs Duveen Brothers 20-10-19', which, if it is 
to be read as a date, indicates that the firm ofDuveen Brothers 
owned them by 1919. When published by Theunissen in 
1934 they belonged to Duveen Brothers in Paris. 
There is no reason to consider the four chairs of this entry 
and the pair of armchairs and settee of the next entry as a 
single set of furniture, though they were so treated in 
Theunissen's book and in the catalogue of the exhibition at 
Versailles. The pair of armchairs and settee, which are dif
ferent models and do not bear the inventory marks of the 
Duc de Penthicvre, were made as part of a separate set, and 
the two sets wcre latcr united in the Orleans collection. 

Exhibited. Chateau de Versailles, Versailles, Marie
Antoinette, Archiduchesse, Dauphinc ct Rcine Exhibition, 
May 16-Novembcr 2,1955 (no. 1021 ofthc catalogue). 

Published. Mellbles et Sieges dll XVIIIe Siecle, by Andre 
Theunisscn, Paris, 1934, pp. 89-90, fig. 34; James Parker, 
M.M.A. BlIlIetill, May, 1960, pp. 296-301. 
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8a-c: Figs. 51-53 

SET OF TWO ARMCHAIRS AND A SMALL 
SETTEE. French, about 1785. 58.75.30,31,27 

Type. Falltellils a la Reille or fa IItellils lIIeltblallts. Marqllise, 
cOllfidellt or tete-a-tete. The French title of marquise was 
applied in the eighteenth century to a canopy or tent of the 
sort sometimes called marquee today, and also to a large 
armchair which was placed near the fireplace of a room and 
was generally reserved for the mistress of the house (Dictioll
lIaire de rAlllellblelllellt et de la Decoratioll Depllis Ie Xllle 
SiccleJllsqll' a NosJollrs, by Henry Havard, Paris, 1887-1890, 
vol. 3, pp. 746, 747). 

Measurements. Armchairs. Height: 37~ inches. Width: 
28 inches. Depth: 29 inches. Settee. Height: 37! inches. 
Width: 37! inches. Depth: 28! inches. 

Description. The chairs and settee are of carved and gilded 
walnut. The rectangular backs are carved on the sides with 
beaded mouldings and on the front with recessed garlands 
between leaf motive mouldings, the garlands consisting 
of roses, forget-me-nots, poppies, daisies, primroses, and 
jonquils, tied with ribbon bow knots at the corners and in 
the centers of the crest and lower rails. The backs of the 
armchairs are attached to the seats by inverted consoles 
carved on the front with acanthus leaves. The carved side 
rails of the back of the settee join the plain seat rail which is 
concealed from the front by a squab cushion. The depressed 
curves of the arms of the chairs are carved with beaded 
mouldings on the sides and leaf motive mouldings around 
the arm rests, and the arms terminate in acanthus leaf volutes 
with oval rosettes on the sides. The beaded mouldings are 
suppressed on the arms of the settee, and the sides below the 
arms are filled with shaped panels of upholstery, their inner 
surfaces framed by carved leaf motive mouldings. The 
curved receding arm supports of the set of furniture are 
carved on the sides with beaded mouldings and on the fronts 
with twisted rope mouldings terminating above the seat 
rail in acanthus leaf volutes with oval rosettes on the sides. 
The seat rails, projecting on the front of the chairs and flat 
on the front of the settee, are carved with garlands of roses, 
forget-me-nots, poppies daises, primroses, jonquils and 
spiral bands of ribbon, between leaf motive mouldings. The 
square plinths of the seat rails above the legs of the set are 
carved with rosettes on the front and sides. The cylindrical 
legs have leaf motive capitals and twisted rope motive 
collars, and their tapering shafts are carved with bands of 
falling leaves above fluting and beaded reeding terminating 
in ribbed mouldings and rounded feet with inverted leaf 
crowns. The chairs and settee have their original slip seats 
with slitted sides and rows of nails for changing the seat 
covers, and the upholstered backs of the chairs are attached 
in the same manner as those of the furniture in the previous 

entry. For the present upholstery of this set, see under no. 17. 

Signature and Marks. The armchair number 58.75.31, is 
signed G + 1 A con on the underside of the back seat rail. The 
trace of the signature is almost obliterated by a layer of ochre
yellow paint. The other marks of the set are as follows. 
Armchair, accession number 58.75.30: the numbers 303, 
branded, and B 126, stenciled, and the stenciled initials 
LPO, crowned (under the back seat rail), the remains of a 
modern sticker inscribed 'Duveen' in ink (under the left 
seat rail), the incised roman numeral IIII, indicating that the 
chair was the fourth of the set (repeated on top of each seat 
rail under the slip seat), the branded number 303, two sets 
of the stenciled initials LPO, crowned, and the incised 
roman numeral IIII (under the slip seat). Armchair, accession 
number 58.75.31: the numbers 297, branded, and B 126 
stenciled, and the stenciled initials LPO, crowned (under the 
back seat rail), a modern sticker with the inked inscription 
'Mrs Duveen Brothers 20-10-19' (under the left seat rail), 
the incised roman numeral IIIII, indicating that this chair 
was originally the fifth of the set (repeated on top of each 
seat rail under the slip seat, see COMMENTS for the previous 
entry), the branded number 304, and two sets of the stenciled 
initials LPO, crowned (under the slip seat). Settee, accession 
number 58.75.27: the branded number 297, and the stenciled 
initials LPO, crowned (under the back seat rail), the stenciled 
number B 124, and the remains of a modern sticker in
scribed in ink 'Mrs .. Duveen Broth .. .' (under the front 
seat rail), the incised numeral II, indicating that the settee 
was the second of the set (repeated on top of each seat rail 
under the slip seat), the word 'Sallon' written in ink, a 
sticker with the ink inscription 'Salon No 2', and the incised 
roman numeral II (under the slip seat). 

Artists. For Georges Jacob see previous entry. 

Comments. The Museum received with the pair of arm
chairs and settee another pair of armchairs and a settee 
duplicating the originals, but made at a later date, probably 
by craftsmen working in the early twentieth century. The 
rails and slip seats of the duplicates are unmarked, and their 
seats and backs covered in the same material as the rest of the 
set. A sofa covered in this material was also received with this 
set (fig. 54). The carved decoration of this sofa includes 
motives taken from the chairs which are the subject of this 
and the previous entry, and must have been executed 
in the nineteenth century after the sets were united in the 
OiICans collection. The rails of the sofa bear the following 
marks: the branded number 197, the stenciled number 
B 122, and stenciled initials LPO, crowned. The tops of 
the seat rails under the slip seat of the sofa are unmarked, 
indicating that it was not numbered among the original 
pieces of either set (see COMMENTS for previous entry). 
The sofa is an example of a skillful copy of French eighteenth 
century furniture made in France in the nineteenth century. 
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Other examples of this sort offurniture have been published 
(Lcs Mcublcs Frail (a is du XVlIIc Sieclc, 1. MClluiscric, by 
Pierre Verlct, Paris, 1956, pp. 62-66, figs. 30, 31). For 
photographs and a discussion of the covers of these copies, 
see the following entry. 

Comparable Examples. The seat rails of a set of furniture 
at the Chateau de Fontainebleau are carved with garlands 
of flowers and spiral bands of ribbon similar to the corres
ponding carving of the Museum's set. The set at Fontaine
bleau is signed by Jacob and consists of a settee, a bergcre, 
four armchairs, four side chairs, a stool and a fire-screen 
(Mcublcs ct Siegcs du XVIIlc Sieelc, by Andre Theunissen, 
Paris, 1934, pp. 90, 91, fig. 36). 

Ex ColI. Louis-Philippe d'Orlcans (1773-1850): Marie
Clcmentine-Caroline Lcopoldine-Clothide d' Orlcans, 
Princess of Saxe Coburg and Gotha (1817-1907); Duveen 
Brothers. 
There are no certain indications that this set offurniture was 
made for the Orlcans family in the eighteenth century, for 
the crowned initials LPO which appear under the rails are 
probably inventory marks of Louis-Philippe d'Orlcans, 
king of France between 1830 and 1848. These marks may 
have been affixed to the set after the French Restoration in 
1815 and before 1830 since the open five-pointed crown for 
the initials LPO is that of a royal prince (see fig. 48 of pre
vious entry), Louis-Philippe's rank before he became king. 
The branded numbers 297, 303, and 304 have not been 
identified, but the stenciled numbers B 124 and B 126 
probably allude to the Chateau de Bizy which Louis
Philippe inherited from his mother Louise-Marie-AdclaIde, 
Duchesse d'Orlcans, at her death in 1821 (see previous 
entry). 
This set of furniture and the set made for the Duc de Pen
thicvre described in the previous entry were united in Louis
Philippe's collection, for both sets bear his inventory marks. 
Both sets later fell to the portion of Louis-Philippe' s youngest 
daughter, Princesse Clcmentine, who removed them to 
Austria after her marriage to Prince Augustus of Saxe 
Coburg and Gotha, where they were acquired in the early 
twentieth century by Duveen Brothers (see previous 
entry). 

Exhibited. Chateau de Versailles, Versailles, Marie
Antoinette, Archiduchesse, Dauphine et Reine Exhibition, 
May I6-November 2, 1955 (no. 1021, fig. 27 of the cata
logue, illustrates armchair). 

Published. Ktlllstc!!cselzielztc dcs Mobcls, by Adolf Feulner, 
Berlin, 1927, p. 675, fig. 600 (illustrates sofa, a. later addition 
to the set, erroneously stated to be signed by Georges Jacob, 
see COMMENTS); Mcublcs ct Siegcs du XVIIlc Siec!c, by 
Andrc Theunissen, Paris, 1934, pp. 89, 90, figs. 33, 34 (illus
trates settee and sofa); James Parker, M.M.A. Bullctill, May, 
1960,pp.297,299,301 . 

9: Figs. 41-45,51-59 
THREE EMBROIDERED W ALL-HANG
INGS AND MATCHING UPHOLSTERY 
for sofa, two side-chairs, six armchairs, and two small 
settees. French, about 1785. 58.75.24-37 

Measurements. Hangings: accession number 58.75.35, 
height 10 feet 7 inches, width 6 feet 8i inches; accession 
numbers 58.75.36 and .37, height 10 feet 6 inches, width 
6 feet II inches. 
Furniture covers: sofa, back panel, height approximately 
1 foot 10 inches, length approximately 6 feet; arm-panels, 
greatest height approximately I foot 4 inches, width 
approximately I foot 10 inclles; seat cushion, width approxi
mately 2 feet, length approximately 5 feet 6 inches, height 
approximately 7 inches. Side-chairs, back panels, height 
approximately I foot 4! inches, width approximately I foot 
4 inches; seat panels, greatest depth approximately 2 feet 
3! inches, greatest width approximately 2 feet 4! inches. 
Armchairs without cushions, back panels, height approxi
mately I foot 4! inches, width approximately I foot 5! 
inches, arm-rest panels, length approximately I foot, width 
approximately 6 inches. Armchairs with cushions, back 
panels, height approximately I foot 7! inches, width approx
imately I foot 6! inches; seat panel, width approximately 
4! inches, length approximately 6 feet I inch; cushion, top 
panel, greatest depth approximately I foot 9! inches, width 
approximately 2 feet, side panel, height approximately 6 
inches; arm-rest panels, length approximately I foot, width 
approximately 6 inches. Small settees, back panels, height 
approximately 1 foot II inches, width approximately 2 feet 
4 inches; seat panel, width approximately 1 inch, length 
approximately 2 feet 8! inches; cushion, depth approxi
mately 1 foot 8 inches, width approximately 2 feet 8 inches, 
height approximately 9 inches; ann-rest panels, length 
approximately 1 foot 1 inch, width approximately 6 inches; 
side panels, greatest height approximately 1 foot 2 inches, 
greatest width approximately 1 foot 8 inches. 

Technique. Silk chain-stitch embroidery on white silk 
satin. 

Description. The three hangings are alike. Each is made 
from three widths of satin, embroidered in what are now 
pastel shades of pink, blue, green, lavender, yellow, and 
white, with shadows and accents in black. Each has four mo
tives arranged vertically in the center: a crested, blue-necked 
bird feeding its young in a nest (fig. 56); a tambourine and 
pan-pipes (fig. 57); a basket of flowers, chiefly pink roses 
(fig. 58); and a bagpipes, a shepherd's crook, and hat 
ornamented with a pink ribbon (fig. 59). The basket hangs 
from the tambourine by a pink ribbon, the bagpipes from 
the basket by a blue ribbon. Swags and sprays offlowers link 
all the motives and fill the rest of each panel; they include 
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roses, lil ics-of-thc-v:l licy. tulips, poppies, lilac, ca rn:Hions, 
cOIlV01Vlllus. :l1lcl o ther flowers. A bo rder of w inding 
pink roses and lilics-o(-dlc-vallcy fill s a ninc-inch-widc 
border round each panel. It springs frolll bvcndcr aC:llllhus 
scrolls:1t (';'\ell corner ; on the t WO panels where the lower 
bor<icr is in its origin:!l condition, the center is marked by:1I1 
upright rose. The border h3S an inner and an outer frame of 
sl:lluil1 g Ic:l.v('s lying :lCroSS :l b:llld with small circles in the 
middle; a ll the (WO 111ld:111l:lgcd lower bo rders. the leaves 
ch:'II1 gc dire-c rion in the CCntl'r. No upper borders show these 
n:flllclllclHS and the acanthus scro lls at thc upper com ers arc 
:l.1I111uribted. 
The ~of:t (fig . 54) h:ts :t b:tgpipes Illotive in the cem er of the 
back. wi th slJJ:l1I strips from allOfher section of a hanging 
added at each end: there is a border 0 11 three sides. The sca r 
is pieced fr01ll slllall scraps and a bo rder, but is largely wi rh
Ollt l'mbroidny. as it is covered by thecl1shion. This has the 
bird'~ ncst motive. with about 1.~ inches lllo re of the design 
:tbove it than appea rs on the han g in gs : it is edged with a 
bordcr. The ann pands arc pit·ced fro lll frnglll etHs. 
T Ill' side-chairs (figs. 43. 4.1) have backs showin g a g roup of 
ro~e~ and ot her Rowers with their own o rig inal borders 
repea tin g those of Ihe hangings on l sllIaller scale. These 
hlVl· bl·cn slightly folded and altered to fit the chairs. There 
is III upright rose in the center of the upper border. a 
dlngling One in the center of th e lower border. The corner 
acanthus scrolls arc pafect. The scats show a tilted basket o f 
Aowers wah l si milar border. with twO aClnthus scroll 
corners only. The upright edges of the St'ltS arc IlIldt, \11' of 
joined sect ions o f a bo rder. 
Four of the armchlirs (lccession numbers 5tI.75.29- 32) 

(fi gs. 52 and 53) have each a bagpipes motive on the back 
panel: there is a border all around , similar to the o thers. bur 
on twO of the chlirs (accession nl1mbers 58.75.29 and .30) 
(fig. 52), it is of a simplifIed (Iesign, poor color, lnd coarse 
stitchery. The SClts of three of these armchairs (accession 
nU1llbers 58.75.29, .30 and .32) (fig. 52) have a molive 
thlt docs not lppear on the hangings, a blue bow and 
dangling Aowers; on one chair (accessionnl1l\1ber 58.75.30) 
(fig. 52) it is in its origi nal condition , bl1t on the other 
twO it has been altered. w ith some re-appl ying lnd sonte 
reworked sections. It is edged with a pieced border, 
which has also been used for the arm-rests. The fourth of 
thesc aTmchli rs (lccession number 58.75.31) (fig. 53) has 
ano ther motive that docs not appClr on the hangings on its 
scat, a rose-bunch with a swag ofAowers below; the rest of 
its upholstery is similar to that llsd on the othcr three 
chairs. The tWO remaining armchairs (acccssion numbers 
58 .75 .25 and .26), (figs. 41, 42), each of which has a large, 
rcmovable cl1shion . have back Jllllc1s of l tIlft of Aowcrs 
with their own original borders, sligh tl y fo lded to fir the 
chair-backs. The cl1shions have center pands of a basket of 
Aowers with their own o riginal borders : the upri ght pMIS 
of the cl1shions, the cdges of the SClts, lnd the arlll-TeStS arc 
made up of pieces of borders. 
The simI] settees (fig. 5 I) have each ,he tambourine 
lllotivc in lItc center of the back panel; the surround
ing borders, in one case (accession llumber 58.75.27). (fig. 
5 I). lre made l1p of two different widths of the same design. 
Thc cl1shions have the bini's nest motive, with some applied 
sectiolls from other parts of a hanging and SOllle reworked 
detai ls. The cushions, the edge of the scat, lnd the ann-rests, 



55. ELllbroidered wall-hanging (Cal. 110. 9) 



56-57. Details from embroidered wal.1-hanging (Cat. no. 9) 



58-59· Det3ils from embroidered wall-hanging (Cat. no. 9) 
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are made of sections of borders. The sides of the arms arc 
mostly identifiable as portions of hangings, except for the 
inner panel on one chair (accession number 58.75.27), which 
has the blue bow and dangling flowers motive. 

Condition. One satin width on one hanging had almost 
completely perished when the pieces were received at the 
Museum; the embroidery on it had been re-applied, in 
parts inaccurately. It was removed and the embroidery 
was re-applied to a piece of modern white satin, tinted to 
approximate the present color of the other widths. 
All the hangings have been cut down at the top. The centers 
and corners of the upper borders do not correspond with the 
lower ones and have possibly been put together from side 
borders of other panels. The satin grounds are somewhat 
darkened and there is some minor damage throughout. 
The satin of the upholstery is darkened and in many places 
perished, worn, split, darned, and patched. The embroidery 
of both hangings and furniture has faded, but is otherwise 
in good condition, except for some re-applied portions. 

Marks. Ink inscription on a concealed portion behind the 
lower border of a hanging (accession number 58.75.36): 
' •• 0 36 les deux bordures faites s' eparement par la Ro . .' 
(remainder illegible). Ink inscription on a concealed portion 
of the upper border of another hanging (accession number 
58.75.37) 'eonore Melissaret plein .. .' (remainder illegible). 
These inscriptions arc presumably records made by the 
embroiderers, indicating how much each worker had 
completed. 

Artist. The design is in the style of Philippe de la Salle 
(1723-1804). This artist was a pupil of the painter Sarrabat 
in Lyon and also studied in Paris, probably with Franc;:ois 
Boucher and Jean-Jacques Bachelier, the artistic director of 
the Scvres manufactory. He returned to Lyon before 1748 
and became the most prominent designer of woven silk 
fabrics, including several executed for Catherine the Great. 
He was ennobled in 1776 and received a gold medal for his 
work in 1783. 

Comments. From the types of coverings used on the sofa 
and chairs, it appears that the upholsterers had the following 
material at their disposal: 
I. Four chair-backs, of two designs, with their own bor
ders, and four panels, all alike, with their own borders, 
probably intended for chair-scats. (Used on the armchairs 
accession numbers 58.75.25 and .26 and the side-chairs, 
figs. 41-44). 
2. At least five hangings, similar to the three that remain 
intact. These had not then been cut down as much at the 
top (see description of sofa). On these panels, or on other 
material of the same type, were two other large motives, a 
rose-bunch with a swag offlowers below (used twice, on the 
sofa and on the armchair accession number 58.75.3 I; fig. 53) 
and flowers hanging from a blue bow (used five times, 

on the armchairs accession numbers 58.75.29 .. 30 (fig. 52) 
and .32 and twice on the small settee accession number 
58.75.27; fig. 51). Portions of hangings, including the nine
inch-wide borders, were used on each piece of furniture. 
3. A border similar to that of the hangings, but only six 
inches wide. This was used on four pieces, the sofa, the arm
chairs accession numbers 58.75.25 and .26 (figs. 41, 42), and 
the small settee accession number 58.75.27 (fig. 51). 
4. A similar border, 4t inches wide. This was used on every 
piece offurniture; one length measures 71 inches. 
5. A similar border, 2t inches wide. This was used on two 
armchairs (accession numbers 58.75.31; fig. 53; and .32). 
6. A poor copy of the last border, used on two armchairs 
(accession numbers 58.75.29 and .30; fig. 52). 
If the bed in Cleveland was upholstered at the same time, 
there were apparently at least seven large hangings available, 
so that the set originally would have consisted of ten or 
more. How many pieces of furniture were intended to go 
with them, it is impossible to say, but there were at least 
four chairs, a bcd, and a fire-screen. 
The extraordinarily clean appearance and brilliant colors of 
protected parts of the embroidery, either at the top of the 
hangings where they were irregularly cut and portions con
cealed by the present border, or on the furniture where 
covered by cushions, etc.; the use of what are probably side 
borders for the upper borders of the hangings; and the 
curious assortment of material available to the upholsterers 
(great lengths of some borders and a shortage of others, 
insufficient panels made originally as chair-covers, etc.) all 
suggest that a large quantity of this embroidery, possibly 
from a never-completed order or one already partially 
depleted by withdrawals, had been put in storage, possibly 
for a long period, before it was used. A parallel instance 
would be the brocaded material bought for Louis XVI in 
Lyon in 1790 and placed in storage until it was employed 
to upholster Marie Antoinette's bed at Fontainebleau, 
which was used by the Empress Marie Louise after her 
marriage to Napoleon in 1810 (Pierre Verlet, Le Mobilia 
royalfrall~ais, Paris, 1945, pp. 95-99). 
The history of the embroideries before 1927 is obscure. In 
that year, the sofa, as it now appears, was illustrated by 
Adolf Feulner (KlIIlstgescllichte des Mobcls, Berlin, 1927, fig. 
600). In 1934, Andre Theunissen, in his Mel/bles et sieges dll 
XVllle Siecle, Paris, 1934, pp. 89, 90, quoted a memoir 
concerning the embroideries, then mounted as they are 
today, by the Princess Clementine, daughter of King Louis
Philippe. His text reads: 'Brode par Marie-Antoinette et les 
dames de la Cour, d'aprcs les cartons de Philippe de la Salle, 
vers la fin du XVIIIe siccle, donne par Ia reine a Louis-Jean
Marie de Bourbon, duc de Penthicvre ... , il porte l' estam
pille dll chateau de llizy ... , la fille de duc de Penthicvre 
Marie-Louise-Adelatde epousa Ie duc Louis-Philippe-Joseph 
d'Orleans. Aprcs Ia mort dll duc de Penthicvre, ses biens 
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parmi lcsquels lc chatcau dc Bizy ct lc mobilicr dc la rcinc 
dcvinrcnt 1a posscssion dc 1a famillc d·Orleans. lc roi dc 
Francc Louis-Philippc. ne dc ccttc alliancc. herita donc dc cc 
mobilicr. Afin dc conscrvcr lcs bicns d·Orleans. dans ccttc 
branchc dc la famillc. lc roi Louis-Philippc avant son acccs
sion au tronc (cn 1830) cn fit don a scs cnfants. Sa plus jcunc 
fillc Clemcntinc dcvint proprietairc du chatcau dc Bizy ct dc 
l' amcublcmcnt; cllc sc fiant;:a au princc dc Saxc-Cobourg
Gotha. Napoleon III. confisqua lcs bicns dc 1a famillc 
d'Orleans cntrc autrcs lc chatcau dc Bizy. Mais la princcssc 
Clemcntinc parvinta sauvcr la plupart dcs objcts precicux ct 
dumobilicr dc Bizy parmi IcsqucIs lc famcux amcublcmcnt 
dc la rcinc Maric-Antoincttc. Ellc lcs transporta cn Autrichc 
Otl cIlc vecut aprcs sonmariagc. ct ccs mcublcs orncrcnt alors 
lc palais dc Cobourg a v crnan [sic]. residcncc principalc dc ~a 
famillc du princc Augustc dc Saxc-Cobourg-Gotha. Aprcs 
la mort dc 1a princcssc Clemcntinc cn 1907. son fils Augustc 
herita du mobilicr. il nc survecut quc quelqucs mois a 1a 
mort dc sa mcrc. ct lc lCgua a scs fils.' Thcunisscn addcd that 
thc princcss includcd in hcr mcmoir a statcmcnt that con
firmation of thc origin of thc cmbroidcrics might bc found 
in thc papcrs of thc Pcnthicvrc and dc Lamballc fami~ics. Hc 
also mcntioncd pmllleallX IlllIrallX of thc samc cmbrOldcry. 
Thc wholc of this mcmoir. as rcproduccd by Thcunisscn. 
obviously cannot havc bccn writtcn by thc Princcss Clcmcn
tinc. as hcr dcath in 1907 is mcntioncd. Morcovcr. thc first 
scntcncc of thc mcmoir. with cxactly thc samc indications 
of words omittcd by thc copyist. appcars in thc rccord of 
anothcr sct of furniturc with cmbroidcrcd upholstcry. 
showing thc fablcs of La Fontainc and now in .thc collcct~o~ 
of Sir Chcstcr Bcatty (Cataloguc. Maric Antolllcttc Exlubl
tion. V crsaillcs. 1955. no. 748). Thc attribution of thc Krcss 
cmbroidcrics to Maric Antoincttc and hcr ladics is cxtrcmely 
improbablc. as thc workmanship is clcarly profcssional. TI~c 
rcst of thc history. though truc to somc cxtcnt of thc furm
turc framcs (scc cntrics nos. 7. 8). cannot bc substantiatcd 
for thc cmbroidcrics. Thc charactcr of thc upholstcry on thc 
18th. 19th. and probably 20th-ccntury componcnts of thc 
sct is prccisely thc samc; thc poor imitation of thc narrowcst 
bordcr. for cxamplc. appcars both on an armchair with thc 
Orleans mark (acccssionnumbcr 58.75.30. fig. 52 attributcd 
to Jacob) and on anunmarkcd armchair (acccssionnumbcr 
58.75.29). Thc most rcasonablc assumption is that thc 
cmbroidcrics wcrc not placcd on thc furniturc until thc 
cntirc sct. as now constitutcd. had bccn asscmblcd. prcsum
ably in thc carly twcnticth ccntury. It rcmai~s possiblc that 
thc cmbroidcrcd hangings and a largc quantity of unmadc
up matcrial of thc samc typc had bccn in thc posscssion of ~hc 
Orleans ['unily and was acquircd by Duvccn Brothcrs wIth 

thc furniturc. but thcrc is no cvidcncc to support this assump
tion. 

Comparable Examples. A bcd in thc <?lc~el~nd Musct.lln 
of Art. Clcveland. Ohio. is upholstcrcd 111 sundar matcnal. 
Thc covcrlct was apparcntly originally squarc. with an 
adaption of thc bagpipcs motivc. but it has bccn cnlargcd to 
makc it oblong; thc rcst of thc upholstcry sccms to havc 
bccn takcn from at lcast two hangings similar to thc Krcss 
cxamplcs. cut down at thc top at thc samc placc in thc dcsign 
(Clevelalld Mllselllll BlIlletill. Vol. XLI. 1954. Junc. pp. II8-
124). . 
Thc Mctropolitan Muscum owns an cmbrOldcrc~ lcaf for a 
firc-scrccn (35.123). ell suite with thc Krcss plC.CCS;. thc 
tcchniquc and matcrial arc thc samc ~nd th~ dcslgn IS an 
adaptation of thc flowcr-baskct motIvc. wIth thc .samc 
bordcr that appcars on thc hangings and thc ft~rmturc
covcrings (M.M.A. BlIlletill. Vol. XXXI. 1936. Apnl. p. 89). 
A covcrlct of thc samc dcsign. but cmbroidcrcd upon a 
diffcrcnt matcrial (gros de TOllrs). is owncd by thc Mobilicr 
National. Paris. and is uscd on Maric Antoincttc's bcd at thc 
Pctit Trianon. V crsaillcs (Erncst Dumonthicr. Le Mobilier 
Natiollal. Etoffes et tapisseries d' alllellblelllellt. Paris. n.d .• pI. 
55). A sct offurniturc. including a b~d. with.upholstc:y of a 
similar dcsign cmbroidcrcd on thIS matcnal •. was. 111 thc 
inventory of thc Comtc dc Provcncc at V crsalllcs 111 1787 
(Cataloguc. Maric Antoincttc Exhibition. V crsaillcs. 1955. 
no. 1021. mcntioncd). 
A hanging cmbroidcrcd with -a similar dcsi~n. with. thc 
bagpipcs motivc at thc top. was in thc c?llcctIon ofPrlllcc 
Paul Dcmidov and was sold at thc Palals dc San Donato. 
Florcncc. March 15. 1880 (no. 66 of thc cataloguc). A chair 
covcrcd with similar matcrial and somc fragmcnts arc mcn
tioncd in thc cataloguc. A somcwhat similar cmbroidcr~d 
hanging. without thc tambourinc motivc. of unccrtalll 
datc. was owncd by a London dcalcr in 1956. .. 
Scvcral brocadcd silks arc known with thc samc. or sU11llar. 
motivcs. and somctimcs with similar flowcrs and foliagc. 
Thc dcsigns of thcsc arc usually attributcd to Philippc dc la 
Sallc (M. T. Schmittcr and F. Guichcrd. Philippe de Lasalle. 
Lyon. 1939. pI. IX; COIlIJaissallce des Arts. Vol. 82. 1958. 
Dcccmbcr. pI. facing p. 140). 

Ex CoIl. Possibly Louis-Philippc d'Orleans (1773-1850). 
King of Francc; Maric-Clemcntinc-Carolinc-LCopoldinc
Clothildc d·Orleans. Princcss of Saxc Coburg and Gotha 
(1817-1907); Duvccn Brothcrs. 

Exhibited. Scc cntrics nos. 7. 8. 

Published. Scc cntrics nos. 7. 8. 
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10: Figs. 60-62 

CA 13 [ N ET wirh a central conlpartlllcnt and twO 
sidc conlpa rtlll C]HS. French, 1765- 1770. 58.75. J 22 

Typ e. Cmlllll(>dl' ,/ mm;gllurcs. The terlll (OHHH()i1,. describing 
a ('hest of drawl'fs origi naf('d in France in thc early eightecnth 
celHury: II is here used \0 designa te a c:Jbinet of the s:J mc 
(;)],111 as such a chest. 

Mcas urcm en ts. I-!eight: 36~ inches. Width: 64 inches. 
Dt'pt h : ,;!.!~. inches. 

Descr ipti on . The cabinet is of o:J k to which ebony veneer 
and Japalll'se black and gold lacq uer p:Jnels ha ve been ap
plied : till' interior lllar'li leiry is of tulip-wood :Jnd pllrplc
woo(l. T he shaped top is of bTl~ccia marble. Thc sides o f the 
cOllllllllde converge sligluly to the front. and the center of 
th e front projt'cls in a shallow curve corresponding to th e 
cl'ntral cOIllpanmcnt of the cabinet , while the twO doors of 
the l:Jtcral comp:Jrtnll' IHS on elK' front and the [wo sides of 
the cabinet arc sligl1l1)' ho llowed. Under the top. the frieze 
i) SCI with five lIIat and l>urnished gi lt bronze horizolltal 
1II 0 Ulll S of double dusters of laurel leaves and berries tied 
in the middle wi th ribbon. above the five divisions of the 

cabillet. The back stiles and c l1lted front stiles arc fitted :H 

the top with Illat and burnished gilt brollze corner mOlillts 
of volutes with acalHhlls sprays overlapping the marble, 
above tapering llI otives of single leaves terminating in 
sa olls with leaf and berry pt·ndanrs. The vertica l edges of 
the stiles arc fini shed with gilt bronze twisted rope mould
in gs joined to the volu tes with acanthus flowers. Th e five 
lacquer p:lIlcls of the from and sides :Jre fralll ed by lllat and 
burnished gilt bronze grooved mouldings, the fralll e for 
the cenlral panel of th e front hav ing ro undcd inner corners 
set with triangular oak It'af clusters. The three panels of the 
deors in front are lacquered with vases of flowers and leaves 
in different shades of gold on black grounds: the vase of 
rh : central door stands 011 a block which rests on grass 
(arriee! Ol1t ill aventllrille lacq ucr, and Ihe vases of the side 
doors are placed in patches of oriental landscape. The lacqucr 
panels on the sides of the cabinet consist of sprays of exotic 
fruit and leaves carried out in recl, brown and gold lacquer 0 11 

a black ground. A gilt bronzc gadrooned lllouiding ex tends 
alon g the front and sides of the cabinet above the pr~jcCling 
apron which is fitted with a mouldin g of overiapl)lng 
piasters in terrupted by the stiles which are set wi th diamond 
motives. The lower edge of the apron is fn:ished with a 

(,0. C abill l'{ (Cal. 110. 10) 
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61. X-ray of the bcqun 011 the ce!Hr~1 door of thl' ('abin('! (Cal. 110. 10) 

plain gil t bronze moul ding, beveled at the top, replaced 
along the section nudn Ihe ccntral compartment by a 
matching brass moulding. The mat and burnished gilt 
bronze sabots consist of scrolled acanthus sprays. The top 
an d side edges of the three doors arc veneered with purplc
wood, and the backs of the doors aTe mar'luetried with a 
larricc-work of purple-wood on a ground of ru lip-woo<l. 
Each of the three co mpartmen ts behind the doors of thl' 
cabinet is fined with an oak shelf. 

Cond ition. The red and yellow Aeckcd breccia marble top 
is nor original to the cabinet, which probably had a more 
richly figured and colored slab (Q heighten the eA'('cr of 
black 1ac'lller. When cabinets or commodes of this sort were 
com missioned (Q decor:lte specific rooms in the eigh teen th 
century, their tOpS were genera ll y carved of the sa me Inarble 
as the chim ney piece of the room. Apart from their decora
tive value, marble tOps resisted water-stains better th:lll 

mar'llletry, and were made for this purpost': 'ces COIIIIIIOd('s 
SOIH stlrmontces ... pIlls ordin:liremcllt de tables de lIl:lrbre, 
beallcoup moins slijetteS aux taches.' (E"C)'c/!tpMit· (III /Jic
fiOlll/llire I~II;S(JIIII!I des SCi(,IIC1'J, dl's ; Irls 1'1 dt'S JH tllicrs, Ncu
chate l. vol. x, 1765. p. 139:1.) 
T he lower edge of the apron below ti l(' celHral door of the 
c:lbine! is flll ished with :I strip of brass cut to resemble the 
gilt bronze moulding which extends along the resl of the 
apron, and is a replacemem for a gilt bronzl· apron mount of 
the sort which appears on COllI parable pieces of furniwrc. 

Signat uTe. Signed with the initials B.V.R.B .. lightly 
struck and inked on the top of each back COTIIl'f of the 
cabinet. ullcilT the ll1:1rble (fIg. 62). Each sign:ltllrc is accom
panied by tWO sets of rhcjoined initials JM E of dIe c~binct
makers' jury, similarly st ruck alld inked . 

Artists . Probably by 13crnard V:lll Risenbllrgh III (see under 
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no. 29). Relatively few pieces of furnimre signed with the 
initi:lls B.V.R.B. :ue datable on the b:lsis of style as bte as 
1765- 1770. Si nce Bcrnard Van Ri senburgh II died sOl11e 
lime before Febru:lry 1767, :lnd Ill:ly be prcsllllled to have 
transferred 1Il:lllagelllcilt of the workshop 10 his son before 
this time, it W:lS prob:lbly Bernard III who excwtcd the 
woodwork of th e Musculn's c:lbillet. 

6.::. Sigll:lIIlT<' 011 dlC cabinl"t (Cal. 110. 10) 

Comlll ents . Thc fivt, Japanese bcquer p:lncls of this cabinet 
Ill:ly h:lve been p:ln of a chest or other piece of orient:ll 
fllfllirure which was dismembcred to provide bcqller for 
French c:lbim'tlllakcrs. Dealers usually supplied thesc 
p:lllds to c:lbilletlll:lkcrs for re-setting, and the instancc is 
r('corded offivc bcquer panels 011 twO Chinese black lacquer 
c:l binets described ill the sale ca talogue of Ihc salc of the Duc 
d'Aulllont's eRects in 17R2, which werc bought by the 
dealer C harles Darnaliit and re-set on a commodc signed by 
Marlin Ca rlin which wasdclivered by Darnauh for Madame 
Victoi rt' :It thc Cha teau de Bdk-vue in 1785; this commode 
i~ now ill thc Louvrc (' I.e COllllllerce des Objets d'Art et 
Il's Marchands Merciers a Paris au X Vllic SiecJc', by Pierrc 
Verlet in Ali/wIn, E{(IlIlJIllil'5, SIJcih/s, CilJilisntiolls, 13e 
Annee. no. I, J:ulUar},- March, 1958, p. 18). French work
lIIell of the tillle were :lble to remove lacquer from its 
original matrix :lm\ re-set it on str:li ght oak panels, or they 
could acbpl it to curvcd p:r.nels such as the $idc doors of the 
Museum's cabinet. When the panel of the central door W:lS 
l'X:lmilll'd under X-r:ly at the Musellm in February 1959, 
il wa~ discovered th:lt the bC'lLler flower bouquet of the 
cl'ntral door was origin:llJy less profllse and bckcd sprigs 
ami !eaf tcndrils (fig. 61) which wcre :ld,!cd in thc techniquc 
ralk,d j:r.panllillg, prob:lb!y at thc timc when the pands wcre 
rc-set in the c:r.billet. J:!panning or p:li1l1ing in imitation of 
orielltallacquer \\':lS widdy practiced in Europe in the second 
h:llf of the cigh t('t'll th cell rur}' (sec under no. 29) . 

Compa rable Examples . A similar black :!Ild gold lacquer 
cabinet and :I pai r of Ill:lrching corner-cupboards. signed by 
U. V.1Ul .. were sold frum the collection of Ihron [ epic, 
Calerie George~ Petit, June I fl, 1897, nos. -H and 45, and 
were sllbseqlle1Hly in the collection of the Marquise de 
Gan:! y (LI' Slyll' LOllis XVI, M,lililicr t'l DI~((}f(lli!JlI, by 
S{'Ylll0ur dt' Ricci, SUlttg:lft, n.d., p. (90). Thest' pieccs now 

belong to:r. private collector in Paris who also owns another 
compa rable c:!bi net from a different source (Paris FUTlJilllrc 
oj the J\II(l5/('r tlll~J/isll 'S, by Charles Packer, Mon mouth , 
1956, fig. 72). There is furthermorc a pair of smaller bbck 
:r.nd gold lacquer cabincts signed b>' I3.V.R. B. , wi th similar 
1ll0l1lllS, ar thc Frick Collection, Ncw York (Tile Frick 
CJI/C(f;OIl, Frl'lId, FH",ill"': liflhc E(l!hll'l'lif/J CClllllr)" by 
Gaston Briere, vol. IX, 1955, pp. 65 - 67, fig. 23). Two pai rs 
of lacquer corner-cupboards exist signed by B.V.R.B. , of 
:lpproxilllatcl}' the sa me date as the Mllscum's cabinet, and 
showing some simibrities in the treatment of gi lr bronze: 
a pair wi th panels of red lacquer sold frolll the collectioll of 
the Honourable W. F. B. Massey-Ma inwaring at Willis's 
Rooms, London. June 6, 1904, no. 965, and :r.nother pair 
with white b cquer panels belongi ng to Jacques l)oucet, 
solei at the G:l.lerie Georges Petit, Jun c 7-8, 1912, no. 322. 
A cabinet signed by B.V.R.B. sold from the collection of 
Octave Ho m berg at the Galerie Georges Pctit, Paris, JUlie 
3-5,1931, no. 309, was set with whi re lacquer panels and 
gilt bronze mounts resembling rhose of the corner-cup
boards in the Doucet collection. 

Ex Call. C. Lcdyard Blair, Ncw York. According to 
papers in rhe possession of the former owner's f.1mil}', this 
cabi net W:lS :lcqui red from the London dealer Ch:l.ries 
Davis, who had bought it from Baron Foley. 

Published . Ja mes Parker, M.M.A. /Jullrrill, M:I }" 1960, pp. 

30 3.30 5. 

II: Figs. 63 -65 

C H E S T 0 F D It AWE R $, or commack, French, 
about [770. 58.75 .1 21 

Type. Cmlll/uull". 

Measurements. "leight: 36 inches. Width: 63~ inches. 
Depth: 25~l inches. 

D escription. The cOllllllode is of oak veneered \\'i rh rulip
wood, sa tin-wood, harewood, green-stained wood. holly 
and sarine. The tOp is ofjit'lIr de p,:cha ma rble. The frieze is 
divided into th ree drawers, their fronts set wi th mat and 
burnished gilr bronze gui lloche and leaf motive mounts on 
recessed satine veneer, bordered by ndip-wood and cross
banded tulip-wood between fille ts of holly and sa tin~ 
b:l.nds. The front of the commode projects in a shallow 
curve correspondin g to the curve of thc middle dra wer of 
the frieze. The twO Iawral drawers of thc frieze open by 
means of bronze p:l.tera knobs, and their sides engage the 
sides of the central drawer which is provided with a lock 
:r.nd keyhole. The side panels of the frieze repeat thc decora
tion of the drawer fronts. T he b:r.ck stiles of the commodl' 
arc veneered with a herring-bone pattern of tu lip-wood 
fdleted with 11011), banded wirh sati ne. T he rou nded front 
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{,J. Chest of drawers (Cat. no. II) 

stiles arc vCllecred with the same woods similarly filleted, 
and each is set at the top wi th a Illat and bUTIli sbed gilt 
bronze architectural 1I10unt of wave pattern , laurel leaf 
and berry swag, gurtae, Amin g and rceding. and pcndant 
leaf Illorive. T he fro nts of the rwo wide drawers un der the 
fri eze arc veneered with three marquetr y panels, cach having 
a ground of diagonal harewood squares in a latticework of 
dOllble tulip-wood bands, punctuated by engraved satin
wood rosettes on harewood squares fille ted with ho ll y and 
banded with tu lip-wood and green-sta ined wood; the 
marquetry pallels arc banded by a border of green-staincd 
wood between fillers of holly. indented at the corners. A 
pbin brass ribbed moulding set on sa rine veneer follows rhis 
banding, and the square outside corners of the sa tine vcneer 
arc fitted with gilr bronze paterae. The fr:lI11cs for the three 
decoraH,d panels consist of engra ved satin-wood rosettes a ll 

diagonal tulip-wood squares inside a latticework of grcell
satined wood wi th dots of satin-wood ar the intersections, 
each framc banded wi th green-staincd wood between 
fille ts of holl y . Single panels of th e sallle Illarqueff}' and gilt 
bronze decoration arc carried our on each side of rhe COlll

mode. The twO wide drawers in the front o pen by means of 
gilr bronze ribboned wrearh and patera pulls and arc pro
vided with ribboned laurcl leaf and berr), Illo tive escutch eon 
plat('s. The shaped lower edge of the apron is fillished with a 

band of mlip-wood between fille ts of holl y bordered by 
sarine. The center of the apron 0 11 the from is set wi dl a lila! 
and burnished gil t bronze mount of scrolled fo liage with 
triglyphs and pendam lea f motives. T he curved legs :m ' 
ehamfef(~d Oil the from and back and arc vcneered wi th 
tulip-wood filleted with ho ll y and bordered with s:lti ul:. 
The gilt brouze sabots arc scrolled, with leaf sprays. 

Siguature and Marks. Signed once by Louis Moreau over 
each of the from sliles of the commode. under the marble 
top, with the joined initials JME of the cabinctmakers' jury 
(fig. 64). Moreau 's trade card is pasted 10 the Cl'll tl'r recess of 
th e framed top under the marble (fig. 65). T his annotl1lCC
men t mak es much of Moreau ·s dealings in furniture and 
little of his work as :l registered cabinetmaker : '.4. I.A 

I'I, TlTE 1I0 U L L E IILANCIIE, Rue de I'Echellc. du c6t~ cit,S 
Ecuries du Roy, MO II EA U Succe5sellr de r. E NT \ ' , Ell EN I STE 

rielll Magazin de Comodes, Armoirl's, Secreraires, Bureaus, 
Bibliote . . cs, En coignllft·s, ...... Garderobes ~ I'Anglse, 
Fallteuils (·t Cha ises de canll C, ... ... (gl~Il~) rallemell t lOu t 
cc qtli COlleCfl) e Ia Menuiserie et I' Eb~nisterit'. I' A II I s, r 766.' 

Artists. No binh date is known for Louis Moreau, who 
Signed rhe commode, bllt his ad mission to the cabinet
mak er's guild is dated September 27, 1 76~. Moreau had 
previously bought the assets and shop at no. 9 flit' de 
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l'Echdlt: S:lln t-l lollon: of Denis Gem)'. :l cabinct!llakcr 
\\'110 had r.,dcd 111 business. Ch:lIIging the !lallle of the shop 
fmlll .j ',1 O"SCI'IIt, - If,'$ Tlli/ail 's 10 ;1 It. Pnill' /Jol/III' WI/Mhl', 
Mm(':lu (hd a l>rlsk [ncic then', :Ind paid o ther m :lSIcr 

Glbllletinakcn , Jac(l uL'S Birck lc. Picrr('-Amoinc Foullct ami 
Charll's TuplIIo [0 )tnck his sa lC'S roolil wi th furniture. 
(;l1LII:lud :Ind COHill :If(' T('cordc{1 as the n :lI11CS o f metal 
C:hlers and Prl:gcn n:l in and Fag:m\ as g ilders who worked 
fi )r hUll. LOlm XV I. the M arquis de Monq)L'z:l r. and IIlC 
Ct)nHl'S d'Egnltllll. de Modelle. :l1ld de Mombarrcy were 
al110n~ 111 ~ CIISI()IIlCri. He di ed in 179 1, but his SOli continued 
thl' bl1~ ll1l'S) 111111"!! 14. ;'111(1 \\':ls allo\\'cd by guild reg u b l io ns 

It) SIgn fumiwTc wi lh his f.1Iher') St:l!l!p. 

COll lpa rabl c E xam p les . An IlIlsi!;lled cOllllllode with 
~illlib r Illarql1ctr y a\l(l 5\)lIIe corresponding gilt bronze 
111ll11llt) i~ iHuMrat ed in thc collcction of the M:lrquis de 
Villml'uvc, Ch:l tC:l1I dt' Vall' lIsok' (L,' NII'ublf', .t1,w'uJ,// ,
m,'", P"II"'''(III 1'1 elmllll/i" tI" A11IYI'II-A.(!"f' II it, Fi" till XVIIII" 

Sih/f', by G. Arnaud d'Agncl. Paris-M.ll"killes, 191J, vol. 
II , fig. 76), another was in the sale of the COline de B. at 
tlu' !-liud Drollot, Paris, May 7- 9, 19 19, no. 280, and a 
similar cOllllllodt, signed by Morcau was sold from the 
collection of C. F. G. R, Schwcrdt, at Smhcby·s. J une 9. 
19J9. no. 14K. Comparablc marquctry is displa yed on a 
com mode signed by Pierre Roussel in the collcction of 
Lord Michelhalll (I~I' SIY/f' L,lUis XVI , A'I(Jb;/il'T 1'1 Dh,)ffuiml, 
by SeYlllolif cit' Ricci, SlUttgan, lI.d., p. 1 6~), on an upright 
st'cret:lry signed by Moreau at a Paris de3ler's shop, and on 3 
sim ilar secretary signed by Daniel Deloose formerl>' in dlc 
Dourilova collcn ian. S3int Petersburg (LI' M (lbiJif'f Prlll/ fllis 
,'II Rw-si/" , by Denis Roche. vol. I, Pa ris. n.d .. fig. 4 1). 

Ex Coil . E. M. Hodgkin s: J uclge Elbert H. Gary (sale ca ta
log uc, American Art Associatiou. April 19- 2 1, 1928, p. 145, 
no. 278). 

E xhibited. French and Company, 978 Madison Avenue, 
New York. Opening o f the New Ga lleries Exllibiti oll, 
Ocrolx'r 7- 25, 1958 (no. 56 of the cata logue). 

p ublished . P"ris Pllrn i lllre /) , If II' MIlSII'T EbtI" isll'S, by 
C harles Packer. Monmouth , 1956, fig. 142; Jamt'$ Parker. 
M.M.A. /JIII/I'till, Ma y. 1!}60, PI" J02-JOJ. 

I 2: Fig. 66 

DES K widt raised parti tion at rhe. back, French, abour 
17S0. 58.75.50 

Type . 'I id)/f' ,l.~ r.rt!ills ,'r {!II1m/l If d"II.\" (1lT/1S. 

MCl.sure llt cn ts . 1·leight : J9 .~ inches. Width: .. 6,1, inches. 
Depth : 19 inches. 

D escri ption . The desk is of o3k and pi ne, veneered with 
satin- wood. green-st3ined wood and purple-wood, and 
1l1:'Irquctried wi th grecll- and bbck-stained wood and 
wal'lll i. T he top of the superstructure is of w hite Illarble set 
ill 3 gilt I>rol1ze caved Illou lding with a three-sided open
work tong ue and do t Illative gallery. The su perstructure 
consists of a central pigeon-hole between tWO compart
ments with sliding tambour doors w hich kick their keyholc 
csclilcheons. The 101' o f the pigeon-hole is veneered wit h 
satin-wood. wh ile the shelf and sides of the pigeon-hole arc 
l11arql1elTied with vertical bl.rs consis ting of strips of satin
wood between double strips of wa lnut and green-stained 
woo<l alternatin g with bars of satin-wood punctured with 
walnut quatrefo ils and oak leaf morivL'S; the marqnetr), 
panels 3re framed by fillets of alternate oblon gs of satin
wood 3nd black-stained wood between double fi llets of 
satin-wood and walnut, banded wi th green-stained wood. 
The concave stiles Aanking the pigeon-hole and the outside 
stiles of the front of the supe rstructu re art' marq Iletried wi th 
oak leaf dusters and strap-work motives of walnut 011 

g rollllds of satin-wood similarl y fi lleted and banded. The 
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sides of the superstructure and the slatted tambour doors are 
marquetried with panels of interlaced four-lobed motives of 
green-stained wood filleted with satin-wood and black
stained wood containing quatrefoils of walnut on satin
wood grounds, the smaller reserves bet\veen the lobes filled 
with a reverse pattern of satin-wood quatrefoils on walnut 
grounds. These panels are filleted with strips of alternate 
oblongs of satin-wood and black-stained wood between 
fillets of holly banded with green-stained wood. The lower 
edge of the superstructure is finished with a gilt bronze 
stepped moulding. The writing surface is covered in the 
original brown gold-tooled leather bordered with green
stained wood and the sides of the desk are hollowed under 
the writing surface. A gilt bronze quarter-round moulding 
extends along the edge of the writing surface to the back 
of the desk. Along the fronts of the three drawers under the 
writing surface and on the sides, a burnished and mat gilt 
bronze wave pattern and acanthus motive frieze mount 
is recessed on purple-wood veneer, framed by a fillet 
of alternating satin-wood and black-stained wood oblongs 
between fillets of satin-wood banded with green-stained 
wood. The central drawer under the writing surface is pro
vided with a keyhole, the side drawers open by means of 
gilt bronze button knobs. A gilt bronze convex guilloche 
moulding extends along the front and sides of the desk below 
the frieze, and the apron below is marquetried with a pattern 
which repeats on a larger scale the motives of the doors and 
sides of the superstructure, carried out in the same woods 
similarly filleted and banded. The two drawers of the front 
of the apron open by means of gilt metal scrolled drop 
handles, and the lower edge of the apron is finished with a 
mat and burnished gilt bronze grooved and coved mould
ing. The front and side stiles of the desk under the writing 
surface are set with mat and burnished gilt bronze leaf and 
berry rosettes above ribboned and tasseled clusters of pome
granates and leaves, on veneered panels of green-stained 
wood. The octagonal tapering legs have gilt bronze ribbed 
collars and cylindrical vase-shaped sabots with bulbous tips 
and striated astragals. The facets of the legs are marquetried 
with falling acanthus leaf and dot clusters of walnut on satin
wood grounds filleted with walnut and banded with green
stained wood. Each of the two compartments of the super
structure contains a pigeon-hole veneered with satin-wood 
above a drawer, the front divisions of the compartments and 
the satin-wood veneer of the drawer fronts banded with 
green-stained wood. The central drawer of the frieze is pro
vided with a writing surface covered in the original brown 
gold-tooled leather and bordered by green-stained wood. 
This writing surface supplements the one above and is fixed, 
so that when the drawer is fully extended a smaller satin
wood-fronted drawer fitted with compartments for writing 
materials opens on its right side. The back of the desk is of 
unvarnished oak. 

Condition. The keyhole escutcheons for the tambour doors 
of the superstructure are missing from this desk, and the 
scrolled drop handles on the drawers in the apron are later 
additions (see COMPARABLE EXAMPLES). 

Signature. None. 

Artists. Not signed, but attributed to Mathieu-Guillaume 
Cramer on the evidence of a corresponding desk signed by 
Cramer in the collection of the Earl of Rosebery, and of 
other signed pieces with similar marquetry and gilt bronze 
(see COMPARABLE EXAMPLES). 

Mathieu-Guillaume Cramer was born at Grevenbroich near 
Diisseldorf, Germany, came to Paris at an early age, where 
in April 1771 he married the daughter of the cabinetmaker 
Isaac-Edmond Collet, and was admitted to the French 
cabinetmakers' guild on September 4th of that year. He 
maintained a workshop in the Faubourg Saint-Antoine, 
later transferred to the rue du Bac. Hart and Monot are the 
recorded names of the caster and gilder respectively of metal 
mounts for his furniture. Ruined by the Revolution, Cramer 
was forced to declare himself bankrupt in 1790, and died in 
1794· 

Comments. Qne of the principal sources of information 
about the practices of French eighteenth century wood
workers is the cabinetmaker-author Andre-Jacob Roubo, 
whose L'Art du MellItisier Ebclliste published in Paris in 1774 
gives details of the cutting and use of wood fillets such as 
those that surround the lobed motives and frame the mar
quetry panels of this desk. These fillets were consistently 
used to heighten the outlines of marquetry and wood 
veneers. Roubo states that a plain white wood such as holly 
was often cut along the grain to provide fillets for this 
purpose. When black or colored woods were needed to 
contrast with light woods, holly was often stained to the 
requisite shade. In 1774 at the time of Roubo's writing, 
ebony was not generally used: 'Mais depuis que les autres 
bois de couleur sont devenus plus comn1tlllS, on a fait moins 
d'usage de l'Ebene, & onne s' en sert presque plus a present 
.. .' (L'Art du Melluisier Ebclliste, by M. Roubo, Paris, 1774, 
p. 774). Thus the black fillets so frequently encountered on 
French furniture may be holly or pear-wood ebonized in a 
solution of gallnuts and black ink. 

Comparable Examples. A desk signed by Cramer which 
duplicates the Museum's desk in almost every particular 
belongs to the Earl of Rosebery, Mentmore, Bucking
hamshire. This desk is equipped with gilt metal keyhole 
escutcheons for the tambour doors of the superstructure, 
missing from the Museum's example, and lacks the two 
scrolled drop handles to the drawers of the apron which 
were added at a later date to facilitate the opening of these 
drawers on the desk at the Museum. 
Four commodes with corresponding marquetry and some 
corresponding gilt bronze mounts are in the Victoria and 
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60. J)"d,: with r~ iSl'd l)J.rlili(lU (Cal. 110. ,~ ) 

AllxTt MUM'IHII. London. the Musee Ni~sim de C:uuon cio. 
lI,m " H1 IIll' l'oJll'cllon of John Moram Esq., Brok('n hurs1 
1':lrk, 1 blllp)hird' Broken llUr5I Park'. Tit!' Am;q/U' GIl/NIl", 
vol, ~.5, AlIgml, 19.5-1, p. 139), and in the Ministl' rc des 
ARal res EtrJllgl' re~, I'aris {Pdr/I:{t,";III' (fI-s Arts Dt1COrll1 tf"s, by 
AlfrL'd til' Clmup,'aux, Paris, vol. .s, , 89.5 - 1896, fig. 7Z7). 
All Hf tll(' ,e WlIll11ock's arc signed by C ralller except for the 
b~t wluch " umigned. Ano tl ll' r pair or si lllibr cOlll lllodes 
'igllL'd by C ralllcr \\,:l~ sold frolll the collection of Lady 
Cll'ncolllwr at C hristie's, May 1 X. 1922, no, 119. 

Si milar gilt bron ze wave pattern 1lI001lHS also appear on a 
marquetr), bonheur-du-jour signed by Cra mer in the 
colleelion of Georg('S Wildenstei n (PI/T;S FllfI/;"" I' by ,ltl' 
1\111$ /1" l1!Jt:"iSfl'S, by CharlL'S Packer, MOlllllouth. [956, fig. 
:::!2 [ ) on an unsigllL'd marquetry small wri ting table at the 
Huntington Libr:lry and Art Galler}', San Marino (Fr,'uc/J 
/)c'wrlll ;,'" A" ill tlu' I-I II/uil/.lltol/ C,dlatioll, by Roben R. 
W:lrk , S:ll1 Marino, [96 . , pp. 9t, 92, fi g, 77). on an unsigned 
lllarquclr), sllla ll tabl", the top set with a porcelaill plaque, 
wid frotll Ihe colk'ctioll of Mortim er L, Schiff al 
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Christie's, June 22, 1938, no. 57, and on othcr furniture. 
Intcrlaccd lobcd motivcs containing quatrcfoils occur again 
on the marquctry of a pair of unsigncd corncr-cupboards in 
thc Dutuit collcction at thc Pctit Palais, Paris, on thc mar
quctry of a toilct-tablc signcd by Rogcr Van dcr Crusc 
Lacroix, sold from thc Ephrussi collcction at thc Hotel 
Drouot, May 29, 1929, no. 9, on a roll-top dcsk signcd by 
Picrre Roussel, formerly in thc Condc Nast collection (Paris 
Fllmitllre by the Master Ebcllistes, by Charlcs Packcr, Mon
mouth, 1956, fig. 155), and again on a commodc sign cd by 
Martin Carlin, sold from thc collcction of Granvillc 
Farquhar, at Christic's, March 20, 1930, no. 114, and now 
at thc Barbcr Institute of Finc Arts, Birmingham, England. 

Ex ColI. Sir Charlcs Mills, Bart.; the Lords Hillingdon. 

Published. Jamcs Parkcr, M.M.A. BlIlIetil', May, 1960, 

P·302. 

I3 : Figs. 67-68 

ROLL-TOP DESK. Gcrman, about 1780. 
58.75.55 

Type. Bllreau a cylil/dre or bureall a Ia Kmlllitz. Thc Austrian 
ambassador to Paris, Wcnzel Anton von Kaunitz (1711-
1794) was considercd, on unccrtain grounds, to bc thc in
ventor of this typc of dcsk. 

Measurements. Hcight: 44i inchcs. Width 45~ inchcs. 
Dcpth 26! inchcs. 

Description. Thc dcsk is of oak, pinc, chcrry and satinc, 
vcnccred with thuya, tulip-wood, satin-wood, grccn- and 
brown-stained wood, harewood, snakcwood, walnut and 
amboyna. Thc top of thc dcsk is of Spanish brocatclIc 
marble sct in a gilt bronzc ribbcd moulding with a thrcc
sidcd opcn frct gallcry. Thc housing of thc roll-top is 
vcnccred on thc top and sidcs with thrcc strips of thuya 
bandcd with tulip-wood and sct with gilt bronzc studs 
altcrnating with tonguc motivcs. Thc scgmcntal-shapcd 
roll-top is marquetried with vigncttcs of a carrousellancc 
twin cd with trails of roscs hcld by a loopcd ribbon hung 
from rings, abovc two knives similarly ribboncd and flowcr
cd, cxecutcd in satin-wood and grecn-staincd wood on a 
ground ofharcwood bandcd on thc front with a raiscd cdgc 
of tulip-wood. Swags of roscs suspendcd from similar 
ribbons arc marquctricd in thc samc woods on the sides of 
the dcsk. Thc back stilcs undcr the writing slidc, thc corncr 
stilcs of thc front and thc kncc-hole stilcs are sct with gilt 
bronzc ribboncd falling oak lcaf clusters on oblong panels 
of thuya venccr bandcd with tulip-wood above brass 
triglyph and guttac motivcs. The two side drawers undcr 
the writing slidc arc of satinc, thc ccntral drawcr of chcrry, 
the top front cdgcs vcnccrcd with snakewood and harcwood 
rcspcctively. Bcribboncd laurellcaf and bcrry motivcs form 

thc gilt bronzc kcyholc cscutcheons of thc drawcrs, thc 
fronts of which are marquctricd with vignettes of rose 
clusters and ribbon swags in satin-wood and green-stained 
wood on a ground of hare wood banded with tulip-wood. 
Thc square tapcring lcgs are veneercd with oblong panels 
of walnut and thuya banded with tulip-wood. The outsides 
of thc front lcgs are sct with gilt bronze roscttes above rib
boncd falling clustcrs ofbell-shapcd acanthus flowcrs. The 
feet are shod with square gilt bronze ribbed sabots. The back 
consists of two coffercd panels veneercd with harewood and 
framed by tulip-wood, within a bordcr of hare wood bandcd 
by tulip-wood. The back stilcs are venecred with amboyna. 
The writing panel is articulatcd to slide forward as thc roll
top slides back in its groove. Its surface is covered with 
modern brown gold-tooled leathcr bordcred with satinc 
banded on the front with tulip-wood. The front edge of the 
slide is finishcd with a brass torus moulding to which two 
gilt bronze loop handles chascd with acanthus lcaf motivcs 
are attached. The fitted interior consists of two nests of two 
drawers at the sides below archcd pigeon-holes flanked by 
pilastcrs and a ccntralncst of four false drawers below two 
archcd pigeon-holcs. The drawers are of cherry-wood, their 
fronts marquctricd with vertical strips of satin-wood and 
green- and brown-staincd wood. The drawers opcn by 
means of small gilt metal ring pulls held by lion masks. The 
pilasters are of satin-wood banded with grecn-staincd wood 
sct with gilt bronze studs, rosettes, and beribboned laurel 
leaf and bcrry clusters. The archcd architcctural surrounds 
of the pigeon-holes are of thuya, with spandrels of satin
wood banded with thuya, sct with gilt bronze kcystones, 
capitals, and garland motive spandrel mounts. The sidcs 
and shelves of the pigeon-holcs are vcneered with satinc. 

Signature. None. 
Artists. Attributcd to David Rocntgen. A son of the cabinct
maker Abraham Rocntgcn, David Rocntgen was born 
August II, 1743 in Hcrrenhaag, province of Uppcr Hesse, 
Germany, a settlcment of the Moravian brethren sect to 
which the Roentgcn family belonged. A pupil of his father, 
David Rocntgen succeedcd him in 1772 in the workshop 
establishcd at Ncuwied on the Rhine, near Coblcnz. Undcr 
his managcmcnt the business was expandcd to employ more 
than one hundred workmcn and associates including the 
mechanic and clockmaker Peter Kinzing, who collaborated 
with Roentgen on some of his elaborate projects. After a 
visit to Paris in August 1772, Roentgen acquircd French 
customcrs and the title of cbClliste IIIccalliciell du Roi et de Ia 
Reine. Among the furniture which he supplied to Louis 
XVI was a desk with mcchanical contrivances for which thc 
king was reputed to have paid 80,000 iiI/res, one of the 
highcst prices of the ccntury for a picce of furniture and the 
present equivalcnt of more than 8200,000. Owing to thc 
volume of his French salcs, Rocntgen was obliged to gain 
admission to the French cabinctmakers' guild in 1780. In 
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addition flI ~d lin g furniwre in Frallce and German y. 
Roemgcll lI'avdl'd through the lo w countries and into 
Rm~ia with a tra in of furn iture, and had sa les depots in 
Vienna and Napk's, Duri ng the French revo lution NCl1wicd 
becallle a Cl'lllcr for the coulHer-f('volutionafY acli vities of 
emign':s :lIId suffcred bombardment by French troops ill 
1795, His workshop dev3st3ted 3nc! prosperity checked by 
th en' di son ll' rs, Hoelltgell rctre3led fro l11 Nellwi cd in 1797, 
nOt to return tLIltill S02, He died on 3 visillO Wiesb3dcll all 

Febw3ry 12, 1807, 

M311 Y pieces ha ve su rvived from the large fl1ruilllre Output 
o fR O{'lltg('n's fu rniture workshop. The gre3ter p3n of these 
3re not signed, but OCC3SiOll31 pieces bear thc sigll3wre of 

[), uo tI NT(: IoN which he 3doptcd to conform to regulations 
of the P3ris guild. wh ile others be3f his SUf1l3llle or initi3ls in 
script work ed into the 1113rql1ctry, 3nd 3 few 3re st311lped 
Wilh the letters R, DR or the 1ll3rk ~ . Roentgen's furniture 
is known for its intric3te marquetry. I-Ie seems to h:lVe 
l'SChc\\'ed sh3ding or cngr3v ing of the wood, preferrin g to 
indicate depth 311d leXture by mill ute pieces of marquetry, 
Prin ts of Fr3n,ois l30ucher 311 e! Je31l Pillemellt 3nd dr3wi ngs 
by Roentgen's friend, the fresco painter J311uarius Zick, 
provided designs for some of the pictorial 11l3rqllctr)' p3ncls 
of Iris furniture. 

Comments. The best known though not tire e3rliest ex-
3mple of this type of roll-top desk is the so-calk-cllmrrml du 
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68, Marqllclrkd roll-wI' (Cat. no, Il ) 

R,,; begun by Je:an-Fr:an,ois Debell in 1760, finished, signed 
:lIld delivered by J e:all-I-I cn ri Riesener in 1769 :a t :a cost of 
62,985 litJfl's for the (1111;/II ,t iutl:ril'u r of Louis X V :a t Vers:ailll's, 
where it h:as now been repb eed, At the time it w:as lII:ade, :a 
qu:a l"lcr turn o f the key in the lock would permit thecoun ler
w('ighted roll-to p of this desk to slide b:ack :and wOllld 
rcle:ase :all rill' dr:awers; :ano ther (11m wou ld reverse the pro
cess, dosing :lIld locking the desk, 
H:arewood, w hich forms:a groun d fo r the Ill:arquet ry p:ands 
of the roll-top. the sides :alld the ex terior <ir:awer frollls o f 
the Museum's desk. w:as :a species o f n:ative sye:amore o r 
Ill:aple, In its lI :atllr:a1 st:lte this wood b cked color, so tll:at it 
w:as o ften st:ained, The n:allle, which c:a11le in to usc in the 
n ineteenth eentur )', derived fro lll a/wrII , the Gcrm:an wo rd 
for Ill:aple, The flll cst Cll tS of h:a rewood, such:as thoSl.' lIsed 
011 the ro ll-top desk, exhibit :a fi dd le-b:ack o r cross-gr:ained 
figu re, Roubo calls this wood haM.., and w rites :admiring ly 
ofil : " , , l'Erable qui, quo iquc S:lIlS cOll leur, est un d(.'S plus 
be:aux Bo is qll'o n puissc employer ell EbCli islerie, Sll r- tOli t 
10rsql1 '01l Ie leint ell g ris Oll de qudqu':autre couleur , , , i l 
:a I':w:ant:age de (1i re llil tres-bel efret, de qudql1e lII:aniere 
qu'il soi t refen<iu; e:a r s'i l I'est sur b maille. ' , , il rcpresel1le 

l111e surf:ace o ndee, q ui, 3. I' :aspen, sl'mble lorn: en rdief: si, :au 
cOlllr:aire, 011 Ie refelld par:allelclllelH ;III X couches COllCl'II

tr i<lues, s:a slIff.1el' ,k-vielH Illoi.: rce COI11I11(' 11111' CIOffi..' (1-'; lfl 
du MI'/luisil' r Ellli/lis/I', by M , Roubo, I' ~r i s. 177,1, p, 790), 

Comparable Examples, A lll:lrqlll' lry roll-top lk-sk by 
Roeulgell g iven by M:arie-Allloi llctle 10 I'Ol'l' Pius VI ill 
1779 :and bter :acquired by the Berlin SchiossIIluseu11l W:a) 
set willi gil t b ronzl' 1110l1lllS resl' lIIblillg those of the 
M uscu m's desk (Abmlm", 11 1111 DIII,iII 1~11<"1II.i!I'1I lIud II"., 
M'II",il'll!-r M iilll.,l",rrlwl/lI, b r IbllS I-h llh , 13erlin, 19!5, p, 
6J, fig, 19), Corresponding lIl:arqlletry and se\'er:al corres
pOlI(ling 1110 1111IS :appear Oil :a roll-top desk ~igm'd I), 

nOEN T (; t; N sold frOLl1 the coll t'ction o f J :aCqUl'S Doucet ~ I 

th t' G:alerie Georgl'§ Petit.JIlIIC 7- 8, 19 12. , no , PJ, :and 1I 0\\' 

ill the Th ysscll colleclion, Lug:lI1o, Switzerbnd, :and 011 :a 
silllibr roll- top <k'sk sold from ti ll' colk'etion ofElllln:alHlcI 
Uocher, G:alerie G('orgt'S Pelit, JUlie 14 , 1921. no, 72, In 
L.'s Artist/,s Dhomt" IITS elu HI)is by Henri Vi:al. Ad riel! 
M:arccl :and Andre Girodie. P:a ris, vol. II. 19!2, p, 12.7, til{' 
:authors spt.'Cify a 'grand bureau 11 eylilld re :avec 1ll:arq ucterie 
ACl1 rs blelLl's et rub:alls sur fo nd d':a111:ar:allte' in the collection 
of Alfred de Rotlm :hild, London, which pr('sulIl:ablr :also 
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resembled the subject of th is em f)' . There l rc furthermore 
twO l'a rl ia roll-lOp dl'sks with cu rving legs :llld correspond
ing l11:'1rQl1t: try. tlw one in the RcsidclI ZlIHlSC I1I11 , Munich, 
th e OII1('r in Dr. J :l 111l'S I-lasson's collection, London. for
merl y in the colk-etion of II. M. W . O ppenhei lll , sold ;H 
Chri~ t ic·s.J lInc 10 - 16, 19 1).110. 192. 

Ex Coli . Si r Ch:lrb Mills, Bart .; the Lords Hillingdoll . 

Exh ibited . 25 Park Lane, Londoll. T hree French llcigns 
Lo.1n Exh ibition. Februa ry 21- Apri I S. 1933 (no. SH of tile 
caraloglK'). 

Pll bJjshcd.Janll·~ P:lfkcr, M .M .... !. Buf/crill, May. 1960, PI" 
299- JO I. 

'4 : Figs. 09-77 

U PR1 G I-IT S EC ll ETARY with (1.11 frollt . frl'uch, 
1775- 1780. 58.75 .53 

Type. Sa"'tllir,· ,j n/wt/l1II1 or sc'{rhairt' 1'1/ IIm lll;, .'. 

McasurclUcnlS. Hl'iglll : 56! inchcs. W iddl: 39 ~ inches. 
Depth : 16 inches. 

Description. Thc secrel:lr), is of o:ak :and pine veneered wi th 
king-wood. 5:at in-wood, holl)', g reen- :l.IId bbck-sl:lined 
\Vol)d. purple-wood, s:atinc, tl1lip-wood and s),c:a111 0re. 
U nder the tOP of breccia marble a plain bl1rnished gilt 
bronze torus mOl1lding es tends along the front and is re
pea ted on the 5idt·s. The front of the oak dra wer in the frieze 
:and the twO sick'S of the fri eze arc veneered with king-worn\. 
A mat :md bu rnished gil! bronze scrolled shell :and gar
bmll'd fret motive is fi tted to the recessed panel of the tOp 
drawcr front . and is repeated on the sides. The catlled front 
stiles have m:H :and burnished gil! bronze garbnck'd console 
mot ives. reduc('d v('rsions of which appear 011 the back 
sliin . A plain torus mouldin g cstends along the from under 
the top dra wer. :1I1d al ong the sides. The f.'111 front is lI1ar
llu(·tried with an architecillral vista of:a trell iswork pavili on 
wi th pagoda rooflx·fore a hemicydeof trelliswork buildings. 
l·secUlt·d in f.1 ded green-sta ined wood : engravecl S:atin
\\'ood. king-wood . holly, and bl:aek-stained wood, the 
('dges of the purpk·-wood border are filleted with ha ll ),. 
and the pand is banded with tuli p-wood. A pbin burnished 
gilt bronze grooved mOl1 ld ing is fi tted to the purpk·-wood 
b(lrder following the indelHatiollS at the comers of the 
marquctry pa ncl. Th c square o utsidc corners of the border 
an' ~l· t wi ill Ill:at gilt bro l1ze roscttes. T wo ll):arquetry p:an els 
of the )a llle woods reprcsentin g tre ll is work gardcn alcoves. 
sim ilarly fr:lI lled, dccor:atc the cupboard doors below. Each 
sidc of ti ll' S<.'cn· tary h:as twO Ill :a rquctry p:a nds of flowered 
vases 0 11 plillths in green-st:a ined wood, syc:a lllore and satin
wood 011 :a ((Il ip-\\,ood grou lld banded :a nd fr:a llled in the 
s:a 1l1(' l1l:alllll'r :as the front p:anels. The front stiles arc m:ar
quetrinl with hu ming trophies. Ao r:a l motives and rosettes, 
the back sti les with tr:ails of w:a ter le:aves of sat in-wood :a nd 

s),eamore on grounds of green-stained wood fill eted with 
holly and b:andcd with purple- wood. The top edge of the 
projecting :apron is trimmed with a gilt brass moulding 
{'stcndin g along thc frollt and sides, :and the center is set with 
:a fo liate architecll1r:a1 moti ve of lriglyphs and guttae. The 
:a pron is m:arquctried wi th a wave pattern of s:atin-wood on 
the rrollt, of saline on the sides, 0 11 a ground of green-stain ('d 
wood fill eted wi th holly:alld banded with purple- wood . The 
block-sh:aped fee t arc veneered with purple-wood, the frolll 
feet set w ith gill bronze le:ar and w reathed urn motives. The 
(.,11 from is hcid by steel struts, its sides are veneered with 
mlip-woo<l. the edgl'S of the writing surf.1ce with purple
wood that fram es :a p:ancl of modern green gold-toolcd 
lea ther. Th e illlerior hehind the f.111 front consists of:a bro:ad 
shelf :ahove :a shelf divided by a parti tion. and tWO nests of 
three drawers A:ankin g two narrower shel ves on the lowest 
st:age. The b:ack of the fi tt ed interior is of va rnished oak. the 
sides arc veneered with s:atinc, the frolll edges of the divisions 
with king-wood, and the shelves with satine fill eted with 
holl y :and b:anded with purple-wood. Vignettes of books arc 
marquetried 0 11 the drawer frollls in satin-wornl and Staill l,d 
woods on :a g rollnd of king- wood banded wi th pu rple
wood. The drawers open by means of gilt bronze rose tte 
pu lls, thei r tOp front edges arc veneered with s:atinc, and til e 
lower right h:and drawer is fitted with co mp:artlllellls for 
writing equ ipml'lH. The sides of the doors below are vell
cered with tulip-wood. the b:acks with purple-wood. T wo 
oak shelves are contained behind the doors. 

Condition . The Illet:al lock of the tOp drawcr or this 
secretary is a rcplacemcnt :and is mark ed 0 11 the top edgc with 
the inscription : 'CHUlin 's N EW PATENT 6 7 SAIN T PA Ul S 
CH(U MCH) V(AIl)1) LONDO N CII Unll & SON MAK F. II S TO 
JlIlII I'MI NC F.AI.II EII ·r4 S94 3'· 

Signature. Signt'd by Pierrc Roussel on thl' left stile on the 
b:ack, w ith the joined initi:als JM E of the cabi netmak ers' 
jury (fi g. 69). 

(>') . SigllJ lllre {l)1 the secrelMY (CaL 110. (4 ) 

Art ists. Pierre Roussel, w ho signed [he ~crc tary, w:as born 
in 1723, Ill:arried M:arie- Alltoinc[le Fontaine in L743. :and 
bcc:allle a master cabincullaker August 21, 1745. I-lis work
shop was at the sign of Saint Ileter i1l1he rue de C h:arentoll . 
13etween t 775 aml1 7Ro he esecuted illlportam cOlllmissions 
for the Prin ce de Conde. I-Ie died June 7, t782. As was the 
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70. Upright secrelary with r., ll from (Cat. 110. 14) 

custom , his wido w assullled managcmcm or the business 
arter his death. Guild rul es specified that :J. widow duri ng 
her lirctim e be allowed to sign rurnillire with her latc 
husband's Ill:lrk. The widow RollSscl was assisted by two 

sons both o r who l11 had become masler cabinellllakcrs, 
Pierre Michel in 1766, and Pierre II in 177 1, wh o were 
acti ve un til 1792, and used their f.1thcr's Ill:lrk to sign the 
rurniturc they produced. 



~ L Upriglu sc( rct~ry Wilh f~lI-fr0I11 (Cal. 110. 14) 



72.- 73, Sides of the s..'crcllry (Cal, 110. 14) 
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Comments, Till: lII:anltlctry p3llds on thc frolll of this 
seCrl' t:ary derive frolll t\\"o ('ngra vi ngs o f g:arden trelliswork 
(figs, 75 :and 77), The~e cngr:a vi ngs were pan of:a scrit's 
~cvcr:al shlTts of which be:a r the inscriptioll ' Blondcl in\': 
pfl)b:ably referrin g to J:ae(p,es-Fr:an<;ois Blondcl , French 
:arehitt'cl, w:all'reoiorisl :and C II ~r:avcr (1705-1774), who lIl:a y 
h:we engr:aved :a portfolio of such subjects fo r :a privale 
clll'n!. En!:arged dr:awings mllSl h:ave bl'cn 1113de frolll the 
('ngr3vmgs for Ihe marquetry cmter (0 follow (sec under 
no, J 5) . Possibly the trCl'S and poned flowers ",I,ich appear 
Oil Iht' r.,11 frolll and (Ioors below, bu t :arc :abst'l1I from Ihe 
t'llgr:tVlngs, \\Tfl' improvis('(1 b)' the dr:augh tsman and added 
10 IllS drawings. I lllprovi~d (Ira wi ngs frequently served:as 
IllOdds for the cu ttin g of 11 1:Jrqllt'try, bIll il is exce ption:a 11O 
lind published engr:avi ngs front which lllnrqul' tq ' pnncl~ 
deri"t'. TrcJli~work CO \1 Cl'i t ~ ~uch :as Ihose depicted ill the 
l'ngr:aVIIIg :and 111:lfqllt'tr)' WL're r.,voritc g:ank'lI decor:ations 
nt till' ('iglucl'lHh Ct'llIurr, :and were thought to :accord 
bl,tter wuh Iht'l r 1I:alllr:t1 surroundings th:an did nt:asonr), 
or ~IIICCO. I{OOlllS, col(1llllades and port:tls were built of 
Irclh~\\ork willch serve.1 :t~ :t f:tbric for growing p!:alllS 
,lurlllg til(' ,M'awn. Clll'smu t btlls WL're tied together wit h 
\\'Irl' 10 f,'rlll illeSt· ~ t nlctllfes, which were p:Jinlt'(1 l'ver)' 
ye:tr tn prevent de(('rior:tl ion. 
The fr<'lIe ll word san('llifl' :tll<l it~ En glish eql1iv:tlcnt :tlludl' 
1.1 the secret p:tl'ers of tell kept in the piece su 11:tI1lC<I. The 
Diaimlllllin' til ' "l"n:II!w.\' ~ives the deflllirion of:t secretary: 
'On lppelie secrcr:tire lllte cspccc de uble Oll de bure:tll 
c leve, L'n forme de pupitre, d:allS lequcl som plusiers liroirs 
(l'nn:tn.s l clef au 1'011 n 'n(erml' des p:tpiers de con~quence', 
Till' uprigh t secrct:try wi th its lock :tnd cu pbo:ard or 
llrllUI;rt' bclo\\", whIch sometimes held addilion:tl draw('fs 

74. M~T<lu"lr)' !,lud 011 cupbo:trd dO<l r Ilf SI,'cr('I,lry 
(ell. "n. 14) 

:tnd :t strong-box, qualificd :ts such :t safe repository. This 
Iy pe of desk, c:alled v:ariously sl'C,hrn',c II abalfllllf or sarhllir<' 
1'IIIIrmllirl' originated :tbol1l J 745, and :tn ea rly cx:tlllpic was 
described in:tn inventory of furniture sllpplied by Antoine 
G:tud reau, c:tbi nett11:tker to Louis XV, d:ltcd M:t )' 20, 1747: 
'No. 1423. Pour servir d:t11S 11\1 :tp:trtelllent de 1):t1llC :til 
ch:'lu·:tu de Chois),. Un secrct:tire de bois de ci lronu icr, 
forl1l:t1H en lllcme temps :t rmoire el commodc ... Lc 
devalll s'ab:tt pour fonner IlllC t:tble 21 ccrire Couv('rte dc 
lllaroquin noir enc:astrcc et portee par deux tringles de fl'r 
mobiles .... Le toUI ham de 6 pieds 2 poliCes sur 3 picds 7 
pouces dc brge el 20 pouces de profondeur p:a r Ie milieu' 
(I-l istllirc Grfil((m/(' drs Arts A/J/JliIJfl j(s II /' huillstrh'. L/' wlI/u"/il'r 
till XVI/;: 1'/ 1111 XVIlIt , s il~r1c b), Emile Molinier. I':tris, n.d ., 
p. 138, footnote I). 
Comparable E X'II11plcs,A si mibr upright secret:t ry ll1ar
qllctried with :trehitectural scenes and wi th somc correspond
ing gil t brollze llIOlllns, signcd by Cbude-M :ttll ieu M:tgnien, 
is in thc colleclion of Mrs. S:tlllucl, Heywood, Su rrey ('All 
Introduction to French M:trql1etcric', by Seymour de Ricci, 
in /JI/l'fJ lIlliolllri SllItiic>, vol. 96, May, 1930, p. 47). Two ol hL' r 
such desks marq uetricd with slill life scenl'S, both signcd by 
Roussel, were sold fro l1l Ihc collection of Mille. Rich:ard 
W:tlbce, G:alerie C harp(, lHicr, P:tris, Deccmber 16, 19-'9, 
Il O. 38, :tnd fro l11 :t n :anonymous collection so ld in P:tris, 
June 15, 195 1, no. 132, :and:a so mcwh:tt silllibr desk sign('d 
by Roussel w:ts formcrly in the collection of Mrs, Orllle 
Wilsoll (PlIT;S PI/flli/UTI' by tlU' Mo5tI" Ebellistcs, by C h:trles 
P:tcker, Monmouth , 1956, fig, 167), A p:air of corncr
cupboards signcd by ROllssel with compa rable m:arquctry 
:tud some corrcsponding gi lt brollze mounts w:ts sold from 
thc collection of the Honollf:able W. F. B. Massc),-M:t in-

75. Ellgu\'ing of lrc lli~work architcctuT\', 
St'C fi g. 77 



, ," """"',11" 

77, ElIsr~vil)ss of Irclli ~work ~rchil .. 'ClUr(' ~llribLilcd 10 J"~n-Fr~n(ois Ulomkl (1705- 1774), From D .. ssius r/,' /3 ,.,r,',mx , B,rirlllll' ,iIlS, 
p,or/if/IIt,s .. , S,,/,,"S ,'u Tr";/J".I!" S r/,'s XI/II" " ~ I XI '///" sih /,'s 
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wari ng, at Willis's Rooms, London, Jun e 6. 1904, no . 9'15, 
:Hld a somewhat si milar pair of signed corner-<:upboards 
with alllatchin g commode is in the Boston Museum of Fine 
Arts {Packe r. j'J!. ( il .• figs. 126. (27); Roussel also signed 
a pair of corner-cupboards at the Cleveland Museulll 
with co mparable marquetry of architcctural scenes (CIlfII
Ij'.Il!l<· of /Iw EliSI1 /wl/' S"'/I'ra/I(I' PTI"lItiss Collafio/l, Frt'/lrI, 
Fll fllifl/re IlIId Sculpture by William M. Milliken . Cleveland. 
1944. p. 4X. fig. 23). 
A marquetr y eO lllnlOdl' signed b)' Roussel wi th a silllilar 
gilt bronze g:. rlanded and frell ed fri eze mo unt is in the 
Musl:e Jacquema rt-A ndrl', Paris (L(1Ilis XVI fllrt/illm·. by 
F. J. B. Watson. Nl'W York , 1960. pp. 106, 107, fI g. 29). 

Ex CoIl. Si r C harles Mill s. Bart.; the Lords Hitlin gdon. 

Ex hibited . .25 p;1fk Lane, Loudon, Three French Reigns 
Loa n Exhibition. February 21 - Apri l 5. 1933 (no. 109 of the 
cal:l logue): Musce de Versailles. C h;ilea u de Versai lles. 
Deux Siccb de l'I-listoire de France (15X9- 17X9). Joan 
exhibi tion. J ll1 l('- Octobcr. 1937 (no. 34 3 of the catalogue; 
loaned by Duveen Brothers). 

P uhlished. James Parb.:r. IH.M.II. Billie/iII. Ma ),. 1960. 
PI' · 300. 30.2. 

J 5 : Figs. 78-81 
U PRIC H T SEC RETARY with r.lI front, French , 
1775- 1780. 58.75.54 

Type, Sj'U/'llifl' 1111/'111/1111/ or Sar,I'air t" j'l/ afllwifl'. 

Measurcmcnts. Heighr: 56 inches. Width: 38~ inches. 
J)cpth : 1 5~ i!/Ches. 

Description. The secretar y is o f o:. k and pint'. veneered 
wi th tulip-wood. pmrle-wood. salim:. green-stained syca-
1Il0H'. s:lrin-wood. holt y and bbck-stain ed wood . The slab 
,m top is of brl'ccia marblt' , eaHed !Jrhlw d'A lep. A gilt 
bronze tongue moti vc moulding ex tends along the from 
:l1ld sides on tOp under the marble. The reccssed p:lncl of rhe 
dr:l\w r fron t in the frieze is of green-stain ed syC:lIIIOr(', fitled 
wi th a ma[ :and burnished gi lt bronze rosette :and foliatc 
gu iltochc mOIIll( fr:atlled by :a r:aised band of tulip-wood. 
repeated on the sides of the desk. The iron ke)' serves as a 
pl111 to open this oak drawer. the top front edge of which is 
velleered with purple-wood. A strip of mat :and burnishcd 
gi lt bronze grooved moulding under the drawer is repe:alcel 
on [he sides of the desk. T he back stiles :arese[ with gi lt bronze 
rosettes 011 a rec[an gu lar green-stained syc:alllore veneer 
banded with wlip-wood and:a fitlet ofh01ly, while lI1:at and 
bl1fnished gilt bronze t:apering architcctllT:l1 motives with 
oak le:af and acorn clusters decof:l te the c:alHed from stil es. 
The b:lck sti les :arc veneered with a single bar of 5:a til1-wooc! 
l'dged wi th a hotl y fillet and cross-banded with tulip-wood, 
sim ilarly fdleted. T he front stiles arc veneered with tulip
woo(1 ami triple vertic:l1 bus of satin-woo(i fi1JelCd with 

hotl}, and black-staincd wood interrupted in the middle by 
gilt bronze rosettes. The f., 11 fron t and twO cupboard doors 
below arc lll:afC)uetried with :l ll1 1ip-wood latt icework 
banded with hotl y and black-stained wood. punctuated at 
thc Intersect ions by checker-bo:l rd motives of the s:allle 
woods. Engr:a vcd rosettes of holly arc set in squares of green
st:a ined syc:a lllore within the lattices. The latticework mar
quctr), is frallled by tWO bands of holl y with double fitt ets 
ofblack-st:l ined wood separated bY:l b:and of purple-wood 
set with a Ill:lt :and burnished gilt bronze imbric:ated motive 
mo uldin g. Two p:lnc1s of the same marquetry similarl y 
fralllcd arc on e:ach side of th e secret:ary. set with mat and 
buruished gilt bronze grooved mouldings. Gilt brollze 
rosettes arc set 011 tulip-wood veneer above th e b:ack feet, 
and 011 green-st:liued sycamore veneer fr:ltned by r:aised 
bands of tulip-wood above the front fee t. The short square 
tapering feet arc veneered with tulip-wood and h:lve plain 
gilt bronze cott:a TS with architectural guttae motives and 
ribbcd squ:are sabots. Th e sides of the f.,tt front arc veneered 
with purple-wood :as :arc the cdges of the writing surf.,ce 
wh ich is covered with modem brown gold-tooled leather. 
The interior behind the f.,1t frollt consists of a single broad 
shelf :.bove another divided by :l p:artitio ll with nests of 
twO dra wers A:'l1king a pigeon-hole on the lowest st:age, 
Th ese drawers open by means of gilt bronze wrc:lth :llld 
p:atcra pults. and the lower right hand drawer is fined with 
silvered metal containers for writin g equipmell t. PreSStil e 
0 11 a wooden b:lr in the Aoo r of the pigeon-hole pcrmits a 
section of the fl oor to slide b:.ck revealing :l sh:. llow secret 
COIllP:l rtIll CIl t. The frame of the fi n ed intcrior is veneered 
with purple- wood, rhe fronts of the divisions with IlIlip
wood. the shelves with s:ltinr, :lnd the fronts of thc drawers 
with tIIli p-wood filleted with hott )'. Thc edges of the ClIp
board doors bdow arc vcneered with purple-wood and their 
b:acks wi th satin e. A broad oak shelf above another divided 
by a partition lies behind them. 

Signature. Signed by Gui ll:lu11le Kemp on th e back left 
corner of the oak tOp under the- marble, with the joined 
initi:als JME of the cabinetmakers' jury (fig. 71\). 

78. SigJl~tlm; on Ihe s(:crclary (Cat. no. 15) 

Artists. Guillaume Kem p, \\'ho signed th is piece, was born 
in Bonn , Germ:any. emigrated to Paris. and m:arried in 1757 
Marie-Fral l(;,oise Pcridiez, the <bughter of:l French c:lbinet
maker. I-Ie became a lI1:aster cabinetmaker October 3, 1764. 
and bd :a shop on the rue de 1a Roquette iu the Faubourg 
S:lin t-A ll toi ne. 



79. Uprighl sccrl"lar), willI flll rront (Cal. no. IS) 
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The gui ld to which Kemp was admitted as :l lI1aster was 
cOlllpriscd of roughly one hundred and fifty lil!,~II;SI,'S or casc
furniture 11l:lkcrs, o lle hl1ndred :mcl thirty chair makers or 
IIII'IlIIisil'rs. who could also make case-furniture from solid 
wood but were llot allowed to pr:lcticc veneering or 111:1r

(luCtTr. :llld of fixed !lumbers of other wood workers: 
llIusical inSITlllllcllt lll:lkcrs, carriage Ill:lkcrs, :111(1 carvers of 
wood paneling. The guild was :l conservative institution 
established for thl~ purpose of regulating the slatus of master 
and craflSlllcn. Only a master had the right to emplo)' 
:miWllltS in his shop. :UJd the obligation of signing his work 
by striking:1I1 inconspicllol1s pan of a piece offmnitllrc with 
a n1l.' t:ll die be:l ring his nl:lrk, llsu:llly his initi:lls:lnd SUrIl:lllle, 
A Ill:lster's pri vileges w('re only :lcqui red after long years of 
training which often beg:ln with :lpprellliceship at the :lge 
of twelve or fourteen, Appl'emiceship might !:lst si,'I: years 
or more, the journeyman stage or (jlwpaJ!/I(l!HW,!!j' three 10 

)ix years, After this trainin g, the aspirllll had 10 submit :'111 

l'xample nfhis work, the cluj'tI' (I'w'rj', to be approved by a 
jury composed of guild members, and had 10 pay the guild 
a large fcc before he could qualify as a master. The severi ty 
of these conditions was often re!:lxed in f.wor of a master 
cabinetmaker's son, son-in-law, nephew, or o ther kin, 
Un like other mastt'r cabinellllakers who ocCllpied their 
time with overseei ng the work of assistants and wi th busi
ness Illanagement, Guillaume Kemp cominued to practice 
the craft of C:lbinellnaker, In t 786 he executed ten marqu('try 
pam:ls for a writing table, commissioned from the cabinet
maker Guillaullle Ben nelllan, and delivered for the usc of 
Louis XVI in the cabiul'I ;!JI((r;cllr of his :lpartmenls :It 
Versailles, now at W:lddesdon Mano r, Buckinghalllshirc. 
Kelllp continued to produce fmnillirc until th(' eve of the 
Rt'vol ution. 

C omllle nts . The grecn color of sOllie of the l11arqllctried 
decor:nion of this piece was the result of :l st:linin g process 
described by Roubo (L'Arl till Mt'/II/;S;{'f Ebhli$l(' by M, 
Roubo, Paris. t 774, PI'. 795 - 797). A prdimin:lry step W:lS to 
mix :l sol ution of blue dye collt:linin g indigo an d su lphuric 
:Kid , to wh ich a yellow color:l llt lllade frolll the roots or 
berries of the barberry pbnt W:lS added (fiber frolll b:lrberry 
)h rubs growl! i1\ Crt·te W:lS particubrly estcemed ror its 
brilli:l1H yellow color). Sections of veneer were then 
soaked in this st:lin for a period o f two wceks to Olle momh. 
The colors of dyed woods have ret:lined sOllie of their 
original hrilli:lnce a ll protected paris offu rnitme, such:ls the 
drawer froms of fitted illleriors. 
The eigh teenth centllry French ll:lme for g('ol11etrical 
Jllarquetry such as that of the Museum's desk W:lS plum,!!/ /1 
f<'lIIpurtjl/!!'!lts. and it W:lS considered less ditlicult to cxecute 
than pictori:ll (]1:lrq Ileny (fOr :lll exam pIc, sec th e marquetr y 
of no, t .. ), which fell under the category o f /~b/:lljSf{'fjl' Ilru/ ~/', 
:lnd W:lS called/I/omrqlli' or (ll'illtllf!' t'/1 bt1;s. A drawing was 
USIl:llly prepared of a sui!:lbk' lll:lr'luetry p:lttem which was 

80. Upright !;Ccrl'lary (Car. no. (5) 

Ihen traced so th:lt the various parts of the design could bc 
cut out :llld pasted on differcnt wood velleers (fig, 8 t), or a 
metal llIodel of a rosette or other 1II0tive to be re!,e:lted 
could be cur for the marquctry saw to follow. Coloring, 
cutting :lnd b ying oflllarquctry W:lS a painst:lking p rocess. 
When the lllarquctry pans were assembled 011 :l carcass 
pand they werc often incised with the poim of:l burin-like 
instrumcnt, producing a hatched or sh:lded effect that 
resembled atld W:lS c:l llcd engraving. Fi nally thc marquetry 
panel was rubbed smoo th and po lislled wi th wax until the 
surf.1ce reAecred like mirror glass, then cO:ltcd with \':lrnish 
to preserve the wood colors, 
Brh",' tI' A/I'p llJ:lrbJe lOpS like that of the Museulll' s secretary 
occur frequently 011 French eighteenth cetlmry furniture. 
The breeei:l qU:lrries of Provence were d iscovered in that 
eentllrY, when Itali:lll sa mples of the marble were :llready 
known. A composite o f Illarble fragmc11ls cmbedded in a 
hardened matrix , breeci:l :lTouscd analytic intercst o f the 
timc, :l nd was described in Diderot's Ellcycl()/,Mit': 'II y :l 
des lIlarh't's q ui Il l' sam composes que d't111 amas confus de 
petits fr:lgmens de differclHes eou leurs, qlli 0111 etc COllll11e 
eol l ,:~ ou ci111cl1tcs les UIlS aux :lutres par (111 nouve:lU sue 
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1·"'.I"J/lJ:Jf I-E.' ,,. . . 

81. Phl<' from L'A" till /I,·lmuisi.., Ebllli1/l', by M. I~ oub<). PJris, 
1774 . showing (1-6) proccdl1Tcs ill lhc CUll ing of nmrquclry. 
(7) sh~ding marqul' lry pieces ;n hOI sand, and (R- 12) illSlrmm'IlfS 

for cngraving marquetry 

picrreux dc la mCnlc naturc quc Ct'S Illorcea ux. Ccs l/lrlf Urt'S 

ainsi formes de pieces de rapport, se nOlllment braill" 
(Euc),dopMil' ou Diailllllwifl ' RllisllIHI(r drs Sri/'J/a's, dl''( Arts 
(·t drs Mt'iil'rs, Neuchiitcl. vol. X. 1765. p. 71a). 

Comparable Examples. An upright secretary signe(l by 
Kcmp wi th similar marqlletry and so me correspondin g gilt 
bronzc mounts is in a French private collection (reproduced 
in T ai n:msformc tolltes !lies pieces en sa lons', by Eveline 
Sch lumberger, in COlillnissflI/{I' dl's Arts, No. 57. November 
1956, p. 41) . Somcwhat silllilar marquetry appears on a 
small oblong work table signed by Kemp in the col lection of 
Mrs. Herbert A. May, Washington, D.C. 

Ex CoiL Sir Charles Mills, llart.; the Lords Hillingdon. 

Pnblished. James Parker, M.M.A. Bill/"till, Ma y, 1960, p. 
302 . 

r6: Figs. 82-86 
UP Rl G 1-1 T SEC RET A RY with ('Ill fron t and strong 
box. French, la ce eighteenth centllry. 58.75.120 

Type. SI'Cf] rrairl" n (/1!(/UIIIII. or sl"lrt'iain' 1'/1 rl fl/wir,'. 

Measurements. ]'!eight: 63~ indIes. Width 34! indIes. 
Depth: 1 9~ inches. 
Description. The secreta ry is of oak veneefl~d and banded 
wich burl yew-wood, bb ck-staincd wood, amboyna. h~re
wood, satin-wood , wlip-wood. satine, holly. an d purple
wood. The shape of the top conforms to the proj(·ctiollS of 
the ca nted from stilcs ~lld of thc back stiles. The top bcks a 
marblc sbb. but is veneered with s~ tillC fi lk, ted with bbck
stained wood and banded with purple-wood. TIle mat and 
burnished gilt bronze gallery of openwork tongue ~ l1d le~f 
Illotives surmOl1nts a cornice of ~n egg :tnd d~n moulding 
sllpported by a band of foliated consoles abo ve a leaf Illotive 
mouldill g. The stiles arc fItted with gi lt bronze oblong l e~ f 
and belT)' rosettes below Sl,ctions of leaf moriv(' and strap
work mouldin g. set on bbck-stained wood banded with 
purple- wood . The front of Illl: oak dra wer in the fri ezl' of 
the desk holds a gouache sketch (sec below). set behind gbss, 
fr~lI1 cd by a gil t bronze lea f Illative moulding :lI1d black
stain ed veneer. This spring-<lriven dr~wl'r is released by a 
button on the band above the fitted interior of the desk, and 
is engaged by the lock of the f.,11 fronl. The sides of the friezc 
are set with simi lar gouaches framed behind gb ss above a 
convex gilt hronze beaded guillochc moulding which 
extends ~long the front and sides of che desk. Brlow this 
moulding the stil es arc set with gi lt bronze ribbed and 
voluted term mountS wi th rams' heads and oak leaf and 
acorn cluster pendants upon recessed panels of amboyna 
Vl'lleer, tri mmed with brass be:Id and recl mouldin gs. and 
fr~med by raised bands ofbbck-st~i ll ed wood. Each of the 
four stiles tapers to a base of three graduated blocks veneered 
with black-stained wood and set wi th a gilt bronze COll Vl'X 

burclle:If and berry mOl1ldin g. two plain mouldings, ~nd a 
sqllarc leaf and berry rosette. thc lowest block ban dcd with 
brass resting on twO gi lt bronze spheres ~bove the :Ipron. 
Tilc f.,11 front of the desk cont:Iins a gouachc sketch of lacc 
with a water-color collagt" framed by gilt bronze be~dcd 
lcaf and twistcd rope mou Id ings and black-stai ned v"necr. A 
hin ged section in the center of the horizotlt:ll top membcr of 
thc gilt brollzc mou lding on the f.,11 front scrvcs as a kcyhole 
escutchcon for thc lock, and a section of the left hand lIIould
ing of the door below is hinged for thc sa me purpose. The 
front of thi s door is veneered with a panel of bllrl ycw- wood. 
framed likc the gouache above. Each sidc of the desk is 
vencered with two panels of burl yew-wood similarly 
framed. The top edge of the proj cctin g aproll is trimmed 
wi th a gilt bronze g:Hlrooned leaf Illotivc moulding inter
rupted by the stiles which arc sct with opellwork doub le 
guillochcs. Th c fect arc top-shaped and h~ve gilt brollze 
gadrooned collars and cup-shaped sabots with overlapping 
leavcs and button tips. The sides of the fall front arc veneered 
with black-st:Iincd wood, :Ind Ihe writing surf.,cc is covered 
wi th the original blue-green gold-tooled velvet; the mar-



FRENCH AND GERMAN XVIII-CENTURY FURNITURE 

quetry border of the writing surface consists of strips of burl 
yew-wood filleted with black-stained wood and banded 
with purple-wood, with squares of amboyna filleted with 
holly and black-stained wood at the corners. The fall front 
is hinged to a panel veneered with sa tine which slides in 
grooves to the back of the desk and provides support for 
the writing surface. Immediately above this surface, two 
small oblong oak boxes veneered on the front with purple
wood are hinged to the side of the carcass, and swing over 
the writing surface by means of brass thumb grips; the left 
hand box is plain, while the box on the right is fitted with 
three compartments for writing materials. The fitted in
terior consists of a central recess with a door Banked by two 
nests of two drawers with a wide drawer above and below. 
The spring-driven upper drawer is released by a button on 
the band above the fitted interior, the lower drawer by a 
catch above the writing surface. The fronts of the divisions 
of the interior are veneered with black-stained wood. The 
central door holds a pastel portrait framed behind glass by a 
gilt bronze leaf motive moulding banded with purple-wood 
Banked by strips of amboyna banded with purple-wood. 
The fronts of the upper and lower drawers are divided into 
three partitions holding gouaches and framed behind glass 
by gilt bronze twisted bead and rope mouldings and bands 
of purple-wood, the vertical divisions between partitions 
marked by strips of black-stained wood. The four side 
dra wers are set with single gouache sketches similarly framed 
and provided with plain gilt metal ring pulls. A key unlocks 
the center door which is veneered on the top and side with 
purple-wood and on the back with satin-wood. The recess 
behind the door is veneered with satin-wood, its front divi
sion banded with purple-wood, and the back of the recess 
is set with mirror glass framed by purple-wood. The top 
edge of the lower door is painted black, while the left edge 
is veneered with black-stained wood and the back with 
harewood banded with tulip-wood between fillets of black
stained wood framed by bands of purple-wood. The same 
veneer and banding occurs on the front of the nest of three 
drawers behind the door. These drawers open by means 
of gilt-bronze ring pulls attached to beaded and striated 
paterae, and their front tops are veneered with purple-wood. 
The middle drawer is provided with an oval gilt bronze 
beaded and bow-knotted escutcheon plate, and the lock of 
this drawer engages the upper and lower drawers, making a 
cotJre-Jortorstrong box of the lower compartment of the desk. 

The Water Color, Gouache, and Pastel Sketches. The 
front of the drawer in the frieze of the Museum's desk is set 
with a strip of paper painted in gouache with a vignette of 
three nymphs in a landscape setting, over a folded band of 
lace drawn in sepia ink on a blue ground, Banked by two 
vignettes of a boy and a lamb and bagpipes with a cage in 
pastoral landscapes. The gouache on the left side of the desk 
represents a similar group of three nymphs in a landscape 

painted with a scrolled border picked out in gold with green 
edges, and the gouache sketch on the right is of a group of 
figures in court dress, with a scrolled border of painted lace 
picked out in gold and blue. The sketch on the front of the 
desk (fig. 64) is offolds oflace, drawn in ink and colored with 
gouache, falling from a garland of roses, daisies, primroses, 
morning glories, and other Bowers, with another garland 
and a swarm of bees, painted in gouache colors on a violet
colored background. A water color collage of a bacchanalian 
scene with a nymph, faun, goat and two plltti against a back
ground offantastic architecture, has been cut out and pasted 
in the center of the lace Bounce. The door of the fitted 
interior holds a pastel head and shoulders portrait of a 
woman wearing a blue dress and pearl earrings leaning 
against a yellow pillow (fig. 85). The central panel of the 
drawer immediately above the door is set with a gouache 
fan painting of a sheep-shearing scene with birds in Bight, 
a parrot on a branch, and a hen in the foreground; the 
imprints of a fan's spindles are visible on the paper of this 
sketch (fig. 84). The other gouache sketches of the drawer 
fronts consist of four portraits set in painted lace borders at 
the corners of the fitted interior, and five rural vignettes in 
similar borders. The partition under the central door holds 
one of these vignettes with another sheep-shearing scene 
bearing the inscription: 'Non Ie bien supreme/n' est pas dans 
le/Splendeur/On Ie doit/a Soy me/ ... eur.' 
Some of the painted lace of these sketches derives from 
Valenciennes lace, but the folds painted on the fall front are 
based on no known type, and may have been imitated from 
paper lace of the period. 
The fan painting in the center of the top drawer of the 
interior (fig. 84) is by an unknown Italian artist of the last 
half of the seventeenth century, the other gouaches were 
executed by a French fan painter working in the last half 
of the eighteenth century. 
The French pastel portrait on the central door of the interior 
(fig. 85) derives from one of a series of unidentified court 
portraits painted by the Italian artist Pietro Rotari (1707-
1762) between 1756 and 1762 for the Gallery of Graces at 
Peterhof Palace, near Leningrad. The sitter has never been 
identified, though other versions of the portrait exist, 
notably a pastel formerly in the collection ofD. I. Stchou
kine, Moscow, attributed to Fran~ois Boucher and now in 
the Pushkin Arts Museum, Moscow (Art Treasllres ill Rllssia, 
by Alexander Benois, vol. 5, 1905, pp. 119-120, fig. 64), 
another pastel attributed to a French artist in the Art Gallery 
of Western Australia, Perth, Australia, an oil attributed to 
Pietro Rotari, part of a series painted for Schloss Pillnitz on 
the Elbe, sold with the collection of Herbert M. Gutmann, 
Paul Graupe Gallery, Berlin, April 12-14, 1934, no. 3 I, 
another oil painting which is part of a series at Archangel
skoye, the former Yussupov family estate near Moscow, 
another painting attributed to Rotari in the collection of 



~l. Uprigll1 ~cr('r~ry with fa ll frOll1 311d srrollg box (C31. 110. 16) 



8J. Gou3ch;;, ~h'lch willI wal<'rcolor colbgt: (e31. no, 16) 

~4 . Goulchc f.1J1 p~illling (Cu . 110, 10) 
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Ss. l'a~fcl portrait Of:l w()m~11 (Cal. nQ. 16) 

A. Selig man, New Vork CDi Pietro Rotari e di un Libro chc 
10 Riguarda', by Giuscppe Fiocco in Emporium. vol. 96. no. 
57 1.July. 19+2. p. 278). and stilianOlher auribmed oil in the 
Dc Ene Holden CUIll Illt'r Museulll Foundation, Jack son
villc. Florida. A version of this portrait is shown hanging on 
Ihc wall of a rootll in an ctching signcd by Daniel Chodo
wiecki (1726- 18o l). ent itled 'Cabinet c!'I111 Pcimrc' :lnd 
<bted 1772. pbte 19 of :l bOHnd portfolio ofChodowiecki's 
ctchings givcn by Junius S. Morg:lll to the Prim DCI':lrt
Illcnt ofrhi s Muscuill (:lcccssioll 1H1l1lbcr 23.74). 
Thc \\,atcr color collage l'aSied 10 rhe folds of paimcd lacc 
on the f.'llt fra il( of this dcsk (fig. 83) is bY:1I1 IInidclllified 
Frcnch anisl. Elcments of archit t'ctmc and decoration that 
appear in th is water color datc it ill thc laSt decade of til(' 
cightecnth century, permin ing a cOlljecllIrc that it W:lS 
added to the fron t in order to cover a coa t of :lrlllS or mher 
identifi cation IIl:l! had to be di sguised al the time of the 
Fl'l'I1ch [ ~ evoilition. 

Signature and Marks. Signed I' ll I'A. SQU !I;W (fig. 86) for 
Philippe Pasquier. five times 011 the left and the right back 
stilcs: once all the top and lower edge of the right stile and 
on til(' tOp edge of the left stilc, and twice on the lower e(lge 
of the left stile. A red wax seal is affi xed to the inside 
of Iht, lower back rail , be:aring the imprint of all cagle. its 

wings deplo),cd. encircled b)' the legen d : "I'M II ST II 

I-WAN" I·U MT A I M No 601. This scal lnay be all unidl'1ltified 
Germall collcctor s mark. Such a colleCtion would b,· 
possible for the piece between the lill1e o f the Ham ilton 
['alacc s:llc in 1882 and its aC<Jllisitioll by Mr. Morgan prior 
to 191 2. Another wax sea l widl the legend ·Francfi.lrt SLlT 

Ie Main ' was visible 011 a LIIarquetry commode signed by 
Jean Gillet (Muscc des Ans Dccor:atifs. P:aris. Cra llds 
Ebcnistes ct MCllui5iers Parisicns <ill XVlllc Sii.'ck· 1740-
1790 Exhibi tion. Decembn 19H- Ft'brlla r\' 1956. IHl. I~O 
of the catalogue, [t'nI br Mille. Bal)aLl). ' 

Nr.. Sign~llIrl'lJll Ih~ Si.·cr,·tary (Cal. un. Ir.) 

Artists. Lillie is known about Philippe Pasquier. I k \\':a$ 
rcgistered asal11asterc:abi nct lllakerol1July ~J, 1760. and lin·d 
on ,he rue BOllcller:H, moving in abou t 1775 to til l' rill' <I(,S 
Fosso)'curs Sailll-Sulpin·. where hcdil'cI in 178J. A l11arqul'lry 
bonheur-du-jour with CUTv(·d legs sold frolll Ihe collcclion 
of Brigadil'r-Gel1eral R. J. Cooper al C llristie·s. October 
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30, 1947,no. 121,and a straight-legged marquetry commode 
sold at the Galerie Georges Petit, March 13,1922, no. 82, are 
two other recorded pieces signed by Philippe Pasquier. 
Comparable Examples. Gilt bronze openwork tongue 
and leaf motive mounts such as those of the gallery on this 
secretary appear again on a number of late eighteenth 
century pieces of furniture signed by the makers Jean-Henri 
Riesener, Claude-Charles Saunier, Adam Weisweiler, and 
Charles-Erdmann Richter. A portrait of Riese ncr by Antoine 
Vestier in the collection of Mme. Pillaut, Paris, shows the 
subject leaning on a small writing table the apron of which 
is set with a similar gilt bronze tongue and leaf motive (Les 
Ebellistes dll XVlIIe Sircle, Lellrs Oelll/res et Lellrs Marqlles, 
by Comte Fran<;ois de Salverte, Paris, 1953, frontispiece). 
An unsigned upright secretary with porcelain plaques at 
Windsor Castle is veneered with burl yew-wood resembling 
the veneer of the Museum's desk, and has similar feet (The 
Fllrtlitllre oJWilldsor Castle, by Guy Francis Laking, London, 
1905, p. 154, fig. 38). 
Other pieces of furniture with painted panels mounted 
behind glass are signed by the eighteenth century cabinet
makers Adam Weisweiler, Jean-Ferdinand Schwerdfeger, 
and Caspar Schneider. The top and drawer fronts of a medal 
cabinet sold from the Chateau de Versailles in 1793 were 
decorated with birds made of their own feathers and insect 
specimens, framed behind glass. This extraordinary piece of 
furniture may have presented some analogies with the sub
ject of this entry, and was formerly in the collection of 
Baron Alphonse de Rothschild (Le Mellble II, XVIIe, 
XVIIle et XIXe Sircles, by Alfred de Champeaux, Paris, 
1885, pp. 288-289). 
Ex ColI. Alexander Hamilton Douglas, tenth Duke of 
Hamilton; J. Pierpont Morgan. 
The secretary was sold at Christie's on June 20, 1882, with 
other contents of Hamilton Palace, Scotland, then the pro
perty of the twelfth Duke of Hamilton. It was no. 300 of the 
catalogue, and was bought by Mr. G. Attenborough for 
four hundred and thirty pounds and ten shillings. The cata
logue entry describes it as 'Formerly the property of Mme. 
Du Barry', an allegation not supported by the surviving 
papers and inventories of her collection. The tenth Duke of 
Hamilton married Susan Euphemia Beckford, a daughter of 
William Beckford, the builder of Fonthill Abbey, and a 
collector in his own right. No piece of furniture with this 
description is recorded in the various inventories and cata
logues of Beckford's collection, however, so that this desk 
probably entered the Hamilton Palace collection through 
purchase by the tenth Duke, who bought other pieces of 
French furniture for his Scottish seat. Among these were a 
black lacquer upright secretary and commode made by 
Jean-Henri Riesener for Marie-Antoinette in 1784, subse
quently bequeathed to this Museum by WilliamK. Vander
bilt (accession numbers 20.155.11 and .12), which were sold 

with the contents of Hamilton Palace, nos. 1297 and 1298 
of the catalogue. According to Alfred de Champeaux, these 
two pieces figured in an inventory of sale drawn up for the 
Chateau de Saint-Cloud, at the time of the Revolution, and 
are recorded again in an anonymous French sale for April, 
1803. The tenth Duke, who was then Marquess of Douglas 
and an ardent Bonapartist, may have visited France and 
been able to buy a considerable amount of furniture includ
ing the two pieces made for Marie-Antoinette and the sub
j ect of this entry at that time (Le MCllbie II, XVIIe, XVllle et 
XIXe Sircles, by Alfred de Champeaux, Paris, 1885, p. 232). 

Exhibited. The Metropolitan Museum of Art, New York, 
Loan Exhibition of the J. Pierpont Morgan Collection, 
1913-1914 (mentioned on p. 113 of the catalogue, with the 
statement 'always ... said to have been made for Mme. de 
Pompadour'), French and Company, 978 Madison Avenue, 
New York, Opening of the New Galleries Exhibition, 
October 7-25, 1958 (no. 45 of the catalogue). 

Published. Histoire Gellerale des Arts Appliqlles a l'Illdl/strie, 
Ie Mobilier all XVlle et all XVllle Siecle, by Emile Molinier, 
Paris, n.d., p. 190; Paris Fllrtlitllre by tlte Master Ebellistes, by 
Charles Packer, Monmouth, 1956, fig. 138. 

17: Figs. 87-89 

SMALL OVAL WRITING TABLE. German, 
about 1780. 58.75.39 

Type. Petite table a ecrire ovale. 

Measurements. Height: 29! inches. Width: 29 inches. 
Depth: 20! inches. 

Description. The table is of oak, pine, and cherry, veneered 
with harewood and mahogany and marquetry of harewood, 
satin-wood, green-stained wood and holly. The oval pine 
top is marque tried in the center with a knife twined with ivy 
encircled by a wreath of four clusters of roses, tulips, and 
lilies, with a lozenge shape of ribbon strands tied in bows 
through rings at the corners. Two lengths of string carried 
out in the marquetry tie the mid-points of the ribbon 
strands to the wreath, crossing around the handle of the 
knife in the center. The marquetry is of satin-wood, green 
and other stained woods, the ground of harewood filleted 
with green-stained wood and holly and banded with hare
wood. The top is set in a gilt bronze ribbed moulding. Pres
sure on a button under the front of the table releases the 
spring driven central drawer, which when extended trips 
the catches of the spring-driven side drawers, allowing them 
to pivot on their back edges. The three curved drawer 
fronts and the curved back panel of the apron under the top 
are marquetried with clusters of roses, jonquils and bell
flowers over ribbon swags drawn through loop-holes, 
executed in satin-wood, green and other stained woods on 
a ground of harewood, with fillets of holly and green-



CATA L OGUE NO. [ 7 101 

sl:lined wood indented :It the corners :lnd b:lnded with 
h:lrewood. T he harewood veneered stiles above the legs arc 
insel with bf:l ss digl yph s above a plain gill bron ze torus 
moulding extending around the lower edge of the :l pron. 
The square t:lperin g legs arc veneered with h:ll"ewood with 
plain sp:lnd rcls A:lllking gill bronze gutt:le Illotives :lbovc 
three-sided torus 11l0l1 ldin gs, anc! rosettes :Inc! ribboned laurel 
le:lf :Iud f.'Illin g berry dusters on th e front s of the legs, w hich 
ter1l1in:lte in stepped plinth feet. The three d rawers :lfe of 
cherr),. their top edges veneered with harewood. T he centTal 
drawer is equipped with a pine writing tablet covered ill 
modern green gold-tooled leather bordered by mahogan y 

veneer. The sides of the dr~wer ~re grooved perm ittin g till" 
writing p~llcl IOslide b:lck reve~ lillg lhe drawer recess wi th 
two nests of twO sl11 all cherry-wood dr~\\'l"f s ~t the b~ck. 
T hese drawers opcn b)' l1l C~ns of gilt !11l·t~1 open scroll 
handl es; thei r fronts arc veneered with tlllip- wood. :lnd till' 
fronts of rill' divisions bet \\'l"en the dr:lwers ar('vcl1ccred with 
g reen-stained wood. Each side dr~ w('r h~s ~ bow-fronted 
recess in th e tOp with two cherry-wood dr~\\' l'rs bl·low, 
openin g by means of plain gi ll metal rin g pL1lls. 

Sig naeure. Na ill'. 

Anises. AttribL1ted 10 David Roentgen (see u1l{il-r no. 13). 

87. Small oval Writ;l1g {abk (Cat. 110. 17) 
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~S. Top of Ih ~ \Hiring r~b l..· (Cnt . no. (7) 

Comparable Exa mples. Man y versions of this table ex isr. 
for ir SCC ll1 ~ 10 have beell a f.1vorir c model that was ofrcn 
rq)ea t ~·d in Da vid Roentgen' s work shop. Other ov:tl tables 
which arc close to the Metropolitan 's in the treatment of 
m:tTqtletry and gi lt bronze arc all exa mple with Illorc 
brilliantly colored woods in the Jones Bequest :H the Vic
IOria amI Albert Musenlll (Ctlll1h~I!IU' 4 111f' )"1/('5 Col/mimi . 
P,m I , Tllm;I""" by Oliver Brackett. London. 1922, Pl'. 
24~25 . no. 76. fi g . .p). rwo in C. L. D:1Vid's collcclion . 
Copenhag~' 11 (c. L DIU,it/ 's Smillill./! by Anden Del, Copen
h:tgcn. vol. II 1953, pp. 206-207), an other sold from the 
colleCiion of Francis GUl~ralllc. 3 rile Roqucpi ne. Paris, 
M:lrch 21- 22, 1935, no, 92,:l fIfth sold from the co llectioll 
of Lady S:lCk ville at Christie's. June 9, 1936, no. 67, and 
previously in the collect'ion of Sir John Murra y Scott, :t 
sixth sold frolll the co llection ofFran(ois Cory ar the G:llerie 
Jl':ln Ch:lrp~· llt icr, NO\'t'lllber 30- December I . 1936, 110.93 , 
:lnd previously in the collccrion of Jacq ues Doucct. and :l 
s('velllh wi th f.1 dl'd lllaT'l lletry at a New York dealer's. 
O lha mOTe widdy divergent oval tables frolll Roentgen's 
shop arlO in th e Musee Nissim dl' Catnol1do, Paris, [he Musee 
dc Versailb, [he Rijkslllllsel1!1l , AnlSlcrdam, the Victoria 
and Albl'1't MUSt'UllI, London (where th ere aTl" in addition 
to the I:t bk· already mcntioned . [wn mhers attribl1ted to 

Rocntgen). in the collection of Lord and Lady Roseber)'. 
Mentmore, Buckinghamshire, and of Lord T:a lbot de 
M:abhide, Mabhide Castle, County Dublin. In KrlIISf

,\!!'Scllirlllc (/es Miibrls, by Adolf Feulner, Berlin, 1927. p. 720, 
fig s. 632, 633 , tll C author mcntions all ov:tl table by Davi d 
Rocntgen which al the time of pub licari 011 was in the collec
tiolt of Rob en von Hirsch, Frankfurt, :another ill the collec
tion of Rudolf VOlt Goldschmidt-Rothschild, Konigsteill, 
and:t th ird belonging to E. M. Hodgki ns. the Paris dea ler. 
Hans Huth in Abmf'(llil IIl1d Dill/it! I~OI'lIlcl!!'lI IlIId lhrl' N!'II

!IIienrr Miibdwcrkstau, Berlin , 1928, pp, 68, 69, mentions 
other oval tables ;It that rime in [he collection of J. Rosell
baum, Berlin, and Sir Robert Abdy. Paris. 
In:t portrai t of Lady Sybil Edell p:tin ted in 1906 b)' John 
Singer SargelH from the Wilstach collection at the phi b
delphi:t Museum of Art. the subject is represented playing 
cards :tt an oval table with marquetT}' and gilt bronzc 
mOllnts characteristic of Rocntgm's work (fig. 89). This 
table ma y have been a nineteenth century copy, of which a 
nUl11ber exist, uscd by Sargent as a snrdio prop. 

Ex Coli, Sir Charles Mills, Bart. ; the Lords I-lillingdoll . 

P ublished . Jalllcs Parker, !H.M,A, Hlln'lill, Ma y. 1960, 
pp. 29H. 30 1. 

89. DCI~il from J pOrtrai l of bdy Sybil Edell by J. S. Snrgrl\l, 
1!)Oli. Philadelphia MU SC UIll o f An (Wilsrnch Collection) 
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THE FRENCH MARCHANDS MERCIERS 
AND 

FURNITURE WITH PORCELAIN PLAQUES 

T HE French eighteenth century marelzallds merciers were art dealers with no exact equivalent 
in the art market of the present. They interested themselves in every contemporary skill and 
means of decoration, and used their intelligence to combine different media, to promote new 

L'lshions in dress, and to increase the sale of furniture. For goods which were to be sold at their shops 
these dealers applied to different categories of workmen in Paris. Some of these categories of skilled 
labor, called CO/ll III I III all tcs, were derived from medieval guilds, and changed in the course of the 
eighteenth century. They were distinguished by name, and a division oflabor was observed, recorded 
in lists published at the time (DictiOllllaire Ulliversel de Comlllerce, d'Histoire Natllrelle, & des Arts & 
Metiers, by Jaques Savary des Bruslons, rev. ed., vol. II, Copenhagen, 1760, pp. 131-136; Dictiolllzaire 
Historiqlle de la Ville de Paris et de ses Ellvirolls, by MM. Hurtaut et Magny, Paris, 1779, vol. III, pp. 

340-344). 
Some of the workmen who served the marchallds 1Ilerciers and contributed their skills to the objects 

sold by these dealers are mentioned in these lists. Among them were the cbcllistes and mellltisiers who 
made furniture and belonged to one cOllllllllllalltc (p. 94), the sermriers or locksmiths, the fOlldeurs
ciselellrs and ciselellrs-dorellrs, two distinct guilds who prepared gilt bronze mounts (p. 148), the 1IIa1·briers 
who produced marble tops, the sCIIlptellrs ell mellbles who carved chair frames, as well as the tabletiers 
or turners and ivory-carvers, the lIliroitiers, mirror-makers, the IlOriogers, clock-makers, and even the 
cvelltaillistes or L'ln-painters whose work might enhance the interest of dealers' wares (p. 98, fig. 84) 
Other craftsmen used by the dealers belonged to L'lctions outside the COl III II 1111 all tes. Among these 
were the orfevres or goldsmiths, the jewelers or joailliers-bijolltiers, and the porcelain craftsmen who 
worked under royal patronage at the Mallufactllre Royale de Sevres. 

The marellallds merciers themselves belonged to a special order of salesman, the third of the six 
corps des marellallds de Paris. The third corps was the most powerful of these orders and often infringed 
on the prerogatives of the other five. The title marchalld merciel: originated with the amalgamation of 
the mercers or textile dealers and the jewel merchants: 'Comme leurs richesses & leur nombre 
viennent d'etre unis aux Communautes des Marchands Grossiers de drap & de soie & auxJouailliers; 
aussi se qualifient-ils, Marchands Merciers, Grossiers & Jouailliers .. .' (Histoire et Recherches des 
Alltiqllitcs de fa Ville de Paris, by Henri Sauval, Paris, 1724, vol. II, p. 475). The marelzallds lIIerciers 
were subdivided into twenty classes according to the nature of the goods which they offered for sale, 
and it was the thirteenth class which was privileged to sell works of art: 'Ceux qui vendent des tableaux, 
des estampes, des candelabres, des bras, des girandoles de cuivre dore & de bronze, des lustres de 
cristal, des figures de bronze, de marbre, de bois & d' autre matiere, des pendules, horloges & montres; 
des cabinets, coffres, armoires, tables, tablettes & gueridons de bois de raport & dore, des tables de 
marbre & autres marchandises & curiosites propres pour l' ornement des appartemens.' (Savary des 
Bruslons, op. cit., vol. III, p. 849.) 

105 
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The quarter of Paris favored by the thirteenth class of III arch al/ds lIIerciers was the rue Saint-Honof(~ 
and its adjoining streets. The dealers Lazare Duvaux, Thomas-Joachim Hebert, Simon-Philippe 
Poirier, C.-F. Julliot, and Charles Darnault had their shops in this quarter. Some of the addresses of 
these shops have come to light on printed trade cards or bill heads or sometimes on inscriptions or 
stickers pasted onto pieces of furniture. An example of one of these publicity items for a shop called 
All petit DlIllkerqlle kept by the dealer Grancher on the Quai de Conti reads as follows 'Granchez, 
tenant Ie grand et beau Magazin Fran~ais et Anglais, a la Perle d' Orien a Dunkerque, et a Paris quay 
de Conty au petit Dunkerque, tient en bijouterie et cainqualerie ce que l' art produit de plus nouveau 
et vend sans sur('lire en gros et en detail.' The Quai de Conti was away from the quarter of the other 
dealers, on the other side of the Seine from the rue Saint-Honore, but Grancher's shop was much 
frequented, and Louis-Sebastien Mercier wrote a long commentary on it: 'Le Petit-Dunkerque. 
C'est la boutique d'un marchand bijoutier, a la descente du Pont-Neu£ Elle etincele de tous ces 
bijoux frivoles que l' opulence paie, que la fatuite convoite, que l' on donne aux femmes honnetes qui 
n'acceptent point de l'argent, mais bien des colifichets en or, parce qu'ils ont un air de decence ... 
De nombreux tiroirs sont remplis de mille bagatelles, OU Ie genie de la frivolite a epuise ses formes & 

ses contours. Le prix de la fa~on vaut dix fois Ie prix de la matiere. L' or a pris to utes les couleurs; Ie 
crystal, l' email.l.acier , font des miroirs tailles a facettes, & les enfantillages de l'industrie delicate 
sont la sur leur trone. Un homme descend de la voiture, entre dans la boutique du bijoutier, & achete 
des breloques a un tel prix que la moitie auroit suffi pour faire subsister pendant une semaine entiere 
plusieurs familles necessiteuses ... Mais apres avoir gemi en philosophe, il ('lut rendre justice au gout 
du maitre. II anime, il dirige les artistes; il imagine ce qui doit plaire. En donn ant la vogue a plusieurs 
colifichets, il a ('lit travailler dans la capitale ce qu' on etoit oblige de faire venir a grands frais de 
l' etranger ... Voltaire, lors de son dernier sejour a Paris, se plaisoit beaucoup dans Ie riche magasin 
de cette maison curieuse. II sourioit a toutes ces creations du luxe; il appercevoit,je crois, une certaine 
analogie entre ces bijoux brillans & son style' (Tableall de Paris, by Louis-Sebastien Mercier, rev. 
ed., vol. VII, Amsterdam, 1783, pp. 81-83). 

Mercier's words resume the essential qualities of the kind of art dealer who is the subject of this 
part of the Introduction, and who was responsible for combining porcelain plaques with furniture. 
Such a dealer devised new forms for the decorative arts. Oriental porcelains and lacquers, 'ce qu'on 
etoit oblige de faire venir a grands frais de l' etranger', were given new settings under the dealers' 
directions. Porcelain figurines of chinamen and animals were provided with gilt bronze mounts and 
incorporated into clocks, wall lights, ink stands and perfume burners. Vases, ewers, and other 
figurines of oriental porcelain were mounted in gilt bronze to heighten their effect as gamitllres de 
cllemillce or as objects for collectors' cabinets. Oriental screens and c~binets were bought by dealers 
at sales for their lacquer panels which were stripped and re-set in pieces of furniture that met current 
standards of taste (pp. 77-78 and fig. 60). Seventeenth century panels of pietre dllre made for Louis 
XIV's ebony cabinets passed through these dealers' hands and found new settings on tables, cabinets 
and commodes in the fully developed style of Louis XVI ('Some Louis XVI Furniture Decorated 
with pietre dllre Reliefs', by Ake Setterwall in The Bllrlillgtoll Magazille, vol. CI, no. 681, December, 

1959, pp. 42 5-435). 
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In addition to their projects for furnishing houses, the marelwllds merciers undertook to launch new 
fashions in jewelry ('Le Commerce des Objets d'art et les Marchands Merciers a Paris au XVlIIe 
Siecle', by Pierre Verlet in AII/wles, Ecollomies, SociCtcs, Civilisatiolls, XIII, no. I, January-March, 
1958, p. 23 and passim). Snuffboxes, spectacle cases, cane handles, watches, and vanity cases, as well 
as jewelry properly speaking, came into the dealers' province. Gold and precious jewels, mother-of
pearl, jade, lacquer, and porcelain might be made into these valuables or variously combined for 
trinkets executed to a dealer's orders. A spccial article of jewelry or piece of furniture might be com
missioned from a dealer, but the buyer could then expect to pay, as much as ten times what he would 
have to pay for such an article in the dealer's stock (Verlet, 0p. cit., p. 27). 

The wide scope of these dealers and their surveillance of the whole field of French handicrafts did 
not exempt them from more routine duties of the calling. Sale catalogues were often written by 
dealers, and a rich client, then as now, might ask the dealer of his choice to bid for items at an important 
sale. Though he might receive a fee for these services, a dealer's livelihood was assured, then as now, 
by a large volume of sales and a comfortable profit margin. The important French dealers of the time 
were richly rewarded, and the wealth of Thomas-Joachim Hebert who kept a shop on the rue Saint
Honore was alluded to in a squib of 1748: 'Je n' ose regarder la porte d'Hebert; ilme vend toujours 
mille choses malgre moi. II en ruine bien d' autres en bagatelles. It fait en France ce que les Fran<;ois 
font en Amerique: il donne des colifichets pour des lingots d' or'. (Livre-Jollnlal de Lazare Dllvallx, 
Marchalld-Bijolltier Ordillaire dll Roy, 1748-1758, ... by Louis Courajod, Paris, 1873, vol. I, p. 
LXXXIX). Louis XV was among those paying with gold ingots for trifles bought from Hebert, 
who bore the suitable title of marchalld sllivallt la COllr or marchalld privilcgic de la COllr, and who was 
so famous that a shape of Sevres vase was named after him. 

Hebert's nephew, Simon-Philippe Poirier, had also become a dealer and kept shop at no. 85 rue 
Saint-Honore opposite the Hotel d' Aligre, one of the principal auction houses of the time. The shop 
was called a la COllr0ll11e d' or, and the golden crown of the name probably appeared on a sign board 
or perhaps in a gilt bronze panoply over the door. The prescnt location of this shop would be on the 
rue Saint-Honore between the rue de l' Arbre Sec and tlle rue du Louvre. Poirier's father as well as 
his uncle were dealers, and he belonged to the select category of marellallds privi/cgics de la COllr. In 
1771 Poirier delivered to the dauphine Marie-Antoinette a desk which she presented to her mother, 
The Empress Maria-Theresa of Austria (p. 110). He also supplied furniture and objects to the MeIlIlS

Plaisirs of Louis XVI and catered to the King's brothers, the Comte de Provence and the Comte 
d'Artois, to the Prince de Conde, the Marechal de Soubise, to the King's mistresses, Madame de 
Pompadour and Madame du Barry, as well as to the other clients mentioned in this catalogue. In 
addition to the crimson tapestries which he ordered at the Gobclins in Paris for Croome Court, 
W orcestershire, the sixth Earl of Coventry bought French furniture and porcelains for his houses 
from the dealer Poirier whose bills dated 1763, 1764 and 1766 are preserved by the Croome Estate 
Trust. At much the same time Horace Walpole was also shopping at the COllrOllllC d' or and a brief 
description of his purchases there occurred in the invoice of goods shipped to England for him in the 
years 1765 and 1766: 'A large case; H.W. NO.3. (from Poirier's) containing five smaller cases with 
Sevre and Chantilly china.' and 'Two large cases H.W. from Poirier's with clock, secretaire, coffre 
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and table. Two red leather chairs.' (Horace Walpole's Correspolldellce with Madallle dll DcfJalld alld Wiart, 
edited by W. S. Lewis and Warren Hunting Smith, New Haven, 1939, vol. V, p. 405). The 'table' 
in this shipment might have been a small eating and work table set with porcelain plaques, similar 
to two examples at the Museum (see pp. 162-7). Such a 'small table' of Sevres porcelain is noted in 
Horace Walpole's description of the contents of Strawberry Hill, his villa near Twickenham ('A Des
cription of the Villa of Mr. Horace Walpole at Strawberry-Hill near Twickenham, Middlesex, with an 
inventory of the Furniture, Pictures, Curiosities, &c.', The Works of Horatio Walpole, Earl of Oiford, 
London, 1798, vol. II, p. 434). This table, which was in the Green Closet at Strawberry Hill, must 
have been painted with a pattern, possibly a design of flowers painted on the Sevres plaques, for a 
Moorfields carpet in the Round Drawing Room at Strawberry Hill was woven with a 'design taken 
from the Seve china-table in the Green Closet' (Walpole op. cit. vol. II, p. 468). When the contents 
of Strawberry Hill were sold in 1842, this carpet was described in the catalogue, under no. 57 of the 
twenty-third day of the sale, May 20, 1842: 'A superior AXMINSTER CARPET, of elegant pattern, 
with Flowers and scrolls, the design taken from the Sevres China table in the green closet.' The table 
itself does not seem to have been included in this sale. One ofW al pole's friends, the reverend William 
Cole, accompanied him on two visits to Poirier's shop, and commented in his Journal: 'I was with 
Mr Walpole one Day at a great Shop in Paris, Mr Poirier's, where it (Sevres porcelain) was sold, & 
saw him give 10 Louis or Guineas for a single Coffee Cup, Saucer, & a little square sort of SOllcoHpe, 
or under-Saucer, to set them on; they were indeed the highest finished Things of the Kind that can 
be conceived: perfect Jewels that deserve to be set in gold Frames to be admired & looked at, but 
never to be used for Fear of breaking them ... ' Under another heading of his journal, dated November 
14, 1765, the reverend Mr. Cole told of the second visit to the COllr01llle d' or: 'From this dangerous 
Shop (Dulac's) we went to another not a whit less so, Mr Poirier's, where the China & Toys & 
fine Cabinets were rather richer & in greater Abundance; being a Magazine of several lower Apart
ments full of them: Mr Walpole, among other Things, bought an elegant Tripod of gilt Copper, 
in an antique Fashion of about 4 inches high to burn Incense, or Pastilles a bmler, on: it cost 3 Guineas. 
I bought a single Coffee Cup & Saucer of the enamelled Chantilly manufactured China, for which 
I gave 12 Livres, or about half a Guinea.' (A JOllmal of My JOllmey to Paris ill the year 1765, by the 
Rev. William Cole, edited by Francis Griffin Stokes, New York, 1931, pp. 233, 245). 

Poirier occasionally turned his hand to the writing of sale catalogues, and the furniture, porcelain, 
lacquer, and jewelry entries of the Gaignat sale of February 14-22, 1769, were written by him. A 
clue to his character may be contained in the preface to this catalogue in which he asserts that his 
descriptions will be honest and concise: 'Dans ce Catalogue on ne se propose que de distinguer 
chaque piece de fac;on a la faire reconnoitre, d' en dire la qualite, d'indiquer les mutilations dont l' on 
se sera apperc;u. On y trouvera quelques courtes reflexions que l' on a juge nccessaires pour de certains 
morceaux. Quelque mcrite que l' on trouve souvent dans celui que l' on se propose de dccrire, on a 
cru devoir s' abstenir de tout louer a chaque article, de peur d' ennuyer.' 

Poirier's name occurs in bills and inventories of the time and with great regularity in the accounts 
kept at the Malltifactllre Royale de Sevres. These account books reveal that he began to order porcelain 
plaques for furniture in about 1760, and that he established a virtual monopoly on the purchase of such 
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plaques (Sevres, Ie XVllle Siecle, by Pierre Verlet, Paris, 1953, pp. 30, 31). Except for a few consign
ments delivered to the cabinetmakers Jean-Fran~ois Leleu and Pierre Denizot, to a few privateindi
viduals, and on several occasions to the Garde-MellMe de la COllro/lIle, the output of soft-paste porcelain 
plaques at Sevres was, and remained for as long as it lasted, the appanage of Simon-Philippe Poirier 
and his partners and successors at the COllrO/lIle d' or, Dominique Daguerre and Martin-Eloy Lignereux. 
In the 1760's Poirier placed annual order for porcelain trays such as those used on the shelves of green 
vernis Martill tables in the Museum's collection (pp. 162-7). A comparable marquetry table in a private 
collection is in £'lct inscribed with Poirier's name: 'Poirier Md. Rue St. honon! a Paris' (p. 165). In the 
1770'S the account book entries specify that the Malll/factllre Royalc dc Sevrcs delivered to Poirier 
a number of quarter-round plaques, such as the two plaques fitted to the frieze of the Museum's 
cabinet signed by Martin Carlin (fig. 90). The two sources drawn upon by Poirier are made explicit 
in his note appended to a bill of August 21, 1774, submitted to Madame du Barry: 'Nota demande et 
annonce une table a the et porcelaine c0l111nandee tant chez les ouvriers qu'a la manu£'lcture de 
Seve.' (Bibliotheque Nationale, Cabinet des Manuscrits, no. 8158). In this note the cabinetmaker, 
possibly Martin Carlin, who signed four pieces of porcelain furniture in the Museum's collection and 
to whom three others can be attributed (p. 169), is rated as a mere 'ouvrier'. 

The result of Poirier's commissions to the Sevres manu£'lctory, to the cabinetmakers and to the 
contributory bronze casters and gilders, locksmiths and others, was a kind of furniture that was 
collected in the eighteenth century by the rich and extravagant, many of them women. 

Madame de Pompadour kept an open account with Poirier, who assisted in the posthumous 
appraisal of her effects. Her portrait painted by Fran~ois-Hubert Drouais in 1764, the year of her death, 
shows her seated at an embroidery frame with gueridon table and work box set with porcelain 
plaques on her left (fig. IX). She did not own many pieces of porcelain furniture, however, and only 
one piece described in the inventory which Poirier helped to draft can be identified with furniture 
of this sort: '709. - One toillette de Martin, dans Ie gout du Japon, en relief de Martin, fond vert, 
compose de deux grands carres, une pelotte, un petit coffret, une verjette, une brosse a peigne, un 
miroir; Ie tout gamy de vermeil; deux boestes a ponllnade rondes; une cuvette ovalle; deux pots a 
pommade; une tasse et un gobelet, couvert Ie tout de porcelaine de France, partie en mignature; prise 
huit cens livres.' (Illvclltairc dcs Biclls dc Mada11lc de Pompadollr, Redige apres 5011 Deces, by Jean Cordey, 
Paris, 1939, p. 63). This case for toilet articles was also decorated with green veri/is Martill, a French 
technique imitating oriental lacquer which is explained in the catalogue entry for the two green vCrl/is 
Martill tables given to the Museum by the Kress Foundation (p. 164). 

Madame du Barry started to buy porcelain furniture soon after she had first been presented to 
Louis XV in 1768. On November 18, 1768, Simon-Philippe Poirier billed her for a small porcelain 
desk costing 1440 francs which resembled two such desks at the Museum (pp. 134-8). In 1770 she 
moved into her apartments at the Chateau de Versailles, where she remained until 1774 and where 
she accumulated other pieces of porcelain furniture described in the unidentified eye-witness's 
account ('Deux Mobiliers d' Autrefois', by Edouard de Beaumont in Gazcttc dcs Bcallx-Arts, 2nd 
period, vol. V, 1872, p. 135, footnote I). Among such pieces which Madame du Barry collected at 
Versailles, and which were transferred to her Pavillon de Louveciennes after the death of the King 
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in 1774, was a barometer-thermometer set with porcelain plaques, delivered to her by Poirier in 
1769, resembling an example in the Museum's collection (pp. 261 ff.). In the winter of1770 she bought 
from Poirier for the Chateau de Fontainbleau a coffer on stand similar to and perhaps identical with 
another piece acquired by the Museum in the Kress gift (pp. 126-132), and she continued to patronize 
this dealer until her disgrace in 1774 ('Simon-Philippe Poirier, Fournisseur de Madame duBarry', 
by Georges Wildenstein, in Gazette des Beallx-Arts, 6th period, vol. 60, September, 1962, PP.365-377.) 

Marie-Antoinette had little taste for porcelain furniture, though she owned a 'secretaire de 
porcelaine place dans son boudoir' (Memoires sllr la Vie Privee de Marie-Alltoillette, Reille de Frallce et 
de Navarre; par Mille Campall, Lectrice de Mesdallles, et Prellliere Felllllle de Cl/(llllbre de fa Reille, Paris, 
1823, vol. II, p. 21). In 1770 when she was fourteen years old and had barely arrived in France as 
the bride of the dauphin, Marie-Antoinette commissioned Poirier to supply a desk which she presen
ted to her mother, the Empress Maria-Theresa of Austria in 1771 (Les Artistes Decoratellrs dll Bois, by 
Henri Vial, Adrien Marcel and Andre Girodie, vol. II, Paris, 1922, p. 91). This desk cost 1776livres 
and was fitted with porcelain plaques. It was delivered to Maria-Theresa in March, 1771, who placed 
it in her' cabinet pres du jardin' at the Palace of Schon brunn, ncar Vienna. The desk has been identified 
with a piece of furniture in the Bundesmobilienverwaltung, Vienna, which was loaned from the 
Palace ofSchonbrunn to the Chateau de Versailles for the Marie-Antoinette, Archiduchesse, Dauphin 
et Reine Exhibition, May I 6-N ovember 2, 1955 (no. 707 of the catalogue). This desk which is unsigned 
has been attributed to the cabinetmaker Adam Weisweiler ('Les Cadeaux Diplomatiques de Louis 
XVI' by Claude Fregnac in COIll/(lissallCe des Arts, no. 128, October, 1962, p. 50, fig. II). The queen 
is reported to have made gifts of porcelain, which may have included porcelain furniture, to her 
brother-in-law and sister, Albert, Duke of Sachsen-Teschen and Maria-Christina, who were joint 
governors of the Low Countries (p. 130). Similar gifts were presented by Louis XVI and Marie
Antoinette to the future sovereigns of Russia, Grand Duke Paul Petrovitch and his wife Maria 
Feodorovna, who visited Paris in 1782 under the assumed names of the Comte and Comtesse du 
Nord: J'entendis Mme la comtesse du Nord parler a la reine d'une visite qu'elle avait faite, avec 
Ie grand-duc, a la manu£'lcture de Sevres, et dans laquelle elle avait trouve une raison nouvelle de 
louer la grace inimitable avec laquelle Sa Majeste savait tout faire. L' auguste couple acheta pour 
trois cent mille livres de porcelaines. Sur la fin, on presenta a la princesse une toilette de grande beaute. 
Elle etait tout en porcelaine bleu-lapis, ornee de peintures et de bordures en email.imitant les pierre 
fines et les perles, et montee en or. Deux Amours places sur Ie miroir se jouent aux pieds de trois 
Graces, qui Ie soutiennent. La princesse, en admirant ce bijou, s' ecria: 'Mon Dieu! que c' est beau! 
C' cst sans doute pour la reine!' 'Madame' repondit M. Ie cOl~te d' Angivillers, 'la reine l' offre a 
Mme la comtesse du Nord; elle espere qu'elle lui sera agreable, et qu'elle la conservera en memoire 
de Sa Majeste.' 'Ah! voici partout mes armes, en effet', reprit Mme la grande-duchesse. 'La reine 
cst mille fois trop aimable; je la remercierai moi-mcme. Oh! Ie magnifique present.' Pendant ce 
temps, M.le comte du Nord examinait aussi des vases et un service de la plus grande beaute, marcJues 
a ses armes de la part du roi; c'etait quelque chose de merveilleux. Toute la peur de Mme la comtesse 
du Nord etait que, pendant la route, on ne brisat ces magnificences. Elle en fit prendre tous les soins 
possibles' (Mel1loires de /a BarOlllle d'Oberkircll sllr la COllr de LOllis XVI et fa Societe Frallfaise aV(l1lt 1789, 
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published by the Comte de Montbrison, Brussels, 1854, vol. I, pp. 241, 242). The capital piece of the 
toilet set which Marie-Antoinette presented to the Comtesse du Nord was a table mirror supported 
by a group of two plltti and three Graces, alluded to by the Baronne d'Oberkirch. The five figures 
on this piece of porcelain furniture were modeled by Louis-Simon Boizot, its Sevres plaques were 
decorated with drops of enamel by Joseph Coteau, and its mounts were cast of gold rather than gilt 
bronze. These refinements probably accounted for the high price of 5532livres which the queen had 
to pay for this piece alone (La Malllifactllre de Porcelaille de Sevres, by Georges Lechevallier-Chevignard, 
Paris, 1908, p. 104). It was included with the other pieces of the toilet set in a shipment to the Palace 
ofPavlovsk, ncar Saint Petersburg, where Maria Feodorovna placed it in her bedroom, a location it 
still occupies (Fregnac, 0p. cit., in COllllaissance des Arts, no. 128, October 1962, p. 45, fig. 1). Other 
pieces of porcelain furniture were at the Palace ofPavlovsk before the First World War (pp. 114, 130, 
132, 149), and have subsequently been dispersed. 

Porcelain furniture was collected by other women like the Comtesse d' Artois, sister-in-law of 
Louis XVI (pp. 136, 148), by the Duchesse de Mazarin and the actress Marie-Josephine Laguerre (p. 
129). Few men collected it, but the King's brother, the Comte de Provence is recorded as the owner of 
such furniture (pp. 129, 148), while one of the most extraordinary pieces belonged to the Prince de 
Conde. This was a commode veneered with thuya and set with ninety porcelain plaques painted with 
flower subjects and green borders similar to the plaques on a later cabinet at the Museum (fig. 94). The 
woodwork of this commode which is now in a private collection in Paris, is signed by the cabinet
maker Bernard Van Risenburgh (p. 164), while the plaques arc marked on the reverse with the letter F 
for the year 1758. The entry for them in the account books at Sevres occurs in the first three months of 
1760, when they were bought by Simon-Philippe Poirier (Sevres, Ie XVllle Siecle, by Pierre VerIet, 
Paris, 1953, pp. 206, 207, fig. 39). The finished commode was sold by Poirier to Louis-Joseph, Prince 
de Conde, and is recorded in an inventory taken in 1779 of his effects at the Hotel de Lassay (Le Palais 
BOllrboll all XVlIIe Sieclc, by Henry Coutant, Paris, 1905, p. J 12). It stood in the saloll de 1Illlsiqlle 
where there was also a porcelain-inlaid jewel coffer on stand resembling two others at the Museum 

(p. 129). 
The £'lshion for porcelain furniture had curious offspring, one of which was a whimsy for carriages 

and coaches set with porcelain plaques. The plaques might shatter at the slightest jolt or mishap on 
the road, but women of different social classes were found to take up the £ad: '25 Mars 1780. La 
£'lmeuse promenade de Longchamp, malgre la saison peu avancce cette annee, n' en a pas ctc moins fre
quentee. Hier la file des voitures commenc;:oit, sans interruption, depuis la place de Louis XV jusques a 
la porte Maillot ... C' cst le-carrosse de porcelaine de madame de Valentino is qui a etc decide la plus 
belle voiture de la promenade. Cette jeune femme, fille de la Duchesse de Mazarin, une des plus 
jolies de la cour, attiroit tous les regards ... Quoique les filles fussent en plus grande abondance que 
de coutume a cette promenade, elles n' ont pas brille conune aI' ordinaire. On n' en a remarque qu'une, 
dont la voiture en porcelaine aussi luttoit contre la premiere: tous les amateurs, ne connoissant pas 
cette courtisanne, ont ete a la decouverte. Quelques-Ulls vouloient que ce fUt Mlle. Renard, la maitresse 
du Prince de Montbarrey: enfin on a constate que c' etoit une debutante dans la carriere, appelee 
Beaupre' (Mc11loires Secrets pOllr Servir a I'Histoire de la Rcpllbliqlle des Lettres ell Frallce depllis 
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MDCCLXII jusqu'lz /lOS lours . •. , by L. P. dc Bachaumont and others, London, vol. 15, 1781, p. 98). 
No single examplc has survivcd of this sort of carriage, which was made and sold by the carrossiers, 
and with which thc marc/lallds merciers were not concerncd. 

Anothcr unconventional usc for porcelain plaques was dcviscd by Louis XVI whcn hc com
missioned thc walls of his dining room at Versaillcs to be sct with porcelain plaqucs painted with 
hunting scenes aftcr Jean-Baptiste Oudry (Versailles, by Pierrc Vcrlet, Paris, 1961, p. 618). Tlus was 
a room in which products of thc royal Sevres £'lctory were displaycd for sale every year in thc month 
of December, and it is likely that its porcelain wall decoration was supplicd dircctly by thc £'lctory. 

In Madamc du Barry's accounts, thc name of Simon-Plulippe Poirier appears associated with that 
ofDominiquc Daguerre for the first timc in June, 1773, and thcreafter the CourOllIle d' or was managed 
by tllC two mcn in partnership until 1778, when Poirier resigncd and Daguerrc assumed direction of 
the shop. Littlc is known of the early life ofDaguerre, but hc may have passed his apprenticeship as 
a bronze castcr, for he is describcd as thc author of a pair of gilt bronze candelabra (Guide des Amateurs 
et des Etrmlgers Voyageurs lz Paris, by M. Thiery, Paris, vol. II, 1787, p. 546). Dagucrre's dealings as 
Poirier's succcssor are itemized in bills and records of thc time. He continued Poirier's practice of 
placing annual orders at the 1\I!mll!{actllre Royale de Sevres for porcelain plaques to bc insertcd into 
furniture. Since almost all the plaques made for this purpose were supplicd to him, hc may have 
commissioned eight pen and wash drawings rcccntly given to the Museum by Raphael Esmerian 
(pp. 130, 149, 161, figs. 99,127; acccssionnumbers 59.6II.2-.6, 8.-10). Porcelain furniturc of the kind 
that Dagucrre sold at the COllrOlllle d' or is represented in thesc drawings, which may have bccn skctched 
at thc shop and asscmbled as a mail-order catalogue to bc sent to clients living abroad. Other draw
ings in the same portfolio are inscribed with thc names of Albcrt of Sachsen-Tcschcn and his wife 
Maria-Christina, a sister of Maric-Antoinette, who wcre joint govcrnors of the Low Countrics from 
1780 to 1792, and dcpict fUfluture acquired for the Palacc of Laekcn which was built for thcl11 ncar 
Brussels betwccn 1780 and 1785. Many of these objccts werc lost at sca when the royal governors 
wcre expelled from the Low Countries in 1792, and no surviving furniturc has cver becn idcntified 
with the drawings at thc Museum. . 

The same craftsmen who had served Poirier continued to work for Daguerrc, and somc of the 
same items of furniture must have continued in production ovcr a period of fiftcen or twenty years 
(pp. 134, 138). Martin Carlin signcd the small writing tablc sct with a single porcelain plaquc (fig. 133), 
which was almost certainly made for Dagucrre, as was an upright secretary, also in the Museum's 
collection, attributcd to thc cabinetmaker Adam Wciswciler (fig. 121). A black lacquer, steel and 
ebony writing tablc now in the Louvre is signcd by Weiswciler, and was providcd by Dagucrre for 
Maric-Antoinette in 1784 (Le Mobilia Royal Frallfais. Mellbles de la COllrOlllle COllserves ell Frmlce, by 
Pierre Verlct, Paris, 1945, pp. 30,3 I, fig. 16). In 1785 Dagucrre rcceivcd the commission for a cabinet to 
be exccuted in black wood encrusted with jasper and lapis lazuli, intended to safeguard the queen's 
diamonds. This piccc of furniturc, if it cxists, has ncver been idcntificd. Daguerrc also supplied furni
ture for the Chateau de Saint-Cloud, bought for thc queen in 1785, and after the popular uprising of 
October 5-6, 1789, Marie-Antoinette cntrusted him with thc safckeeping of a collection of bibelots and 
small personal belongings including lacquer boxes and various objects mounted in gilt bronze 
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('Inventaire de la Collection de la Reine Marie-Antoinette', by Charles Ephrussi. in Gazette des Beallx
Arts, 2nd period, vol. XX, 1879, pp. 389-408). Daguerre's name is frequently entered in the account 
books of the Garde Mellble between 1784 and 1791 for other goods and services to the French crown, 
which included supplying gilt bronze wall brackets to the Palais de Compiegne. 

Daguerre's name, like Poirier's, appeared infrequently on furniture, and a commode and porcelain
inlaid table acquired by Paul Petrovitch and Maria Feodorovna, and formerly at the Palace of 
Pavlovsk, bear his label: 'Daguerre - Marchand - rue Saint-Honore, vis-a.-vis l'hotel d' Aligre -
Tient Magasin de Porcelaines, Bronzes - Ebenisterie, Glaces, Curiosites et autres - Marchandises -
A Paris' (Le Mobilier Frmlfais ell Rllssie, by Denis Roche, Paris, n.d., vol. II, figs. 55,69). At Bucking
ham Palace there is a set of sixteen carved and gilded armchairs signed by the lIIellltisier Georges Jacob 
(pp. 64-5), bearing labels with inscriptions in ink' Monsieur Daguerre, Fauteuil courant pour Ie Sallon' , 
and another set of four carved and gilded SO£'lS similarly labelled 'Monsieur Daguerre, Canape pour 
Ie Sallon' (Bllcki1lghal/l Palace, its Fllmitllre, Decoratioll & History, by H. Clifford Smith, London, 193 I, 

pp. 102-103, 160, figs. 169, 170). These chairs and sofas must have been made for Carlton House in 
London as part of the furniture supplied by Daguerre for the Prince Regent, the future George IV 
of England, from the COllr01l11e d'or in Paris. The Prince's purchases at the shop were on a large scale 
for in 1795 Daguerre billed him for £15,500 'for furniture sold to H:R:H: and delivered to Carleton 
House' (Clifford Smith, 0p. cit., p. 108). 

The stock of the COllrOll1le d'or found other buyers in England, and the Baronne d'Oberkirch's 
memoirs record the crowds that flocked to the shop on May 25, 1784, to sec a piece of furniture 
bought by the Duke of Northumberland: 'De l'hotel Thelusson nous allames chez Desguerres, 
marchand ebeniste fameux, demeurant rue Saint-Honore, pour y voir des meubles. On ne pouvait 
approcher de son magasin, tant il y avait du monde; la foule se pressait devant un buffet de salle a. 
manger d'un travail admirable. II devait etre porte en Angleterre chez Ie duc de Northumberland.' 
(Oberkirch, 0p. cit., vol. II, pp. 39-40). 

So sure was Daguerre of his English customers that he brought over a shipment of furniture and 
objects from Paris to be sold at Christie's in London on March 25-26,1791, while the French Revolu
tion was in progress. The preamble to the catalogue of this sale gives the full breadth of Dominique 
Daguerre's dealings in works of art: 'A CATALOGUE of a Capital and Valuable Assemblage Superb 
ARTICLES IN FRENCH OR-MOULU; comprising Candelabras, Girandoles, Clocks, Bronze Vases 
and Figures: TORTOISESHELL, EBONY, FINE OLD RAISED JAPAN, and MAHOGANY COMMODES, 

PIER TABLES, SECRETAIRES, &c. formed with great Taste, and enriched with the most scarce 
GEMS; MARBLES, PORCELANE, &c. and Mounted in OR-MOULU. The Whole of these Articles 
arc blended with Taste and Superlative Elegance. Also, An Assortment of French PORCELANE in 
Desert and Tea Services, Cabinet Cups, Vases, &c. and CLEAR BRILLIANT FRENCH PLATES of 
GLASS, of DISTINGUISHED MAGNITUDE, Imported from PARIS BY Mons. DAGUERRE. Which 
will be SOLD by AUCTION BY Mr. CHRISTIE, At his Great Room, in Pall Mall, on FRIDAY, MARCH 

25th, 1791, and following Day, Precisely at Half-past Twelve o'Clock .. .' The upright secretary 
attributed to the cabinetmaker Adam Weisweiler, and set with a single porcelain tablet and fifteen 
Wedgwood medallions (fig. 121) may be identical with item no. 70 in the second day of this sale, 
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described in the catalogue as: 'AN ELEGANT LADY'S WRITING DESK with £111 down front, oma
lIlclltcd with porcclaillc alld Wedgwood mcdalliolls, alld marblc top.' 

Daguerre continued operations in Paris, and was mentioned there by William Beckford in a 
letter to Sir William Hamilton in Naples, dated February 27, 1792: 'Daguerre is encrouting the King 
of Naples at a shameful rate. I saw yesterday a secretaire (price 19,000 livres) of the most hideous taste 
with a great deal of bronze ornament wretchedly executed. If the King is desirous of having good 
work in gold, silver, or bronze, he should apply to Auguste ... I think you will be enraptured with 
the furniture I am having made under his direction in the true spirit of Corinth and Athens' (Wallace 
Collcctioll Cataloglles, Fllmitllrc ... , by F. J. B. Watson, London, 1956, p. 73). In 1793 not long after 
this letter was written, Daguerre moved himself and his business to London, where he rented a shop 
in Sloane Street (Clifford Smith, 0p. cit., p. 103), and where he is last heard of in 1795. It is possible 
that a desk inlaid with porcelain plaques, now at the Museum (fig. III), may date from Daguerre's 
English period of activity. 

Before quitting Paris, Daguerre had taken a partner at the COllrOllllC d' or named Martin-Eloy 
Lignereux who occupied the premises at 85 rue Saint-Honore until 1793 when he transferred the 
remaining stock to a shop on the rue Vivienne. In 1795 Lignereux was a member of a committee 
appointed to appraise the belongings of emigrated noblemen, and he may have supplied Daguerre 
with wares for his Sloane Street shop at this time. In the early years of the nineteenth century Lignereux 
gained a reputation as a cabinetmaker whose output rivaled that of the Jacob family (Lcs Ebcllistcs 
Parisiells (1795-1830) Lellrs OCllvrcs ct LCllrs Marqllcs, by Denise Ledoux-Lebard, Paris, 195 I, pp. 
193-194), but in 1804 he sold his shop and its contents to the bronze caster Pierre-Philippe Thomire 
(p. 160), and retired from business. 

In the periods of the Consulate and Empire, porcelain plaques continued to be combined with 
furniture. Georges Jacob's son, Fran<;:ois-Honore-Georges Jacob-Desmalter produced furniture with 
such plaques, and a cabinetmaker called Benard signed a bed and commode set with porcelain plaques 
owned by the actress Mlle. Mars (Ledoux-Lebard, 0p. cit., pp. 38, 146). A similar bed belonged to 
Mme. Talma, the wife of the actor, while the Sevres Manufactory supplied tops of the newly-adopted 
hard-paste porcelain for the five magisterial tables ordered by Napoleon for the decoration of his 
palaces or for presentation to foreign powers ('Napoleonic Tables from Sevres', by Serge Grandjean 
in Tire COlllloisscllr, vol. 143, no. 577, May, 1959, pp. 147-153). These painted hard-paste porcelain 
plaques differed in composition and appearance from the soft-paste plaques used in the eighteenth 
century, and could be shaped and fired in larger dimensions (a circular plaque forming the top of 
one of Napoleon's tables measured more than three feet in diameter). The development of new forms 
and materials hastened change, and while vestiges of traditional splendor remained, the great period 
of the marcllallds merciers, and their connection with Sevres and with porcelain furniture had ended 
years before, with the down£111 of the monarchy. 



SIR CHARLES MILLS AND 

THE HILLINGDON COLLECTION 

THE seventeen pieces of eighteenth century porcelain furniture which the Museum received 
from the Samuel H. Kress Foundation represent the largest single accumulation of such furni
ture in any public or private collection in the world. All seventeen pieces, together with fifty

three examples ofSevres porcelain vases and assorted Sevres items, which form the subject of another 
part of this Introduction (pp. 173-192), and other furniture and objects of art noted in the catalogue, 
were collected in the nineteenth century by Charles Mills (fig. x), a partner in the London banking 
house of Glyn, Mills & Co. 

Glyn Mills's bank is still one of the principal private banking houses of the City of London, where 
its main office is located at 67 Lombard Street, on the site occupied by the bank since 1821. 

Charles Mills, who was born in 1792 and became a partner in 1821, belonged to the third generation 
of his £'unily to be associated with the bank. In 1825 he married, in orthodox £1.shion, the daughter 
of a partner of Cox's Bank, whose name was Emily Cox. The Cox's lived at Hillingdon, Middlesex, 
in the country surrounding London, and were apostrophized by the diarist Greville: 'I admire that 
£1.mily of Cox's at Hillingdon, and after casting my eyes in every direction, and thinking much and 
often of the theory of happiness, I am convinced that it is principally to be found in contented 
mediocrity.' (GlYIl's 1753-1953 Six Generations ill Lombard Street, by Roger Fulford, London, 1953, 

p.81). 
Mr. and Mrs. Charles Mills's house in London was called Camelford House, situated on the corner 

of Oxford Street and Park Lane. He also acquired property and built a house near that of his wife's 
parents at Hillingdon. His enthusiasm for collecting works of art seems to have grown with the years. 
In the great sale of the contents of Stowe, Buckinghamshire, a certain 'C. H. Mills', who is perhaps 
to be identified with Charles Mills, is noted as the purchaser of two minor items (The Stowe Catalogue, 
Priced alld All/lOtated, by Henry Rumsey Forster, London, 1848, pp. 23, 37). He improved his score at 
the Bernal sale held at Christie's in March, 1855, where he bought thirteen items. One of these was a 
pair of green Sevres vases, item no. 358, described as 'A PAIR OF FINE VASES AND COVERS, with 
upright sides, on elegantly formed stems, green ground, pencilled with gold, each painted with two 
exquisite bouquets of flowers, in medallions, and white upright handles, mounted on plinths, and 
surmounted by clusters of grapes of or-moulu - including plinths, 17 in. high'. These vases were 
sold to Charles Mills for £320 5S., and are not to be identified with any of the pairs of vases from 
his collection received by the Museum. He also bought several portraits attributed to Rigaud, 
Largilliere, and Mignard, some pieces of German glass, a pair of wall brackets and a French thermo
meter which are not among the French eighteenth century objects at the Museum (Illtlstrated Catalogue 
of the Distillguished Collectioll of Works of Art and Verttl,from the Byzalltine Period to that of LOllis Seize. 
Collected by the Late Ralph Bemal, Esq., Sold by Auctioll, by Messrs. Christie alld Mallsoll; with the 
Purchasers' Names alld Prices, London, 1855). 

II6 
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According to an old family tradition kindly transmitted to the writer by a member of the Mills 
family, Charles Mills was in the custom of walking home from the bank with his brothers Edward 
Wheler Mills, also a partner, and Francis Mills, and stopping at the shops of London dealers 'to buy 
a bit of Sevres on the way'. The same family tradition records that the three brothers consistently 
mispronounced the word sevrcs. Charles Mills almost certainly bought the cabinet set with porcelain 
plaques in the Museum's collection (pp. 124-6) from a dealer, possibly Jolm Webb of Old Bond Street. 
Purchases at London dealers' shops may have been supplemented by shopping in Paris on occasional 
trips abroad, but the same sources seem to have been used by all three brothers, who formed 
collections differing in degree, but of much the same kind. Francis Mills's collection was willed to 
his nephew and is now housed at Bisterne, Hampshire ('Bisterne, Hampshire .. .', by Gordon Nares, 
in COII/lfry Life, vol. II8, no. 3056, August II, 1955, pp. 286-289), while Edward Wheler Mills's 
collection was sold by the heirs of his grandson, Brigadier-General R. J. Cooper, at Christie's, October 
30, 1947. This sale included porcelain furniture, a Sevres garniture, and a wall barometer set with 
porcelain plaques similar to an example owned by Charles Mills, now at the Museum (pp. 261 ff.). 

J. B. Waring, the organizer of the Museum of Decorative Art at the Loan Exhibition of Art 
Treasures of the United Kingdom held at Manchester in 1857, applied to Charles Mills in November 
and December, 1856, for contributions 'more especially in the sections of furniture and the ceramic 
art.' In January, 1857, Waring visited Camelford House and wrote ' ... to Mr. Mills, where I got a 
good many things. He contributes readily, and has quite a museum; small objects however generally.' 
Mills's loans to the Exhibition were in fact not numerous, but they included several unidentified 
Sevres vases, '1 Spanish figure of a Beggar - in vestibule' (information kindly supplied from records 
by Mr. Douglas Hall, Deputy Director, City Art Museum, Manchester, England), and the upright 
secretary set with a porcelain plaque and fifteen Wedgwood medallions, now at the Museum (pp. 
154-161). 

If Waring's phrases are to be believed, Charles Mills already owned a considerable art collection 
by tlus date. Other honors and attributes were to come to him in the course of the 1850'S and 1860'S. 

A director of the East India Company since 1822, he was appointed to Her Majesty's Council of 
India in 1858, when the British government assumed management of the Company's affairs. In 1853 

his only son, Charles Henry Mills, married Lady Louise Isabella Lascelles, daughter of the third Earl 
of Harewood: 'The Lascelles family were supposed to dislike the marriage because of the City con
nexions of the Mills family. They would have agreed with the words of a languid Victorian snob 
who, when the removal of Temple Bar was under discussion, objected on the grounds that 'it is the 
only bawwier between ourselves and that howwid City'. Mr~. Charles Mills told her husband that 
she was afraid the Lascelles £'llnily would find the marriage a bitter pill to swallow. He drily replied, 
'Then, my dear, we must gild it.' (Fulford, 0p. cit., p. 87.) 

In 1868 Charles Mills was created a baronet during Disraeli's first ministry in recognition of his 
services on the Council of India, from which he had resigned in that year. He died aged eighty on 
October 4, 1872, at his house, Hillingdon Court in Middlesex. 

Charles Mills's heir, Charles Henry Mills, was born in 1830, and became a partner of Glyn Mills's 
bank in 1852. A pamphlet written about the bank gives the following information of his life 'He was 
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keenly interested in politics, represented West Kent in the Conservative Interest from 1868 to 1885 
and was raised to the peerage as Baron Hillingdon in 1886 during Lord Salisbury's first administra
tion. Lord Hillingdon was Chairman of the London Committee of the Imperial Ottoman Bank, of 
the Union Bank of Australia and of the North British & Mercantile Insurance Company. He added 
considerably to the collection of works of art which he had inherited from his £1.ther, and entertained 
largely both at Camelford House and at Wilderness, near Sevenoaks, a place which he had purchased 
from Lord Camden' (GIYIl, Mills & Co., 67 Lombard Street, LOlldoll, E.C.3, London, 1933). 

The first Lord Hillingdon may have supplemented the collection inherited from his £1.ther, though 
there is no evidence that he bought any porcelain furniture. Among the works of art noted as belonging 
to the present Lord Hillingdon and sold at Christie's on March 17, 1960, was a pair ofBoulle pedestals, 
item no. 88 of the sale catalogue. These pedestals which were not sold from the Hamilton Palace 
Collection until 1882 lend support to the thesis that Lord Hillingdon added objects to the inheritance 
which he received from his £1.ther. 

Lord Hillingdon died in 1898 and the collections passed to his son, the second baron, who trans
ferred his London residence from Camelford House to Vernon House, Park Place, off Saint James's 
Street (stickers on several pieces of furniture from the Hillingdon collection at the Museum are 
inscribed in ink 'from Vernon House Aug. 31st, 1921'). The third Lord Hillingdon succeeded in 
1919, and he and his mother, the Dowager Lady Hillingdon, lent much furniture and some ofSevres 
porcelains which are now at the Museum to the Three French Reigns Exhibition, held at Sir Philip 
Sassoon's house, 25 Park Lane, London, February 21-April IS, 1953. A catalogue of this exhibition 
was published, and illustrations of it appeared in 'Trois Rcgnes, Louis XIV, Louis XV, Louis XVI', 
by Princesse Bibesco, La Rellaissallce, vol. 16, no. 6,June, 1933, pp. II9-143. In 1936 the pieces now 
at the Museum were sold by the Hillingdon £1.mily and were bought by an American dealer, who 
shipped them to New York, where the Kress Foundation acquired them in 1947. 
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CA B IN ET with bow-fronted side shelves. French, 
1775-1780. 58.75.5 1 

Trpe .. \1['II{'/I' ,) IUIU!!'lIf d'(/lIImi, :l term rc~crV('d (or :Illy 

article of C:lbim'! furni ture rcaching to the chair (:ail or 
Iwn/lris ,f lljljl!!; of:l rooll1. 

Measure m ents. Ilcigln : J6~ inches. GreateSt w idth : 43~' 
mchn. Dcplh: I J \' inclu's. 

Description . The cabi net is of oak vCllcl.:rcd widl tulip
\\'ood and purple-wood. The top of white lll:lrblc, sh:tpcd 
tu the ~idc shelves, is SCI ill a gil t bronze mou ld ing chased 
\\'I th l :lun'lll'a\'l'~ and berries il l low relief wit h an openwork 

tongue IIImivc galler),. The proj ecting oak rim. 10 which 
the moulding is attached. is veneered WiTh purple-wood. 
The bow-fronted sides of the cabi net under the 101' :lrc 
veneered w ith tulip-wood, and sct with scgmcntal $cvrcs 
plaques in gilt bronzc IC:lf motive mouldings abovc convcx 
rosette mouldings. The), do nOt serve :IS drawers and dlC 
space beh ind them is blind. The Sur(.lCCS of the three shelves 
on e::lch side are of white marble, set beh ind g il! bronze 
openwork oval and dot g::l llerics. The three callted b3ck ::lnd 
side su r(.lces of e:lch sllclf arc lined w ith mirror glass in gilt 
bnss bead ::lnd recl mou ldings. The side stiles of the cabi nct 
are veneered with tulip-woo<l filleted with holly and black
stained wood and banded with purple-wood, :l.Ild set with 
gilt bronze oblong rosettes, pendant laurel lea f and berr ), 

')0. CabincI willi boll'-frullh:d sidc-shdv(·j (Cal. 110. Hj) 
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spr:l.yS, :lt1d foli:l.ted motives shaped to the reverse bracket 
of Ihe base. The door is veneered wilh tulip-wood :md SCI 
with :l. ci rcular Sevrcs plaque in a gilt bronze egg and leaf 
motive mou lding, the segllll·ntal arc of the lower edge of 
the door conforming to the shape of thc plaque. Above the 
roundd, twO sp:me!rcl-sh:l ped plagues :lre let into the (Ioor 
fr:llll ed by !c:l.f motive mouldings. A gi lt brollze mOllm of:l 
felll:lle mask, its br:lided h:lir coifK·d with le:lves, flanked 1>)' 
scrol ls :llld tr:lils of laurel le:l ves :l nd berries above :l go/l{'rl'd 
1I10tive with cluslCrs of le:lves, is fitted to the center of the 
top of the door (rig. 91). The Ill:lrgill of the door is set with:l 
beaded longue and leaf moulding. Under the door is a shelf 
of while marble, the back and sides vellccred wi lil wlip
wood flanked by gilt bronze ribbed :lnc! foli :lIc mounts 
following th e reverse I>racket sh:lpe of the stiles. A convex 
gilt bronze rosette motll(ling ex tends :lIang the :lpron which 
is "cueerce! with ndip-wood and decorated with a central 
mou1ll of two crossed oak leaf and acorn branches tied by 
ribboll. The taperin g cylindrical legs arc veneered with 
tulip-wood :l.nd h:lve plain gilt bronze co llars. fllltin g with 
brass insets :lnd gilt bronze reeding. and ocr:l.gonal cup
shaped sabots. The top edge o f the door is veneered with 
purple-wood, the sid{'s fitted with pbin gi lt bronze strips, 

while the b:l.ck is velllTred with qua rtl'T-Cllt tulip-woo,1 
fillelcd with ho ll }' :lIld b:lndl'd wilh purple-wood. T Il(' 
imerior consists of an oak drawer above two oak shdvl·s. 
thc fronts ;md sides of Ihe divisions trimmed wi lh pmpk'
wood . The drawcr front is vcnc{'red wilh tulip-wood 
filleled wilh holl ), . and opens by 1l1(':lns of a gilt lllet:ll fing: 
pull . The top ffOll t :lnd side cdges of the drawcr :l.rc Vl'lleernl 
with purple-wood. alld the interior is lined \\" ith the orig:inal 
bluc .. --grecll si lk 11l0in.~ trir11111ed wit h gold braid. 

Po rcelain Plaques. T he live plaques ornamcming thi~ 

cabinct rcprcsent thl' work of three Rower p:linters :l.nd a 
kllown gi lder. They also oAcr a d ue to its :'tge. Thc Illagllifl
celli round plaque dominating this piece is I~ ~ inches in 
diameter. [I is richly painted wi th a bouquct secu red by a 
lavender ribbon bowknot. Among th e largef I>!OOIllS arl' 
yellow anelllones a1l(1 jonquils, a pink rose,:l shaggy purple 
pop p)', and a cresring pink and whilc tulip. These arc illter
spersed wilh radi:ll stalk s bearing buds. pods and a varil'ry 
of smaller blossoms in purple, bille :'tnd green. TIl{' spiritl'd 
execution proclaims:l.ll arrist wi th an intense fondness for 
Rowcrs. Encircling the bouqul't is a wide gH'ell border 
gi lded wi lh t wO conccntrie circlcs of plain and beachl 
cll:lraCt('r. 



122 FURNITUIIE WITH I' O ItCELA1N PLAQUE S I' IIOM T H E HILLl NGDON COLLECT ION 

T wo decor:Hor's !IIarb (a Glpi tal 13 , :llld:l. row of three dots) 
:l.Te fl'und on the reverse. The f'irst of these closely :l.ppro:-; i-
11l:l.tc~ th:l.t of BOlll:lllger pi'''', :l. p:l.inrcr :Iud gildcr (1754-
17S5). who in this inSt:lllCC is idemi ficd wi th thc gild ing. 
The ~econd 1l1:l.rk is giVL'1l in llIOSt n~ferences to Charles 
Tan.l:trt. will) i~ bclieved to h:l.ve worked :l.t Sev rcs from 
1756 to 1760. T Ilt'sc datcs are toO early to accommodate rhe 
st yll' of either the pbgue or the furn imTe ou which it is used. 
Morco ver, the triple dars appe:l.T on:l. lllllllber of po rccbin 
objl'Clsofbtcr d:tte, illCludi ng the following in the Museum's 
colk'ctioll: a cachepo! :l.nd llHlSl:l.rd POt, both of I 7110; and a 
dinllcr plate of 17'd7 (nos. 37.20.3 I , .p :1]](11 05, respectively). 
All of thcse eX:l.lllples :tgree sty listically, and there e:-; ists 
p:l.rri cularl }' in I hc Hor:l.! det:ti! of the mrfll'p'" the corrobora
liVl' cvi,knce of:l telldency to grade from grem imo white 
and dll'll into pink. as observed 011 the pbgue. 
In I he Frick Colll,ctioll (sec CI1Ii1I".I!II!·, 111)1. II III, POf/I'rit's mll{ 

P,I((r/l1i!ls, No, .10, p . . p, pI. L1 l1 - B, no, 9) Ihe three-dot 
mark occun on a dinner pbtc dated 1782, and the decor:ltor 
i ~ rl'f~:tTdcd :ts 'probably Jean- Ih pti sle T allcbn'. Ag:till. in 
the W:llbcc Collection. it is found 011 :l.11 inkstand (F 2116 in 
the Catalogue of Furnitllrc). Hcrc it is assigncd to 'Thc 
paintcr Tandart,' whose dates arc givcn as 1754- 1803 . 
II I tlw ligh t of :Ill th i~. we III u~t assume th:lt C h:trlcs T anclan 's 
date~ nced to bl' c:-; tended, or that :t later artist took up this 
lll:trk. :t~ ~ometillles happellcd, The work rccords :tt Sevrcs 
le:'ld us onto fIrm ~roulld wi th rcspect to this situ:ltiOJl. W e 
gllo te frO lll accolmts under the nallle of'Tand:t ft ': 
( 1777) 2 pb'1\1cs quarr~es , I r~ g,lr Iprcmi~rc granck'url 

UOUglll'1 NOlK: d'lI ll It llb:tn 
( I77X- X3 ) I Plaque Itonde ( grn Acms 
lu thl·I:Hlcr entr}', the T:l. ucbn nallle is accolllp:tnied by the 
lllark . . , , heretofore crcdilt'd to Charlcs T:tnd:trt , Mile 
Brlml't. Archiviste :tt Scvrl's, gracious! ), investig:llcd the 
record~ takcll by Chavagnac from the p:ly sheets, bU I cOll ld 
lilld no iudication th:tt Chark's T :t nd:trt had hecu employed 
ill tlm)l' },l':trs. Wc :tre therefore ellcou r:tgcci to assign this 
m:tl'k to :tnother T:tndan. Jean- llap listc, paintcr of Rowers. 
wh.1 worked till'rc frolll '754 I1ntil 1803. Apparcntly a 
bn)thcr ofCharks, he shared the la ttcr's nlark. This practice 
al~o occurred with artists of the Xhrouc! and Bouill :tt 
famili l ') (~cc nos. 26 and 28, pp . 145 alld 160. rcspccti vely). 
FiJlillg the corn crs above the main pbque :tre twO trian gular 
lib Ilf floral spr:lys, lllark ed X for 1775, :tccoll1panicd by 
the l'Tllline m~rk ofChois), (workiug 1770- lx r2), paitllcr 
oft1.n\'l' rs :md ornaments. 
TIll" twO bo\wd till·s 011 the frieze drawers arc decor:ttt'd 
wi th :.cattcred sprigs of roses showing ll1:tny dosc rcselll
bbnct'~ to the hand of ColllLuclin (worki ng 1768 - 1802).:lS 
de~cribed in the Introduction. Th e most convincing of these 
:tre tlll' cll'ep red ou tlines of occasional roses. :tnd the pink 
bordl'r~ of Ihe lips l)f coruAown pct:tls. Both tr:tits are ag:l. in 
l11anifl·~ t("d ill a \igncd' COIlllllt"li n cup (09,1 79.9S) in the 

Museulll's collection, cbted 1782. It lllay be noted thai the 
pbques :tre lll:trkcd only with :In incised C, prob:tbl )' a 
potter's m:trk , which docs llOt appear to rebtc to Conlt\lelin, 
whose acknowledgcd cipher is Cm. 
Granting the substillltioll of Je:tn-Uaptiste for Charlcs 
T:l.ndart, therc is no evidencc ill thc porcebills to contravene 
the conclusion th:tl they bc1011g to the period of 1775 - 1780, 
and thcreforc help to csu blish the agc of the cabinet. 

COlUlitioll . The carcm of th is cab inet is of oak, thcst:tlldard 
wood for such purposes, The clC1l\CIHS have been crudel y 
:tssembled, the dovet:'lil joinrs rough hcwn , :tnd the :tttach
mClHS fo r th c feet reinforced with latcr wooden blocks. Thc 
bOMd under the sccond shelf on the right :lnd o tlll'r p:t rts 
of the ca rc:tss wcre m:tde of defective wood from which 
knm-holcs MC missi ng. Such ovcrsights occurred in Ihe 
mak ing of fll1'nitllre carcasscs or btllis of thc period, which 
were not built to bc seen. Rou bo invcighs ag:tinst the prac
ticcs of a spccial c:ttegory of cabinetmaker, the c:trc:tss
lll:tker, at the S:l.mc tim c rcco llllllcnding o:t k as a structm:tl 
wood: '1'ai dit au COllllllellCClllent dc cctte Partie . ,,(\lIe 
les bois propn:s II. fa construction dcs llitis, ctoicnr Ie chelle 
tcndre, Ie s:t pin, Ie ti1Jcul. & lOut :lut re bois tendrc & sec, 
&c; ccpcncb11l il f"ut f. ... irc attcnrion gu'il n'y :'l gucre que Ie 
premier dcs trois. c'cst-a-d ire. Ie ellcne, gu 'on puisse em
ploycr pour 1es o uvr:tgt's dc guclgue conseguencc; Ics 
:tlltres, guoiguc Icgers & peu S l~C t S:1 se tOllrmenter, n'et:lnt 
pas assez solidcs ni assez propres pOllr f. ... ire de bOil ouvrage: 
c' CSt pourq 1I0i on IlC <loit j~lll:tis se scrvir eI' :lutrc bois gue dll 
chcnc, lorsgu(' !es IU tis serom Sl1sccptibles d':tssemb lagcs, 
comllle fes Burea ux. lcs Secr~t:tires, &c. n'y :t )':lnt que les 
tableitcs & :tlltrcs ouvrages de cette n:ltllre, qu'on I'llissc 
r:l.iSOI1Il:l.blemellt f. ... irc en bois bbllc; ce n'eS! ccpcncl:l.tlt pas 
ce que font les Melluisiers-Ebhlisres, gui, pam b plup:trt. lie 
fOllt pas leurs Baris cu:-;-mcmes, mais lcs font f. ... ire a vii pris 
p:tr d'amres Mell uisiers glli ne s'occupellt gu'a ccla .. ,. A 1a 
lllall v:tise gll~litc des bois, ils j oignent line trl's-mauvaise 
r. ... ,on, 1a plupart dc leurs Batis ct:tnt f.,i ts S:t11S presgll'allcl11l 
:lSSCIll blagc, SI cc n' cst CJuelCJucs Ulall V:tises gllclles' (CArt rill 
Ml'llilisil'r Eb/llisll' by M. Roubo, Paris, 1774 . PI" 8 ( 1- 812). 

Signature. Signed by M:trrin C~rlin once on eacll back 
stile ncar the top, wi th Ihcjoincd initials JME of the cabi nel
makcrs' jury (fig. 92). 

92, SigllalllTc' 011 cabinet (Cat. 110. IS) 

Artists. For M:t nin C:lrlill sec under no. 3 I, 

Compara ble Exa mples. A similar piece offllrnimrc lack-



CATA LOGUE NO. 18 123 

iug a door, its frieze set with four porcelain plaques, is in all 
Engl ish private collection. The central recess of this cabinet 
is decorated with gilt bronze frin ging drapery resembling 
the gi lt bronze fringc of a pai r of side tables provided by the 
French dealer DagLlcrre in about ' 790 for the Prince 
Regent's Chinesc Drawing Room, Carlton HOllse, London. 
AnOlher cabi net with some analogies to the Museum 's. its 
front consistin g of three lacquer panels, is illustratcd in an 
adven iscmcnt for Mon on Lee in Th t' COlllwisSI'ltr. June. 
1954, p. Lil l. 
T he gilt brollze mount of a felllale Illask with a headdress of 
leaves which 5U rtnOUlHS the door of the cabinet is secn 

again on the door of a COllllllode set widl fivc large porcelain 
plaqucs painted wi th scenes after Nicolas Lanerel, Jl'all
Baptiste Pater and C:lrle Van Loo. This COnllIlO(\(' was 
supplied by Simon- Philippe Poirier ill 1772 for Madallle elu 
Barry's usc at th e Cldteau de Versailles, and is now in a 
Swiss collection (,Simon-Philippe Poirier, Fournisscur de 
Madam e du Barry', by Georg('s Wildellstein, in GII;:1'III' 
des Hrlll/x-A rts, 6th period, vol. 60, Scptelllber, 1002. pp. 
369-370, 376, fig. 3). The gilt brOllZl' moulding of laurel 
leaves and berries around the 111arble top of the cabinci 
occurs in several m her cX:l.lllplcs: arou nd the to p shelves 
of two gueridon-tabb, OllC signed on Marrin Ca rl in . the 
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other unsigned, in the Philadelphia Museum, and on a 
similar piece signed by Carlin sold from the Jacques Doucet 
collection, Galerie Georges Petit, June 7-8, 1912, no. 334; 
around the top shelves of five small round work tables, 
two signed by Martin Carlin in the Jones collection at the 
Victoria and Albert Museum, the third signed by Caspar 
Schneider in a private collection, the fourth unsigned, sold 
from the collection of Madame de Poles, Galerie Georges 
Petit,June 22-24,1927, no. 284, the fifth in the collection of 
the Baronne Edouard de Rothschild, Paris; on a small oval 
black lacquer table signed by Martin Carlin in the Wrights
man collection, New York; framing the tops of a black 
lacquer table signed by Carlin in the Jones collection, and of 
a similar table set with porcelain plaques which bears 
Daguerre's trade label, formerly at the Palace ofPavlovsk; 
on the top of a marquetry upright secretary, signed by 
Carlin, sold from the Vagliano collection, Christie's, 
July 14, 1955, no. III, and of a signed bonheur-du-jour in 
a French private collection; and along the tops of three 
upright secretaries, the one signed by and two attributed to 
Martin Carlin in the J. Paul Getty Museum, Malibu, the 
Wallace Collection, London, and the Wrightsman collec
tion, New York. 
The gilt bronze motive of crossed oak leaf and acorn 
hranches on the apron of the Museum's cabinet appears 
again on the three last-mentioned upright desks and on the 
apron of an ebony and black lacquer work table signed by 
Carlin and sold from the Seligmann collection, Galerie 
Charpentier,June 4-5,1935, no. 189. 

Ex CoIl. Sir Charles Mills, Bart.; the Lords Hillingdon. 

Exhibited. 25 Park Lane, London, Three French Reigns 
Loan Exhibition, February 21-ApriI5, 1933 (no. 440 of the 
catalogue). 

Published. Carl C. Dauterman and James Parker, M.M.A. 
Bul/etill, May, 1960, pp. 278, 282-283. 

19: Figs. 94-95 

CABINET with side shelves. French woodwork, 
about 1822, with Scvres porcelain plaques of an earlier 
date. 58.75.4° 

Type. Bas d' aTlllOirc. 

Measurements. Height: 391 inches. Length: 731 inches. 
Depth: Id inches. 

Description. The cabinet is of oak veneered with tulip
wood. The top consists of a slab of white marble. A plain 
mat and burnished gilt bronze moulding extends along the 
front and curved sides of the cabinet under the top. Quarter 
circle sections of white marble form the surfaces of the three 
shelves on each side behind open fret gilt bronze galleries, 
and the backs of the shelves are lined with mirror glass. Four 

doors open in front of the cabinet. The two side doors are 
set with a vertical row of five shaped porcelain plaques 
within square mat and burnished gilt bronze beveled mould
ings, the row framed by a similar moulding with an inside 
bevel; two narrow vertical plaques are set in similar gilt 
bronze mouldings which serve as hinges, and are shaped to a 
central rosette. The two middle doors are set with double 
rows of five shaped plaques in square beveled mouldings, 
the double row framed by a moulding with an inside bevel. 
The joining of the two doors is disguised by a strip of beveled 
moulding. The sides and tops of the doors are veneered with 
tulip-wood, their insides with triangles of tulip-wood, 
banded with strips of the same wood. A plain gilt bronze 
torus moulding extends along the front and sides above a 
projecting apron. The four top-shaped feet have gilt bronze 
leaf motive collars and cup sabots. The interior is divided 
into a narrow compartment behind each side door and a 
larger compartment behind the two central doors. Each 
compartment is provided with two removable oak shelves, 
their fronts veneered with tulip-wood. The shelves have 
been varnished as have the sides and backs of the compart
ments. 

Porcelain Plaques. In terms of its porcelain inlays, this 
cabinet presents the most complicated picture of all the 
Kress furniture. Not only does it employ thirty-four 
plaques representing the work of several decorators, but it 
exhibits additionally a wide disparity between the dates 
appearing on the porcelains and the apparent age of the 
cabinet as expressed in its style. 
The primary decorative effect is created by thirty plaques 
set in six vertical rows, each panel contained within a gilt 
bronze frame about four inches square. Removal of these 
mounts disclosed the serpentine contours of the porcelains 
(c£ fig. 95), altered somewhat by the grinding down of 
projecting curves around the perimeter of each panel. These 
conditions are concealed by the masking bronzes, which 
reveal only the broad green borders of the plaques, each 
framing a varied nosegay. 
The true rococo nature of such panels is evidenced in a 
commode in a private collection in Paris, illustrated by 
Pierre Verlet (Sevrcs, pI. 39), and representing the fully 
developed style of Louis Quinze. It is readily apparent from 
this illustration that the intermeshing curves of such panels 
lend themselves admirably to installation in a diagonally 
checkered arrangement rather than to the contrived effect 
of square paneling achieved in the cabinet under discussion. 
The following should also be considered: the commode 
employs ninety plaques dating from 1758 to 1760 and decor
ated by ten painters. The cabinet's thirty-four plaques range 
from 1761 to 1765 and represent four or more painters. Each 
plaque of the commode is inscribed with an assembly mark 
indicating the position in which it is installed; those on the 
cabinet are not so designated. 
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94. C~bi l\c t widl sidc shelves (Cal. 110. 19) 

Since we arc dealing here with a milch sim pler article of 
furniture than the conllllode, it is hard to understand wh y 
the construction of the IlIIs !I'n rmui,e ShOIlid have required 
twice as much tilne, accordillg to the indication of the date
marked plaqlles. In :til probability the allswer is that the 
plaques 011 rhis piece have been transferred from all out-

[J [J[J [J e;] e;] 

~ e;] GG GG G 
G GG GG G 
G GG GG G ~ G GG GG G 

Id<;ntification or pbqucs on cabinct (e m. no. 19) 

I. S. 21. 18. Ul1 l11 ~rkl'd exct'pl tor inscriptiun 'h31l!' 
2- 4. 7. Ij. 12. 2 ~. 27 . .. Nol'l. 1764 

5.6.10, \11 . 2j. 30, 33 ... Cornailks. 1764 
9 ... Crossed L's enclosing I ror 1761 

II. 17.16.3 1 ... Marks :ulributcd to Picrrcjrrllw: 170j 
11.10. 2J. p .. . N oc'l, 1765 

13, 14. 16, 19. 29.34 ... Dubois, 1764 

tlloded article o f the Louis X V fUl'l1itLlre and adapted 10 th e 
prescnt, more classica l, coucept. This is 1I 0t at :til IIIIUSl1:tt: 
rath er, it is exception:tl to fillet such plaqucs prcserwd ill 
thei r original rococo installations. Further indication that 
these tiles have been so treated lics in the disregard for ex
posing all the fine gilt ornament of the borders. The metal 
IIIOUlllS blank a lit SOllle of this derail. in a manner that could 
nO! have been intended originally. The four oblong tiles at 
the sides arc undated. Their borders :m ' pak-r and 1II0re 
yellowish than those of the others, and tlwir gi lding is 
coarser. They therefore see lll to have been introduced from 
still another source. 
It IlIIlSt be recognized that there arc other ways of account
ing for the long tillie-lag between the ceramic ornalllcnr and 
the design of the piece as a whole. For ('Xa111pk-. rill: plaql1l'S 
might have beel! (lwrstockcd at rhe SeV r('S f.1crory. or in the 
shop of a lIlerchant-desigl1er. III slich case it is possible that 
their rococo lines, l111aceeptable in the chan gin g: trend of 
f.1shio n. caused them to lie l1nused during the balance of the 
eighteenth century. This however appears to bea less likely 
explanarion than the argulIlell1 for secondary installatioll. 

Signature and Marks. Unsigned . An inscription has been 
inked on the back of the woodcn recess fittt·d to the shape 
of rhe second to [o\\'est Scvres plaque a ll the lcrt hand door 
of the cab in et: '25 Mars I 822/Sir W ati1('n \Valler/t·t M~ (bill t' 
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h Ihrollne/ Howe' (fig. 95). An ink inscription 'N 788 
(Tu}Jipwd Ca binet C hina &" Ormolu ' wri tten in a nine
teenth century hand all a sticker is pasted under the top of 
th e c('l1Iml compartm ent and nla ), be a dealer's mark. 

Co IUlllcnt s. The coa rse ql1:llit y of the gilt bronze mounts, 
rlw vellt'cr of defl'ctive wlip-wood :lnd l11echanica l finish 
nf the intn;or of this piece cOIlJinn a d:Hc earl y in the nine
teen th Cl' lltllry. possibl y IlIzz, the )'e:lr indica ted in th e 
inscriplion, as the point in time whell this cabinet was pro
duced at an unkllown cabi nctmaker's sllOp ill Fr:lnct'. 

Comparable Examples. Shaped plaques set ill gil t bronze 
lllouldiu gs of:a di fferent contour :l ppea r again on the apron 
of:l writi ng table siglled by Joseph Ball111hauer and Claude
C h:arlcs Saunier ill thc Huntingtoll Libr:l ry and An Gallery, 
$:an Marino (Fr! ·/J rl! Daoflllil'! · Arl ill IIU" HUlll iIlJ!IOII evl/u
Ii,.!!, by Robert R. Wark, San MarilH), 190 J, p. 79, fig. 54). 
Odu:'r fumi turl' 111:tdl.' in I~ rance for the English markct in 
the e:trl y ninclel'nth Centllf )" and Sl'f wi lh plaques of an 
ca rlier dare. is repu ted to be :tl S0111erley, Hampshire, the 
seat of the Earls of NOrtllalltoll . 

Ex Coll . Si r Jonathan Wathen Waller :l nd Sophia C hadotte 
13arOlless I-lowe: Sir Charles Mills, Bart.; the Lords 
Hil1ingdon. 
Sophi:l CharlOt te 13ar01l('SS I-IO\W married secondl y Sir 
Jonathan Wathen Waller, October I, Igl2, ,md retained 
her tirle after marriage. Sir Jonathan :ami his wife were the 
owners of thc cabinet, which is described in the sale cata
logue of his effects: 'Cata logue of the Bea utiful Contents of 
the Mausion of Sir Wathen Wnller. Bart Deceased Which 
... Will be So ld by Auction, by Messrs. Christic and M:l.Il
SOil at the Mansion , No. S New Cavendish Street On 
Wcdncs(b~· , M:arch 16, 11153 :an d Thn'e Following Da ys ... 

T hursday, Mnrch 17 ., . No, 470. A Beami ful Cabi net of 
Tul ipwood wi th open circular ends :tnd statuary marble 
slab, enriched with 34 plaques of old Si:vrcs, p:tinted with 
flowers, green borders, and or - moult! mo uldin gs - 6 feer 
wide.' The namc of the bu yer was W ebb, and the price he 
paid, scventy-ont' pounds an d eigh t shillings. 

20: Figs . 90-rOO 

JEW EL COFF ER on writingst:md. Frctlch,:tbour 
t 770. 58.75 .41" 

Type. 111Me II !'(,in' IIII/'r lI!!e (aisse II (o.ffrc-j"rt or Petil (,1fT/' II 
bU11m:. T ht, E!!cJ'clllpMic defines sever:a l tlSCS for S1ll:'l11 coffers 
in the eigllteellth ccmury, which CQ\1ld hold IObacco jars 
and Serve :ts humidors or might cODtain toilet arrick'S 
(EIJ(Yc/(lpMic /w /J ;ai()l!!lI1in' naisou/I/ des Sric!I(l's dt's Am 1·/ 
iI!'s M llil"H, NCllch:i tel, vol. X, 1765, p. r 4oa). T he interiors 
of thcst' coners werc fi ned for their coments, white coffers 
wi th pbill veneered interiors, sud l :'IS the twO cxa mples :I t 
the Museum , were used for jewels stored in their cases. 
ROl lbo gives:l description of this type of coffer: ' II}' a dc ces 
dcrnicres da m l'intcrellf est vuide, c'cst-a-dire, s:tns garni
ture; ces petites Boites ne servelll pour I'ordillaire, qu 'it 
serrer les bijou x, & alars dies prcnnelH Ie nom de COO;!'. 
On en f.1ir de tres-riches, t:llll pour b qua lite du bois q\1C 
pour la ga rniture au serrure extcrieure, qui cst quclquefois 
d'argent all de cuivfe don~ .. .' (L'Art d!! A4{'lIIdsil'r El!hu·SII ' 

by M. Roubo, Paris, 1774, p. 980). 

Measurements, Heigh t : 374 inches. Width: 2J!1 inches. 
Depth: 14 ~ inches. 

Description. Thc coffer is of oa k, veneered wi th tliJip
wood and lll:trquCtry woods. The top is set with an oval 
Si:vr('s porcelain plaquc, between twO rectangular plaques 
wi th si des shapcd to the oval, framed by gilt bronze lea f 
motive mouldings. Tulip-wood cross-b:tnding ex tends 
along the four edges of the top betwecn two strips e3ch 
consisting of a fillet of holly ami a fIllet of black-stained wood 
The same b:llldi ng occurs along the fOllr sidcs of the lid , 
which :lre forti fi ed at the corners with mat and burnished 
gilt bronze hinge-shaped mo unts, above :'I leaf 1llotive 
mo uldin g which servcs as a rim . A rosette moulding is the 
cornice for a central projection on the front of th e lid, set 
with a na rrow Scvres porcebin plaque framed by 3 leaf 
motive moulding. The front of the coffer is set with a 
ccntral bmbrequin-shapcd pbquc bctweell rectangu b r 
plaques wi th conforming sides. A gi lt bronzc fringe framcs 
theccnt ra! lambrequin-shapcd plaque; the A:tnki ng pbqucs 
:tne! tWO recmngular plaques on the sides of the coffer arc 
framed by lc:tf motivc mouldings. O tl the back of the coffer 
:a gilt bronze lea f motive Illoukling framt's:t panel of wlip
wood lattice-work on a groll nd of ha re wood with dots of 
harewood :a t the intersections. Tulip-wood cross-bandin g 
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')t'i-97, Jewd C"Olli:r (Ill \\'r;!iI1~ ~t;ll1d (Cal. 110, :!O) 

between two strips each consisting of:l fillet of holl y and:l 
fi llet o fbbck-st:lincd wood extends along the edges of the 
fOUf sides of the cofier. The keyhole for the coffe r is below 
the fringe on the frolH, ami is provided with a gilt bronze 
escilicheon pbu' of :I laurcl leaf :lnd beff Y Illotive: the ov:l1 
gilt bronZt' cover 10 this keyhole is :I later addition, The 
lower edge of the coffer is finished willI a gilt bronze ribbon 
and (nces moulding above a sloping projection "enetTed 
and banded in the same malllll'r as the 101'. framed by a m:lt 
and burnished convex gi lt bronze guil10che and berry 
1IIoulding, The front of th e drawer ill the stand below is 
fi tted with a gi lt bronze escu tcheon pble of a ribboned 
burclleaf and berry 1II0tive Aank ed by tWO shaped porce
bin pbq ues set behind leaf mOli ve mouldings, The gil! 
bronze escu tcheon pbte is repea ted :IS a 1IIount on the back 
of the stand. and the 53111e leaf Illotive mou ldings framl' tWO 
marquetry panels of tulip-wood btticework on a groulld of 
h:lrewood with dots of ha rewoocl at the intersections, Each 
side of, lIe stand is $('t wi th a shaped Scvres pbque framed by 
a gilt bronze leaf 1II0tive mou lding and the four cornt'rs of 

the stmd arc decorated wi th t.:i!t bfllllZt' IIWuntS ofbl'anleci 
sa t),r lI11sks wi th oak leaf spr~lp shapl~d tll tlu: ellrve l)f ti ll" 
legs. flankcd by acanth us flown Illotives, Thl' backs of thc 
legs are chamfercd. and tilt' front and side edges of the leg) 
and the lower edges of Ihe apron are trimllled wilh a pla in 
gill bronze ribbed lIloul(ling, Tlw f(·(· t haw lIlat and gilt 
bronze foliate scroll sabots, The i1llerior of tl)(' coffer is vell
t'l' red wi lh I11li!)-woocl, and the lid is hdd by a brass strut. A 
key is I1Sl'd to open 111(" clra W('r nf tht, sian d, and a cOlll pa rt-
111('111011 the right side of the interior of th is drawcr is fi tu'd 
for writin g materials, with three gilded brass H'cl'pt acles for 
ink, sand and a spongl', A writi ng SUI"f.1ce is for111ed by a 
panel hi nged to the top of the draw("f al till' back, covered 
with modern green tooled "civet, fi lleled with holl y and 
black-stained ,,"oml and banded wi th tulip-wood, The 
under side of the writing panel. which opens by means of a 
modern grecn silk moire pull is v('neeH·d with quaTl('r-cl1l 
lulip-wood. si lllibrly fillett'd and banded. while the three 
sides of th is panl'l are venecred wit h tulip-wood filleted with 
a single fdlet ofl lOl1)'. The COlllp:lfI'l11 cnt under tilt' writing 
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')x. Jnn·l (:o rl"i: r Iln II·ruing )t:nrd (Cat. 1I1l. 20) 

p:lnd :lIId rlre s id('~ of the dr:l\\'cr :a rc veneered with tulip
wood. 

Po rce lain Plaques. Thirtecn phqucs dccor:lte thi) coffer, 
All but IWIl :arl' d('vo lI.::d 10 fl owers in c1ust('rs and sprays. 
The IWO e!l:cq)(ions arc Ihe ovallnedallion on the cover and 
:a hppct celltl'n:d upon the frorn: both arc lIlIIlIarked. The 
fir)1 of thc)C rs p:tinted wi lh :t Irophy consisting of fOllr 
cnmed dl'l1lerrlS: a gold-nrou lHl'd CJuivcr in ch:tlk y blue 
(wi th :a )prked crown slipped over onc ('n<l), a shcphl'rd's 
crook, a flalllillg rorch :tlld:t bow, A hvender ribbon. f.1lli ng 
frolll :I bowknot. secure):l1l of these trophies, Tucked ollder 
this ribbon. al ll1(' center of the cOlllposition, i) a seabl note, 
:lIId fro lll lIS low('f end hangs a ch:a plct of roses. The whole is 
loo)Cly fl'stooned wi th a vine. The shapc(1 phquc on the 
frllllr b molded with :1I1 undubting Stlrf.1ce :tnd p:aillted with 

p 

f II 

9'). 1'<.:11 :llld w:u;h dr:awil1g l1I:1dc ror Dnh' Albert or 
S3("h~'1 -Te~d lell 

. ,... 

a rose pink CJuiver intersected by 3 kidney-sh3ped gray 
shield. A t the center of the former is a heart. impaled by :1Il 

arrow. T wo white doves perch upon the quiver :and shield, 
which arc tied together by a blue ribbon. A pendent lau rel 
wreath and 3 looped vine complete the conSlrUClioll. 
Nille of the Aor31 pl:aques arc inscribed wi III ,ble lellers: one 
each for 1768 3nd ' 775, seven for 1770. Eiglll of these c3rry 
the mark p', which we :ascri be to Pierre Ie j/'III1/, . and all 
IllIlll:arked pl:r.CJue on Ihe top 1113), be 3ttribuwd to the S3111e 
hand wi dlOut hesit:ation. The long Ilarrow panel over the 
lappet rClll:ailiS unatlribmcd. For a detailed description of 
the motives on the four princip31 Aoral p:anels. sec the 
all:alysis o f Pierre's SlY Ie, p. 189. 
Sp(.'ci:a l illlerl'S[ auaches to the plaque on thc lefl o f the dr:awer 
frollt; it h3S the Cm 1113rk ofColll11lclin, and Ihe date leiter 
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Identification of plaques on the jewel coffer (Cat. no. 20) 

1 ••• Pierre jClIlIC, 1768 
2, 4 ... Unmarked 

3, 7, ... Plain crossed L's (painting 011 no. 3 attributed to Pierre 
jCIIIIC) 

5, 6, 8-10, 12, 13 .•. Pierre jCIIIIC, 1770 
II ... Commelin, 1775 

The inscription 'ham' in blue appears on I, 5,7, and 10, and inverted 
on no. 6. Other marks are in gray 

for 1775. While the archives at Sevres disclose that furniture 
plaques in considerable number were supplied to the mer
chant Poirier in 1770, and again in 1775, there is no indica
tion of their size, shape or decoration; nor is there any 
means oflearning which artists worked on them. Therefore, 
to account for Commelin's lone panel and its 1775 date, one 
may surmise that when in 1775 the plaques for a matching 
coffer were prepared, an order was placed for an additional 
plaque to replace a damaged one on the earlier coffer. The 
importance of this replacement in shedding light on the 
companion coffer No. 21, is explained under the descrip
tion of that piece. 

Signature. None. 

Artist. Attributed to Martin Carlin (see under no. 31) on 
the basis of similarities with pieces signed by him (see 
COMPARADLE EXAMPLES). 

Comparable Examples. Four such jewel coffers are 
known from eighteenth century records. Louis-Joseph, 
Prince de Conde, owned one of them, described in the salOiI 
de IIIl1siqlle of the Hotel de Lassay: 'Une petite table a ecrire 
avec une caisse a coffre-fort au-dessus, Ie tout de bois de rose 
satine, richement fournie de bronze tres bien cisele et dore 
avec des petits panneaux de porcelaine de Sevres a fond 
blanc et bouquets peints en miniature .. .' The description 
taken from an inventory of I 779 extends to the leather cover 
for the coffer: ' ... cette petite table, portant une trousse de 
maroquin vert borde d'une tresse en or' (Le Palais-Bollrbol/ 
all XVIIIe Siecle, by Henry Coutant, Paris, 1905, p. 112). 
Another appeared in the posthumous sale of Louise-jeanne 
de Durfort, Duchesse de Mazarin, December 10-15, 1781, 
described in the catalogue as: 'Un petit coffre ou chiffon
niere de bois de plaquage, composee de treize morceaux de 

porcelaine de Seve; elle est garnie de bronze et posee sur 
une table a tiroir a quatre consoles avec sabots; hauteur 36 
pouces, largeur 21 pouces-770 liv.' (Ulle Vellte d'Actrice SOliS 
LOllis XVI, Mlle. Lagllerre de l' Opera, SOli II/velltaire, Mellbles 
PreciCllx ••• by Baron Charles Davillier, Paris, 1870, pp. 
42-44, footnote 2). The Duchesse de Mazarin, daughter-in
law of another well-known collector of curiositC, the Duc 
d' Aumont, had furnished her house on the Quai Malaquais 
with other pieces of porcelain furniture, noted in the cata
logue. A third coffer belonged to the Comte de Provence, 
and is described in an inventory made in 1793 of his effects 
at the Palais du Luxembourg, after he had emigrated. This 
coffer was set with plaques painted with green borders, and 
resembled the Museum's examples in every respect, except 
for its height and the central lambrequin-shaped plaque, the 
'soubassement', which is stated in a note to the description 
to have been broken, owing to the forcing of the lock. The 
long, ungrammatical and badly punctuated description 
reads: 'Une petite table et coffre au dessus y tenant, la table a 
pieds de biche placque de bois roze ... avec tiroir sur Ie 
devant ayant un trajillon; au tablette couverts en velours 
de soye vert borde d'un petit galon dore de 2 lignes de dedans 
en bois de roze et a droitte l1J1e garniture de trois pieces en 
cuivre dore. Ie coffre du desus placque idem au dedans 
ouvrant a charniere et com pas dore fermant a moraillon et 
serure en cuivre. la table orne sur 3 faces de 4 panots de 
frize en porcelaine a £leurs fond blanc et champs vert, Ie 
coffre orne pard evant d'un soubassement et deux paneaux 
en porcelain idem et sur chaques bouts d'un paneaux de 
£leurs, un medaillon sur Ie dessus et deux paneaux ajusttes 
aux deux cotes Ie tout en porcelain id. avec champ vert un 
petit paneaux de frize au dessus du soubassement. la garni
ture a sabots moulures a chapelets cadres de paneaux chuttes 
a tcttes de satyre entre de serrures soubassement a frange 
moulure du couvcrclc ct cncoignures ccllcs des panots du 
dcssus Ie tout cn bronzc dore or mat, lc dit mcuble portant 
3 picds un poucc dc haut du dcssus du coffrc qui portc 17 
pouces de large sur 10 dc profondeur et la tablc 20 pouccs 
sur 13' (Archivcs Nationalcs 02 470). Although thc mcasurc
mcnts do not tally cxactly, this description sccms to apply 
to a coffer o~ stand now in a privatc collcction in Paris. Thc 
Sevrcs plaqucs of this unsigncd coffcr arc paintcd with grcen 
bordcrs, and thc undcr sidc of thcwriting stand bcars a brand 
mark of the lctters GR and W crowncd, which may bc 
intcrpretcd as Garde-IIIC11ble Royal de Versailles. Whatever 
thc significancc of this mark, a metal platc insertcd behind 
thc kcyholc cscutchcon of thc coffcr furnishcs cvidcncc that 
thc lock was forccd at onc timc in accordancc with thc notc 
to this cffcct appcndcd to thc dcscription. Thc fourth coffcr 
on stand is summarily dcscribcd in a bill which Poiricr 
submittcd to Madamc du Barry, datcd Dcccmbcr 13, 1770: 
'Un coffrc dc porcelainc dc Francc fond vcrt a cartouchc dc 
£lcurs ct tres richmcnt orne dc bronze dores d' or moulu 
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amsl que son pied. 1800 L.' ('Simon-Philippe Poirier, 
Fournisseur de Madame du Barry', by Georges Wilden
stein, in Gazette des Beallx-Arts, 6th period, vol. 60, Sep
tember, 1962, p. 375). According to the bill, this coffer was 
supplied for Madame du Barry's use at the Chateau de 
Fontainebleau. The sum of 1800 livres which Poirier asked 
for this piece adds substantially in reconstructing its image 
from an otherwise meagre description. If Poirier could 
charge Madame du Barry 1440 francs in 1768 for a bonheur
du-jour similarly decorated with porcelain plaques (see pp. 
.109, 136), then he could plausibly charge 1800 livres in 1770 
for a coffer on stand similar in aspect to the two coffers on 
stands now at the Museum. The analogy does not stop here, 
however, for his bill specifies that the porcelain plaques 
inset on the coffer were painted with green borders 'porce
laine de France fond vert a cartouche de fleurs', making 
possible an identification of Madame du Barry's jewel 
coffer with the subject of this entry which has been dated 
about 1770 on the evidence of marked plaques. Such an 
identification must, however, remain tentative owing to 
the absence on the Museum's coffer of any marks indicating 
that it formerly belonged to Louis XV's mistress. Though 
ordered for Fontainebleau, Madame du Barry's coffer was 
transported to the Comtesse's apartments at the Chateau 
de Versailles, for a postscript to Poirier's bill indicates that 
he charged her six livres for an item 'Ie port a Versailles' 
which applies to the coffer. 
In the summer of 1782 Paul Petrovitch, the future Emperor 
Paul I of Russia, visited Paris with his wife Maria Feodorovna. 
While there, the future empress may have picked out of the 
shop of the dealer Dominique Daguerre some of the pieces 
of porcelain furniture with which she decorated the Palace 
ofPavlovsk, near Saint Petersburg (see p. 112). Among these 
pieces were a table bearing Daguerre's label, and a coffer on 
stand similar to the Museum's examples (Le Mobilia 
Frail (a is ell Rllssie by Denis Roche, vol. I, Paris, n.d., fig. 33). 
Peculiarities of the coffer on stand formerly at Pavlovsk 
were the plaques painted with scattered sprigs of roses, and 
trays which fitted into the recess of the coffer. 
A pen and wash drawing of a similar piece offurniture now 
at the Metropolitan Museum (accession no. 59.61 1.2, fig. 99) 
belongs to a large portfolio of sketches offurniture, mounted 
porcelain, door hardware, clocks and candelabra forming an 
illustrated inventory of the collection of Albert of Sachsen
Teschen and his consort, Maria-Christina, a sister of Marie
Antoinette, who were joint governors of the Low Countries 
from 1780 to 1792. The drawings represent acquisitions for 
the Palace ofLaeken, also called Schoonenbergh, built near 
Brussels for the royal governors between 1780 and 1785. 
'The apartments are superb, and enriched with some beauti
ful Seve porcelain, presented by the Queen of France: but 
amongst its ornaments pictures have not found a place', was 
written of Laeken Palace in 1789 (A Pictllresqlle TOllr 

Throllgh Hollalld, Braballt, alld Part of Frallce; lIlade ill the 
Alltlllllll of 1789 ... by Samuel Ireland, London, vol. II, 
1790, p. 94). The similarities between the drawing and the 
Museum's coffers are more striking than the differences: the 
color of the plaques, which is turquoise in the drawing, and 
the shelf between the legs and feet raised on pegs, which do 
not occur on any of the surviving examples. The piece of 
furniture in the drawing and nine others, most of them inlaid 
with Scvres plaques were sketched by an artist, possibly 
Richard Lalonde (active before 1788, died after 1806), prob
ably for the dealer Dominique Daguerre (see pp. 113-5), 
and were given to the Museum in 1959 by Raphael Esmerian. 
The drawings were done from existing pieces of furniture, 
and the inscriptions on some of them suggest a dealer's sales 
talk: 'c' est encore trcs imparfaitement que Ie des sin rend 
l' effet de la beautc de ce secrctaire.' The dealer may have 
sent the drawings to Duke Albert and Maria-Christina as a 
mail order catalogue from which to choose the furniture for 
Laeken Palace. After the governors' defeat by the French 
at the battle ofJemappes in 1792, the contents of this palace 
were shipped to Hamburg by sea and many of them did not 
survive the sinking of one of the ships on the voyage. 
Another coffer on stand, the gift of the Kress Foundation, 
is the subject of the following entry. There is no reason to 
suppose that these coffers, which were brought together 
in the Collection of Sir Charles Mills, were made as a pair. 
Besides the coffer with green-bordered plaques in a French 
private collection and the coffer formerly at the Palace of 
Pavlovsk there are two other similar coffers with turquoise
bordered plaques in the collection of Mme. Leon Barzin, 
Paris, which formerly belonged to Sir Alfred de Rothschild 
and the Countess of Carnarvon (A Descriptioll of Works of 
Art Forlllillg the Collectioll of Alfred de Rothschild, by Charles 
Davis, London, vol. II, 1884, no. 99). Another unsigned 
coffer with turquoise-bordered plaques is owned by Mr. 
and Mrs. Charles B. Wrightsman, New York, from the 
collection of the Duke ofBuccleuch. 
A description of a similar coffer on stand appears in the sale 
catalogue of Wanstead, Essex, the magnificent Palladian 
house built in 1715 from Colen Campbell's designs for 
Sir Richard Child, later Earl Tylney. The house was 
demolished after its contents were put up for sale between 
June 10 and July 23,1822. Lot 33 of the seventeenth day of 
the sale is described in the catalogue: 'A V E R Y V A L U A B L E 

TULIP-WOOD ORIENTAL SQUARE JEWEL CASKET, On a 
Frame, with French Feet, Drawer fitted up for Writing in 
Ditto, with Flap, METAL GIL TINKSTANDS, &c. SUPERBL Y 

PANELLED IN MEDALLIONS, &c. With Thirteen beautiful 
Specimens of the rare old Sevrc china, exquisitely painted 
with Flowers, Green and Gold enamelled Borders, Splen
didly mounted in rich chased and gilt Or-moulu Mouldings, 
Head and Scroll Ornaments, &c. on Casters, Locks and 
Key.' In spite of the curious invocation of the orient in this 
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100. I)orrcb in pbqut· 011 Ih.· jew..! rOller (Cu. lln. ~ o) 

description. 10( 3J ob"iously corresponded quitc d osely 
with the two coffers 0 11 stands at the Museum and the com
parable piece nOied in a pri vate collection in Paris. Escep! 
for the mention o f casters. which could easil ), have been 
removed subseq uent I)' . this descri ption might apply equally 
wel l to any of these three coffers set with green-bo rdered 
porcebin plaques. 
Thc gilt bronze corner 1I10 U11I of a sat),r lIl ask wi th oak 
leaf spray occurs ag:l in on twO marquetry bonheurs-du-jour 
signed by Carlin, in the Rice bequest at the Ph iladelphia 

MUSCUI!! of Art . Tilt, corner I! !ounts on a pair of l11a rqul· try 
com mock'S in rhe s,11lle Muscum. also signed by Carl in. arc 
larger versions o f this 1110 11111 . The gilt bronze fring(' 
mo unt on the coAcr rna)' have been cast from a wax model 
of an acwal piece oHringc. This m Olln! appears again 011 Ill(' 
lower dr:lwer of an un signed secretary wirh I>orcdain 
plaques in the \Valbcc Collection. on a silllilar sccrel:l rr 
signed by Carlin in the ). Il:llli Gelt)' Museulll. Malibu. 0 11 

the drawn of I \\'0 SIll:lI) eboll )' wri ting tables wilh specillll'n 
m:lrble tOps. signed by C:lrlill. sold fro lll the collection of 
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Jacques Doucet, Galerie Georges Petit, June 7-1:1, 1912, no. 
333, and fr0111 Thel ma C hrysler Foy's collection, Parke
Bernct G:tlleries. Ma )' 23. 1959, no. 725, and on the apron of 
a Mc rt turqrti" ma rble clock. rhe dial signed by C harles 
Du(erl re. frolll the collection of COllHesse OelOIl de Mon
(esquiou-Fezensac, sold:'lt the Galerie Georges Petit. Decelll
ber9- tO. 1929.110. 137. 
Latticework marquetry with dms at the intersections such 
as that on the backs of the Museu m's coffers occurs agaill on 
the bach of hinged door panels fO two writing-cating-and
dfl:ssing tables. signcd by Carlin, in the Wrightsman and 
Frick colk'ctions, New York, 011 the backs of the twO m:tr
quet r}' bOll heurs-dl1-jol1r at the Ph iladelphia Museum. 
al read)' lllellt ioll(:d. :l1ll1 011 a signed upri ght secretary in Ihe 
V!l ~1i:lnocollec t ion . )uld:'1I Ch ri~ t ie's, Jul )' 1.1 , 1955, nO.t II. 
TI\{, ~:l l 11C lllarqu(·try recurs on the backs of the lateral shelves 
of all upright s\"cr(' ta ry ~e t with porcelain plaqlles. fro1ll the 
collection of the El1lPH'~S Maria Feodoro\' ll a. a.1 the Palace 
of Pav lovsk. T hiS .secret:l ry is signed by Adalll Wciswciler. 
:lnd now belongs 10 Mrs. Au nt, Ford. Wcisweik' r used 
~ 11l111ar IIlarquetry agail1 0 11 Ihe interior of the bl:lck lacq uer. 
l' bonY:lnd polishl'd steel wrltill!; and reading table signed h)' 
hllil. now in Ihe Louvre. which the <leakr D:lglIl' rre sup
pl ied to Marie- An toilletl{' in 17114. an d again on a nl arqm'try 
\\ ork t:tble fr0111 tlt l' (ollection of the Empress Joseph ine 
.11 thc T uik· ries. 1I0W ill the W allace Collection. The tray 
:lIlt! ~ h cl f of:'l work table at the MUsCe Nissi m de Call10ndo 
arc al~o l1Iarquetril·d with sil11il:t r latticework. This piece of 
fu rn ilure \\' a~ dd ivered by Jean-Henri RieSCller for Marie
Amoillene's lise in the CIl/lim" iuthit'ur al the C II :i. te:lU de 
S:l lllt-CIOIld in 171111. All luvcntory of th:a yca r described 
Ihc table as 'plaqllce il illos,'lique et poids·. Another ullsigned 
wurk labk· wilh I1I:lHltletr)' of this sort was in a French 
privatc collectil)n ; sti ll ano ther W:lS sold from the collection 
of Mrs. C:l lherille [oni (b at C hristie's, November Z4. 1960, 

no. 66. 

Ex Coli . Si r C harles Mills. Ba n.: Ihe Lords Hillingdon. 

Exhibit ed. Z5 Park Lane. LOlldoll , Three French Reigns 
[ nan Exhibi tioll. F(·bruary 21- April 5. 1933 (no. 446 of Ihe 
ca taloguc). 

Published. Carl C. Dau terJnan and James I'arker. M .M.II . 
lJulll'fill. May, 1960. pp. nN - 279. 

2 [ : Figs. [ 0 [- [ 03 

J EW E L eO F FER UI1 w ritin g stand. 
1775 · 

French . abOlll 
58.75.42 

Measurements. I [ ei~ht : 37 ~ inches. \Vidth : 21:: inches. 
Dl'J" it : I -I ~ IIIclll'S. 

Description. Wi th the discrepancies 110tl·d. the description 
" f the previous (' l1Iry applies to the pn'S('nl ('xa l1l ple. The 

fill etin g of the tu lip-wood eross-b:lnding on the top. the 
sides of the lid, thc sides of the coffer. the slo ping proj ection 
of the stand and of the writing pand o f the dra wer is 1I0t 
identica.l 011 the two pieces o ffurniHlre: a single fil let of ho ll ), 
takes the place 011 the present exa mple of thc fill cts of holl y 
and black-stained wood described in thc banding of the 
prcvious em ry. Diffcrcm woods arc also used in thc th rec 
marquctry panels 0 11 thc b:lcks of the coffers and sl:luds: 
these panels on the present exa lll pic consist of a s:l tin-wood 
latticcwork on a ground of harewood wilh dolS of bl:lck
stained wood at the intcrsections. A bead and rccl mou ld ing 
trims the front and side edges of the legs and thc lower edgcs 
of the :lpron of thc present exa mple, replacing thc ribbed 
mouldin g dcscribed ill the prcviolls e11t!)'. and tllC gilt 
bronzc rosette Illoulding described on the ce11tral proj ection 
of lite frollt of the lid of the prcvious elllry is missing from 
the corresponding cornice of the present l'xalil ple. which is 
pla in . 

Porcela in Plaques. In cOlltrast to tllOse of the COlli pan ion 
coffer, the thirteen pJacques on Ihis piece :lre without m:lrks 
to identify the datc or the decorator. 
All of thcsubjcctsare fl or:l l. An oval medall ion 0 11 thecowr, 
measuring eight by six and one-half inches. displa ys a 
basket ha. llging from a striped blue and l:t vender ribbon and 
overflowing with pink. blue. la vender and ye llow ga rdl'n 

10 1. SC\'rc~ p.1n·,·bin I'blllll' 011 Ih" jew..! ('olli.'r (Cal. lin. ~1). Ih,' 
paimin!; all rihllwd 10 C' !l llmcl iu 
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102- IOj. J~\\"cI corte r on Wrilill~ sian" (Cal. no. 21) 

Rowers. Another b:lsket is represcntcd 011 the fringc-bor
dcred bppct:tt the frontorthccoffer. This time thc ribbon is 
red, :lnd the b:lskl, t eOlmins yellow morning glories t'dged 
with cor:t !' :lIang with :l v:tricty of blooms including c:lrn :l
dons, roscs :lnd poppies in the pre,,:titing colors of the ov:tl 
pbq uc. The rell1:1ining p:tllels :Ire p:t inted wi th r:ldi:tl clusters 
or undubting spr:t)'s :tnd g:t rbnds .. epe:tti ng thc species of 
thc princip:ll phqucs. 
A det:ti lcd eX:llIlin:uiOIi of these Aoral compositions reveals 
their closc stylis tic relationsh ip to thc single phqllc by 
Commclin on the preccding coAcr, No. 20. By thei r 
uniform reiter:u ion, the followi ng characteristics strongl y 
favo r an atlribmion to tht' same artist: the constancy of color 
for each species of flowcr: the trcatment o f highliglus and 
sh:ldows: and thc im\iviciuallllanller of delineating pl.'mls. 
leavcs and stalllens. For a more dctailcd description of the 
p(' rsollal st r ic of this :lrtist, sec the Introduction. 
An inference to bc drawn from correlating these plaques 
wi th thc COllllllelill cxamplc of thc companion coffer is 
that when these thirteen panels werc madc, an addi tional 

one was ordered as a replaccment for a damagcd one 011 11K' 
matching picC(' orfumitllrc. This singk· pbque, bt'aring tlw 
artist's initials and the d:ltc lettt· .. for 1775. 111:1)' thus providl' 
a cluc to the <bting not onl y of Ill(' IUlln:lrkl'd porccbill~, 
bllt of the carcass as well. 
h is :I mailer of r('corcl th:tt in 1775 Messrs. Poi rier and 
Dagueffe bough t eightet' ll 'PI'I;"'S 1" 111,'11".1' :II six difli: rent 
prices ranging frolll 7 livr('s 10 ~OllS 10 _p livres. TI1~(· :lrc 
listed seriall y in the ~11cs accounts (Arch ives. SCvres. I ',·III,·S. 
vol. 6, p. 6J), suggc~ting a singlc order. Since the pbqul'~ 
on this coAcr reprt·S(·nt six ~izes or types, it is :II least con
ceivablc that thc)' ma y account for tht· brgcr p:tTl of till) 
order. k·aving a lit· e:.: tra plaque for th(· m3tching coRt'r 
(110. 20). :tnd rou r pbqucs for sOIm' other arricil' of 
furniture. 
Thc :lbovc cvidellce pOi lllillg to the paimer and thc da[e of 
No. ! I might havc rema illl'd undctcCtl'd if the MuSt'1I1ll 
had not had the good fortl1l1C of :tcql1iring both coAcrs 
simultaneously throltgh thc e!lorts of the Kress F0111lcbtiOII . 

Signature . Unsigned. but bc:tring the partl y obli terated 
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Joined initi:lls JME of the cabinellll:lkers' j ury impressed 
uncler the right :IIHllcft :lpron (s('e COM 1\1 f.NTS) , 

Artists. Anributl'd [Q M:min Carl in (sec uncler no.] I), 
Comments. The <I:lleS of 1775 for this coffer :lnd of :lbollt 
1770 for Ihe corn:sponding coffer described in the previous 
cmr)' depend from the dating of the Rower paimings of the 
pbqucs. T he three sim ilar coffers in eighteenth cenUlr), 
111\'entories (sec C01\ll'II1{II 11ll: I:XII1\II'lES of previous 
t'l1Ir),) :Ire described ~illgly , and there is no reason to suppose 
th:l t the tWO coffers :It the M IISeUrll were Ill:lde :IS a p:li r. Th e 
model IIlUSt h:lVe been repe:lted several tim es probabl y over 
a period of flft l'm or t went)' ycars. 
The eightecnth cer1lury m:lrk of the joined initi:lls JME 
indic:l ted Ih:lt the pil'ce of furninrre be:lring it had been 
:lppnwed by :I ju ry C(lnsi~ rill g of six elected ll1:1ster cabinel
Ill:lkers. c:ltlcdjm,:s, :lnd :lI1l:l~ t e r cabin eTmaker who served 
a, he:ld jurY-lllall , called a s),lIfli(. T his jury passed on acl
mi~) ions :lnd reviewcd tile dl,js d'wJ/I'rc, or sa l11pk'S of the 
work of aspiring cabinetl11:1k crs (sec under no. t 5). It was 
:lbo ch:lrged with maint:lining the stand:lrds of the cabi net
m3h'r~' gtll ld, and was obl iged [Q visit every c3 binetl113ker's 
wl)rkshop 111 Pari} four times 3 ye3L A charge of ten sols 
":I~ 1ll3de for stamping c3ch piece of furnilU re with the 
I11ltl3ls JM E whIch slOod for Jlld ai's M"'lIIisi(,fS-Ebhlistc's or 
/11" : J\lllim"'Expl'rl. Any piece of fU nl irure which did not 
III('('{ the jury's stamb rd was confiSC3ted :llld sold. In addi
tion 10 pcrforming these dutil'S, the j ury :lcted 3S 3 board of 
~t)Vl'rnon 3ml supervised other business of the cabincl
lIIakas' gu ild. 

CO lllparable Exa mpl es. See previous enl')'. 

Ex Call. Sir Ch3rb Mills, Bart. : the Lords Hillingdon. 

Ex hibit ed. 25 [lark L31le, London, Three French Reigns 
Loan Exhibiti,)U. Fcbru~ry 21- April 5, 193 3 (no. 446 of the 
c3talogl1l'): Metropolitan Muscu m o( Art, New York, 
Eiglrt{'l'llth Century Desigll E;.;:hibitioll,J31l1l3 ry 19-M:l Y 2. 
1960. 

Published. Carl C . J)3utl'Tlll:lll and James Parker, M.M.II. 
Hull, ·tiu. M3Y. 1960. pp. 2.75, 2.78-28 1: 'Some ]mport3llt 
S'::vres Porce lain and ITS J13imas', by Carl C. DalileTlnan, in 
:lut;qur·s. \'01. 7M, 110. 3, September. 1960, p. 226, fi g. 4· 

22: Figs. 104-105 

SMA LL DE S K with 
Ffl'IICh , abolll 1768. 

raiS(' .l partition a t the back. 
58.75.48 

Type. TIIM,· /1 ,I!TlldillS. pc·t ;/ sar/Illirt' ('II an,.\' {(Irps, or 
/lIll1h"lI r-I/lI-j,IIIT. The derivalion of the term /,/'II/wIiT-dll-jmlf 
h3} ll eVt'r bccil e;.;:pbined. It 1ll3)' h3 \'e been a SaleSlll:lll'S 
l'1l pi1('llHSI11, or 311 :Illusion to the joys of letter-writin g. 
I bppiness an d fmuilUrl' W(' re 3ssoci;ued again in the term 
rll~/(/il IImlhl'llr , given to a sma ll ch('s t of drawers in the 
l'nub rn s31c of 171\0. 

10.\. Small desk (C~r. 110. 21) 

McaS llrClllcnrs. I-leight : 32~inches. Width : 25~ incll('s. 
Depth : 16 inches. 

Dcseripti o n. T he desk is of oak 3nd 1113hogany, \It'netred 
with tulip-wood, purple-wood and harewood, and m3r
Cjuct ried with harewooll 3nd mahogan y. The top of the 
superstrllct\ll"C fo rmed by three rectangubr S'::vrcs pbques is 
Sl' t in a 111:11 and burnished gil t bronze ribbed 1II001iding 
with 3 three-sided open fre l ga llery. TIl(' supcrstrUCtllfl: 
conl3illS three dr3 wers. thei r (i·on ts SCt witll single rectallgll
br porcc biu pb<llICS in lIIat and burnished gilt brollze 
beveled mo uldings with wreath putts. The dr3wers 3rC of 
lIIahog311}', their front top edges veneered with nr lip-wood . 
E3ch side of the superstructure is S(·t with a pbql1e in 3 si mi
br moulding. A gilt bronze oblong reticubtcd and beaded 
lIIotive is let into each canted corner 3t the b3ck of the super
stnrcture :lnd a n3rrow marquetry strip of twO ma llOgan), 
Oor3 l spra }'s on 3 grou nd of harew(}(){1 is framed by a gi lt 
bronze 1I13t 3nd burnished beveled moulding on che back. 
The tOP of the lower section of the desk is sct wi th three 
reel3ngl113r plaques in simibr mou ldings which fralll e the 
writ ing smf."Ice and c;.;:rend alon g the sides and back of Ihe 
desk. The drawer frollt helow is set with twO shaped porce
bin pbqllcs in gi lt bronze mouldings Rankin g a wreadl and 
p3tera pull. This gill bronze pu ll is repe3ted as a mOllllt in 
the center of e3ch side and of the back of the desk. The 1110 1111t 
is Rank e(1 011 each side by two smaller sh3 pcd poreebin 
pl~q lIes in 1113t 3nd burnishcd gilt brollze bcveled Illouidings. 
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It is intriguing to consider that the twelve dated plaques 
on this desk may be among those found in the factory sales 
records at Sevres. Among the several entries for 1768 which 
could have a direct bearing upon this piece, one reads as 
follows: 

Vente des Marchands pendant 
Les Derniers mois 1768 

Mr Poirier 
I Grande plaque Ronde 216 
2 Plaques 10 20 

18Id. 9 162 
16Id. 12 192 
4 Id. 18 72 
6Id. 24 144 
2Id. 30 60 
5 Id. 36 180 
8Id. 48 380 
8Id. 60 480 
2Id. 72 144 
lId. 96 

Since the dates on all of the plaques are in complete agree
ment, one may with fullest assurance assign a date of' circa 
1768' to this bOllhellr-dll-jollr. 

Signature. None. 

Artists. Attributed to Martin Carlin (see under no. 31), on 
the basis of similar pieces signed by him (see COMPARABLE 

EXAMPLES). 

Comparable Examples. Madame du Barry owned a desk 
of this kind delivered to her by the dealer, Simon-Philippe 
Poirier (see p. 109), who presented his bill dated November 
18, 1768: 'Une table a gradins en porcelaine de France, fond 
vert et cartouches a fleurs, tres richement ornee de bronzes 
dores d'or moulu, Ie dessus du tiroir couvert d'un velours 
vert et les pieces d'ecritoires dorees, 1440 fr.' (Histoire de 
Madame dllBarry by Charles Vatel, Versailles, vol. I, 1883, p. 
152). A similar description of this desk occurs in an eye
witness account of Madame du Barry's apartments at the 
Chateau de Versailles, which she occupied from 1770 to 
1774. After Louis XV's death, an invoice of the former 
favorite's property transferred from Versailles to her 
Pavillon de Louveciennes between May and July, 1774, 
contains the entry: 'Un secretaire en bois de rose, garni de 
medaillons en porcelaine de Sevres et de bronze dorC' (Vatel, 
op. cit., vol. 2, p. 485). This brief entry may apply to the 
desk supplied by Poirier, one of a number of pieces of 
porcelain furniture supplied by that dealer for her use (see 
pp. 109-110). The inventory of furniture belonging to the 
Comtesse d' Artois, signed by the citizens Jean-Henri 
Riesener, Martin-Eloy Lignereux, and Philippe Juilliot, 
dated January 9, 1795, gives a description of a similar desk, 
with an estimate ofits value: 'No.3. Un petit bureau en bois 
de rose orne de dix sept tableaux et frises de porcelaine de 

Scvres fond blanc a bouquets de fleurs coloriees avec orne
ments de bronze et galerie doree d' or moulu de 24 pouces de 
large, 14 pouces de profondeur et 2 pieds 7 pouces de haut, 
3600 liv.' (Histoire Gelleraie des Arts AppliqllCs a I'Iudustrie. Le 
Mobilier all XVlle et all XVIIle Siecle by Emile Molinier, 
Paris, n.d., p. 206, footnote 2). These measurements apply 
closely to this type of small desk, since the foot measurement 
in use during the eighteenth century equalled approximately 
twelve and three quarters English inches. 
The sale of the contents of George Watson Taylor's house 
on Cavendish Square took place at Christie's, May 28, 
1825, and included an item: 'No. 30 A singularly elegant 
WRITING TABLE of Tulip Wood, covered with square 
compartments of the rare old Seve Porcelain, painted with 
Fruits and Flowers: three small drawers, elevated at the back 
of the Table, are covered and fronted with the same, a writ
ing slider is covered with green velvet, the stand is pannelled 
with Seve Porcelain, and the legs are richly mounted with 
or-moulu.' This piece offurniture, resembling the Museum's 
desks, was sold to Toff for eighty-one pounds eighteen shill
ings. George Watson Taylor had squandered a huge inheri
tance on furniture and paintings, and the preamble of the 
sale catalogue declared that many of the pieces 'Formerly 
Adorned the Palace of Versailles and other Royal Residences 
in France.' The desk described may have been the bonheur
du-jour of the Comtesse d' Artois, who had quarters in the 
Chateau de Versailles. No marks have come to light on 
either of the two desks at the Museum or on any other 
surviving example of this type of desk identifying it as the 
item in the Watson sale, as the former property of the Com
tesse d' Artois or Madame du Barry. 
The stock of the firm of Town and Emanuel was sold at 
Christie's, April 19, 1849, and no. 720 of the catalogue, 
briefly described as 'A Bonheur du jour of tulip and King
wood with seventeen plaques ofScvres' was sold to Morant 
for forty-six pounds six shillings. Town and Emanuel was a 
firm of furniture makers, situated at 103 New Bond Street, 
whose trade card described them as 'manufacturers ofbuhl, 
marquetrie, Resner, Furniture etc ... .' With no stronger 
evidence, this piece offurniture can be assumed to be a copy 
of the type of desk represented at the Museum, made at the 
firm's shop, and provided with the same number of plaques. 
Two pieces of porcelain-inlaid furniture lent to the 1862 
exhibition at the South Kensington Museum by Earl 
Spencer may be identical with the two from the Hillingdon 
collection. The catalogue of the exhibition gives a cursory 
description: 'Nos. 830 & 83 I. Pair of small pier tables, with 
drawers, inlaid with plaques of Sevres porcelain with green 
margins, and painted with bouquets of flowers. Period of 
Louis XVI. Height, 2 ft. 9 in.; width, 2 ft. 3 in. EARL 

SPENCER (from Spencer House).' Charles Mills had an 
opportunity of seeing these, for he contributed some of his 
own pieces of furniture and porcelain to this exhibition (see 
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pp. 149, 167, 169), and he may have added Earl Spencer's 
tables to his collection subsequently. 
Of the two bonheur-du-jours at the Museum, one is signed 
by Martin Carlin, and is the subject of the following entry. 
The two desks were not made as a pair, but were brought 
together in the collection of Charles Mills. Two other desks 
are at the Huntington Library and Art Gallery, San Marino, 
one of which is signed by Martin Carlin (Frcllch Dccorativc 
Art ill thc HUlltillgtoll Collectioll by Robert R. Wark, San 
Marino, 1961, pp. 92-93, fig. 78). Each is veneered with 
tulip-wood and set with seventeen green-bordered Scvres 
plaques, several of which bear the date letter for 1771. Both 
desks are reputed to have been acquired from the collections 
of Alfred de Rothschild and the Countess of Carnarvon. 
Two similar desks signed by Martin Carlin are at Waddesdon 
Manor, Buckinghamshire. One of these is surfaced with 
black lacquer and japanning and is set with green-bordered 
plaques bearing date letters for the year 1766 and the marks 
of the painters Xhrouet and Catrice; the other is veneered 
with tulip-wood, and set with green-bordered plaques 
marked with the date letter for 1770 and a device which has 
been interpreted as the signature of the flower-painter 
Bertrand. The Duke ofBuccleuch owns another such desk, 
signed by Carlin, veneered with tulip-wood, and set with 
green-bordered plaques bearing the date letters for 1768 and 
the mark of the painter Denis Levc (Louis XVI FUrl/iturc 
byF.J. B. Watson, New York, 1960, p. 124, fig. 98). Casters 
arc attached to the feet of this desk, which lacks gilt bronze 
mouldings along the sides of the legs and apron. Another 
tulip-wood desk signed by Martin Carlin and equipped with 
casters is in the Musce Nissim de Camondo, Paris (Ulli011 
CClltralc dcs Arts Decoratijs, Musec Nissil/l dc Call/olldo by 
Jean Messelet, Paris, 1960, p. 33, no. 126). It is set with 
green-bordered plaques bearing the date letter for 1766 
and marks of the painters Catrice, Pierre JCII/IC and Xrouet. 

Ex CoIl. Sir Charles Mills, Bart.; the Lords Hillingdon. 

Published. Carl C. Dauterman and James Parker, M.M.A. 
Bullctill, May, 1960, pp. 277-278; 'Some Important Scvres 
Porcelain and Its Painters' by Carl C. Dauterman inAlltiqucs, 
vol. 78, no. 3, September, 1960, p. 225, fig. 2. 

23: Figs. 106-107 

SMALL DESK with raised partition at the back. 
French, about 1775. 58.75.49 

Measurements. Height: 31! inches. Width: 25! inches. 
Depth: 16 inches. 

Description. Except for the variations noted, the descrip
tion of the previous desk applies to the present example. 
Four mat and burnished gilt bronze ring and leaf and berry 
rosettes take the place on the present example of the four 

gilt bronze wreath and patera motives on the four sides of 
the apron of the desk described in the previous entry, and 
two plain mat and burnished gilt bronze oblongs fitted to 
the wood surfaces at the back corners of the superstructure 
replace on the present example the gilt bronze oblong 
reticulated motives on the desk described in the previous 
entry. A gilt brass bead and reel moulding trims the lower 
edges of the apron and the sides of the legs of the present 
example in the place of the gilt bronze ribbed moulding 
described on the corresponding desk. The writing panel 
hinged to the lower drawer of the present example is covered 
with modern green tooled velvet framed by a fillet ofblack
stained wood between fillets of holly banded with tulip
wood, the sides of the panel veneered with tulip-wood, and 
the under side veneered with quarter-cut tulip-wood 
filleted with holly and banded with tulip-wood. The com
partment under the writing panel is veneered with tulip
wood, and the right side of the drawer is fitted with a com
partment for writing materials with three gilt bronze 
containers for ink, sand, and a sponge. 

Porcelain Plaques. Of the seventeen plaques on this piece, 
eleven arc clearly marked with the date letter V for 1774, 
in combination with the decorator's device, P7. Three of 
the remaining plaques bear the latter mark only, while 
three others arc unmarked. The unvarying style of flower 
painting leaves no room for doubt that all of these porcelains 
represent a single decorator's hand. 
There remains however a strong challenge to ascribe this 
decorator's mark (which is listed in Brunet, Marqucs, p. 39, 
as 'indeterminate') to a known individual. Happily, there 
is enough material for comparison in the Kress Collection 
to provide not only evidence but proo£ Reference is made to 
the marriage coffret, No. 20, which displays seven tiles 
dating from 1770, all bearing the mark p' for Pierre jClI/lc. For 
a fuller discussion of the marks and style of this artist, sec the 
Introduction. The conformity in the decoration of both of 
these articles in the following features, is absolute. Foremost 

6 ] 7 I -ac::J 

~ 
---~~--

Identification of plaques on small desk (Cat. no. 23) 
1, s, 6, 9-16 ... Marks attributed to Pierrejelllle. dated 1774 

2. 4. 8 ..• Marks attributed to Pierre jell lie. undated 
3. 7. 17 ... Unmarked 

Marks vary from gray through purple of varying intensity, to black 
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lof)-+ I07. SUl~ 1I desk (Cal. 110. 23) 

ill significance arc the g roups of blossoms resembling wild 
roses. among which is IIsl1ally to be found one blossom in 
profi le, very simply and symmetrica ll y depic ted, thrusting 
a W:I~' frolll the genn:llline of movcment of the Stem. Addi
tiol1:1lelemellts of correspondcncc :lrc thc pr:lcticc of p:linting 
cow parsley in hcrringbone or propcllcr-bladc strokcs : thc 
lI!ill ute sporring of the caliccs of cornAowers: and the ln odel
ing in whi tl', e\'L'n w hitc 0 11 white, 
O n Ihe basis o f these considerations, the pailltillg may be 
claimed for Pierre jl'lIl1t', whose style is described more full y 
in the Introduction. 
It !lIay bc noted ,hat, although thc co mpani on desk was 
made in 1768, the presellt Ol1 e, still in thc style of Louis XV -
on the basis of data furni shed by the porccl:lin - must be 
dated no earlier than 177.j, the first year o f the reign of 
Louis XV I. This iHus!r:Hl's the va lue of Scvrcs plaques in 
establish ing the precise dating of important exa mples of 
Frencl! fu rn itu re. 

Signature. Sign cd by Martin Carlin twice under the left 
apron. with tWO sets of the joined initials jME of the 
clbinctnlakers' jury. 

Artists. For Martin Ca rlin SCl' under 110. 3 I, 

Comments. Although this desk and the desk w hich is the 
subject o f the previol1s emry resemble each other closely, 
there is 110 reason 10 suppose that the), were made as a pair. 
A date has been assigned to each desk in accordance with the 
date letters of the porcelain plaques. Thc differcnt dates of 
rhe plaques of these tWO desks and of thc group of desks to 
which they belong. indicate that rhe desk was a model that 
was repeated in several versions over a period of years. 

Comparable Examples, Sec previo lls ell try. 

Ex Coli . Si r C harles Mills, Bart.; the Lords Hillingdoll. 

Exhibited. 25 Park Lane. London. Three French Reigns 
Loan Exhibition, February 21 - Apri I 5, 1933 (number of the 
catalogue not determi ned); 'Trois Rcgncs, Louis X IV, 
Louis XV. LOllis XV I', by Princessc Bibesco, in LII R.I'I/{lis

${l l/ {/', vol. 16,110. 6, julle. 1933. pp. 12 1, 14-2. illustrated in 
the Th ree French Reigns Loau Exhibition. 

Published. Carl C. !)alltecman and james Parker, M.M.A. 
BIIIII·till, May, 1960, pp. 274. 277. 278. 
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24: Figs. lOS-IIO 

DESK. French , abo ut 1770. 58.75.47 

Type. Table II h rirc or pl'tit /mmm II tlerire. 

Measurements. Height: 29 :~ inches. Width: 34! inches. 
Depth: 20t inches. 

Description. The desk is of o:l k veneered with 1l1Iip-wood. 
The writing surr.,ce, covered ill modern lll:lroOIl gold
tooled lea ther, is bordered with rulip-wood and framed by a 
shaped gilt brollze torus moulding. Eight shaped Scvres 
porccl:lin plaques in burnished :lnd m:lt gilt bronze grooved 
mouldings arc let into the aprOTl of the desk. Gi lt bronze leaf 
:lnd Rower sprays follow the COntours of the corners of the 
desk an d extend along the curved fronts of the legs. The 
lower edge of the apron and the side edges of the legs arc 
trimllled with a plain gilt bronze ribbed moulding. The 
backs of the legs arc chamfered, and each side is fitted with 
a mat :lnd gilt bronze rose\te above a strap shaped to the 
curve of the leg which terminates in a scrolled foliate sabot. 
The central plaque above the knee-hole on the front of the 
desk forms a drawer frollt, while the flankin g plaques open 
as doors. A button on the under side of rhe desk releases the 
oak drawer, whi ch is lin ed with modern green silk moire, 
whi le a steel Range attached to the back of the drawer acts 
as a spring. Delow the drawer fron t arc twO gilt bronze 
rosette keyholes for the doors, repeated on the back of the 
desk:ls rosette moun ts. The backs of th e two doors arc fitted 
with oak panels veneered with tulip-wood. Two oak 
drawers, their frollts veneered with tulip-wood. lie behind 
each door. :lnd open by means of plain gilt bronze ring pulls. 
They arc lined with modern green silk moin.\ and the lower 
right hand (Irawer is fitted wi th compartments for writing 
materials. 

Porcelain P laques. Eight plaq ues with broad green bor
ders :lrc set into this table. They arc painted with compact 
clusters of Rowers interspersed with fruit , save for the panel 
forming the drawer front. which displays an undulating 
Roral spray. The largest examples, Sf by IS":· inches, arc 
installed at the en ds. 
Although devoid of marks, these tiles show man )' points of 
correspondence with those by Pierre jnmc on the coffrer, 
no. 20. For exa mple, there is a strong clockwise rotarion 
in thc composition of the groups, with a tendency tOward 
branching motives that :lppear at the lower right. The leaves 
:Ire prevailingl y pale green and slate blue. The cornflowers 
have green calices with white Recks and violet stamens. A 
more conspicuous Illative is the long muddy green leaf 
which occasionall y curls Out from below the central cluster 
of blossoms or fruit. A fondness for incorporating fruit in 
the composition is perhaps the most marked characteristic 
of Pierrejt' lIIlc, who is discussed more fully in the Introduc
tion. Three plaqucs on the desk make usc of purple grapes 

highlighted in chalk y blue and dots of white. Another shows 
yellow peaches. one of which ex hibits a blem ish, a feature 
duplicated on the aforementioned coArct. T his sallie usc of:l 
blemish also applies to a pear on olle of the side pands. In 
:lddirioll, a split or sectioned fi g occurs on the oppositl· 
panel. as observed on the 'signed' tiles of the coffrct. 
Offsetting these rcscm blances to the work of Pierre arc cer
tain poims of difference which may be equall y signifIcant. 
Tllcse may be itemized as follows: hydrangeas and broken
stem grasses OCCllr here, bllt arc omitted from the composi
tions on the coffret ; conversely, carnations and cow parsley 
arc missing here, but present on the casket. Here also the 
harebells have forked :lnd poimed ends (with sOllle excep
tions). while on the signed Pierre pieces these blossoms arc 
blunted pod shapes. Attention is also called to the dotted 
stems of sepia or spinach green, and to the spicu les which 
occur sporadica ll y all rose leaves. 
These inconsistencies, while lesscnin g the strength of an 
attri buriOIl to Pierre jl'lIlIf, do not nect·s5aril ), discredit it. 
Because of the preponder:mce of evidence in his f.wor. it 
seems defensible to propose him as the probable author of 
these painted tiles, working sometime closc to 1770. 

Condition. Marks of :ltlachmcnt arc visible where gilt 
broll ze mounts overlapped the four projecting conwrs of 
the top of the desk. 

lOS. Signa ture 011 d(·, k (Cat. no. !4) 

Signature. Signed by Joseph Ball illhauer. under the arch 
of the lefr rear leg, with the name Joseph betwecn two 
Reurs-dc-lys (fig. lOS). 

Artists. Joseph Ihlllllhaucr came to Paris at an e:lrly age and 
married, abou t 1745, Reine Chiem, thcdaughter of a French 
woodworker. For ll1 any ycars he was assistant to another 
German-born c:lbinetll1aker, Framrois ReizeH. and produced 
furnit ure for Ihe dea lers Lazare Duva ux. ThomaS-Joachim 
Hebert :'IIld Charles Darnaul t. He became a Ill:lster cabinet
maker by royal appointment in 1765. and was thereby dis
pensed from sublllining an example of his work and payi ng 
a stiff fet'. conditions of admission to the cabinetmak ers' 
guild (see p. 94). Thisappointlllellt and the appropriate title of 
mllrc/wlld millllllt /11 {{)I,r or /:blllistl· nil Roi he perhaps o wed 
to the good oAices of a patron, the Duc d· Aumont. Three 
cabinets :lt Versailles, set with ph·ulI dum panels and Signed 
by Jhumhauer arc among his beS( works, and werc made 
for the Duc d'Aulllont. figuring in his sale of 1782, whell 
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1(1). Desk (C:It. no. 2 4) 

they were bought for the crown. Joseph B:ulIlIhauer was 
oftl'n know n by his first naille of Joseph, which he used for 
his sigllarllre. placing it betwccn twO Aeurs-de-I ys in allusion 
to hi s royal appointmenr. His workshop, called the Bllu/t' 
13h",dw. was on the rue du Faubourg Saint- Antoine. I-ic 
died M;lrch 22, J 772, and was succeeded in the craft by his 
SOil Gasplrd-Joseph Ihulllhauer. who may have exercised 
his right to stamp his own works with the iron die or /!/ilill
dnlll wi th thc name Jose ph betWeCll Aems-de-I ys used by his 
( 'Hher . 

C Olllm euts. This uble. as well as Illall y other pieces of 
porcelain-inset furn iture from the Hillingdon collection. is 
vclleered wi th tuli p-wood. The orange-red color o f this 
wood all the protected interior dra wcr fronts of the Mus
eUIll 's desk has f.1ded to a russet color where the wood has 
been exposed to light. T lllip-wood is native to Peru and 
Brazil , an d irs English name derives from a fancied reselll
blance to vlriegated tulips, noted by Thomas Sheraton in 
Tile Cidu·/U·t Di(fiOllnry, London. 1803, pp. 323-4 ; 'The 

stripes ofit arc variegated lik e a tulip of a fine blush red , and 
(1.i rish wh ite : hence its nl me tulip wood.' Its French name 
Imis 1ft· nlse was converred upon it by the smell of the freshl y 
cm wood : ' Le bois de Rose sent, lorsqu'on Ie trlvaille, Ulle 
petite odem de rose . . .' (CArr rlu Melll/isi.., Ebt~lI isr!' by 
M. Roubo, Paris, 1774 , p. 779). 
The mounts of this desk present a clear picture of the dif
ference between burnished and Illat gildi ng. Thc parts of 
the brollze mounts which were to be burnished after gilding 
(for the process of gilding bronze, sec under no. 26) were 
fil ed and scoured Slllooth. The parts that were to be left 
unburnished were roughened by mcans of a small chisd
like instrument wi th a grl ined surf.lce, called a w II/oj, . 

Hammering with this instrum cnt produced a pitted poilllilM 
effcct 0 11 the surf.l ce of the metal casting. After the mou l\[ 
Wl S gilded, the smoot h pans were burnished by abrasion 
with hcliQ[ropc stone, and the Illat areas left untreated, 
mak ing a contraSt between dull and brilliant g'ilding touched 
upon in the Encyclopedic (£l/cyc1/1pMie 0 11 Dicrio//Ilnire 
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11 0 . Desk (Cal. 110 . .1 .. ) 

RaisowlI: d.,s Sciellccs, (/t-s Arts t't des A1hil'rs, vol. X, Neu
chatel, 1765, p. 197b) : ' ... ew e varietc detache agreable
menT, & forme Ull COlHraSte qu i rele\'e ]'eclar des panics 
polies, & scduit l'o:il des amateurs.' 

Comparable Examples. A larger writing table veneered 
with kingwood signed by j oseph Baumhauer and Claude
Charles Saunier, and set with Sevres plaques which arc 
probably not original, is in the H limington Library and Art 
Gallery, San M:l. rino (FrI'Iuh Da oratil//! Ar/ ill the' HUlllill.gt()/ / 
ColIl'ctioll by Robert R. Wark, San Marino, [96[, p. 79, fi g. 
H). The gilt bronze straps on the legs of this table and some 
of the other mounts resemble the corresponding mOl1llts on 
the Museum 's desk. A smaller unsigned version of the 
Huntington table is in the Rice bequest at the Philadelphia 

Museum and is set with green-bordered porcelain plaques 
('The Rice Bequest', unsigned article in Th t' Pll ilarlrlpllia 
MlIs/"rt1/J BlI lIl'till, vol. 35 , no. 183, November. 1939. fig . I). 
A sim ilar table. also set with green-bordered plaques , signed 
by j oseph Baumhaller. is at Waddesc!on Manor. Buckin g
hamshire, anc! a comparable unsigned marquetry table 
belongs to Mr. Robert Lehman, New York. 

Ex Coil . Sir Charles Mills, Bart.; the Lords Hillingdon. 

Exhibited. Metropolitan Museulll of An. New York, 
Eighteenth Century Design Exhibition, j an uary 19- May 2, 

1960. 

Published. Carl C. Damcnnan and James Parker, M.M.A. 
BlIlle/ill , May, 1960, Pl" 279, 283 . 
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25: Fig. III 

DES K with superstructure and bow-fronted side 
shelves. Possibly English, 1790-1795. 58.75.43 

Type. BOII],ellr-dll-jollr, table a gradills or bllreall e/I dellx corps. 

Measurements. Height: 44'~ inches. Width: 301 inches. 
Depth: 19i inches. 

Description. The desk is of oak and pine, veneered with 
satin-wood, green-stained wood, tulip-wood and purple
wood. The white marble top, shaped to the bow front of 
the side shelves, is set in a gilt bronze grooved moulding 
with an open heart motive gallery and perforated lower 
rim. The frieze of the superstructure above the door and 
two side shelves is fitted with gilt bronze garlands ofleaves 
and berries, held by ribbons, set on recessed panels of satin
wood framed by plain gilt bronze mouldings and bands of 
green-stained wood. The four stiles arc set with gilt bronze 
leaf and berry rosettes on satin-wood squares filleted with 
holly and black-stained wood and banded with green
stained wood, above a gilt bronze reticulated torus mould
ing extending along the front and sides. The surfaces of 
the two bow-fronted side shelves on each side arc of white 
marble, set behind gilt bronze galleries similar to that of 
the top. The sides of the shelves arc lined with mirror glass, 
and the projecting stiles flanking these shelves arc veneered 
with satin-wood and fluted, the grooves veneered with 
purple-wood and fitted with gilt bronze foliate reeding. 
The central door of the superstructure is set with a Scvres 
porcelain plaque in a shaped octagonal reticulated and 
beaded moulding of gilt bronze, and a band of green-stained 
wood filleted with holly and black-stained wood frames 
this moulding within a satin-wood field similarly banded 
and filleted. The lower edge of the superstructure is finished 
with a gilt bronze reticulated torus moulding, and the 
writing surface is veneered with satin-wood filleted with 
holly and black-stained wood, and banded with green
stained wood, framed by a plain gilt bronze moulding. Two 
rectangular porcelain plaques framed by gilt bronze reticu
lated and beaded mouldings and green-stained veneer arc 
let into the front of the central drawer below, flanked by 
nests of two drawers each, their fronts set with single 
porcelain plaques, similarly framed. The drawers arc of 
oak and their top front edges arc veneered with tulip-wood. 
The central drawer is released by a button on the under 
side of the desk, a steel flange of the back acting as a spring. 
Two gilt bronze acanthus leaf and flower mounts arc 
fitted on green-stained veneer to the spandrels of the knee
hole. The four stiles flanking the drawers arc veneered 
with satin-wood, and arc fluted and reeded in the same 
manner as the stiles of the superstructure. On each side of 
the desk a panel of satin-wood veneer is filleted with holly 
and black-stained wood and banded with green-stained 

wood, framed by a gilt bronze reticulated and beaded 
moulding, and flanked by similar stiles. The lower edge of 
the apron is finished with a gilt bronze ribbed moulding 
which extends along the front of the desk below the knee
hole and along the sides. The legs of square section arc 
veneered with satin-wood filled with holly and black
stained wood and banded with green-stained wood, and 
taper to gilt bronze ribbed foliate motive sabots. The sides 
of the door in the superstructure arc veneered with tulip
wood, and its back is veneered with a panel of satin-wood 
filleted with holly and black-stained wood and banded 
with green-stained wood. The recess behind the door and 
its single pine shelf arc veneered with purple-wood, and 
the back of the desk is veneered with natural and black
stained purple-wood. 

Porcelain Plaques. The seven panels installed here do not 
contribute directly toward setting the age of the piece. In 
general these plaques arc not of the high quality of the other 
plaques decorating furniture in the Kress Collection. They 
arc a-typical of Scvres; in physical appearance they arc 
inconsistent among themselves and with any others in the 
Kress Collection. They arc thinner than is usual, measuring 
considerably under one-quarter of an inch. They show 
varying degrees of iridescence, marked warpage, and some 
discoloration under the glaze. 
The central basket plaque, about 7t by 51 inches, affords a 
study in itself, some elements of which may be observed 
without removing the plaque. Beginning with the painted 
decoration, one finds several evidences of incompleteness. 
For example, there is no decorative border to enhance and 
emphasize the basket motive. Normally, the supporting 
ribbon is represented as hanging over a gold peg, above 
which the ends arc tied into a bow knot. In this instance the 
ribbon, of an unusually intense blue, rises to an apex at the 
very top of the panel: peg and bow knot arc lacking. Close 
scrutiny also reveals that three of the corners have been 
ground, and that the plaque once had a gently raised 
border which had to be removed before the porcelain 
could be installed as a flat tile. A vestige of the original 
modeling at the upper left corner shows that the panel 
originally had a lobed border and was adapted from a 
shaped vessel having a four-lobed center, on the order of 
the trays in the small table, no. 30. An incised letter M in 
script, of indeterminate meaning, is the only mark on this 
panel. 

Signature. None. 

Comments. The usc of pine as a structural wood is 
characteristic of English cabinetwork of the late eighteenth 
century. The precisely modeled and thinly gilded metal 
mounts of the Museum's desk may also be of English 
manufacture. In 1792 and 1793, Martin-Eloy Lignereux, 
Daguerre's partner at the COllromle d' or, shipped several 
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large Sevres services and other porcelains to London, where 
the firm had rented a salesroom on Sloane Street. A platter 
from one of these services may have been cut down to 
serve as the plaque for the door of the Museum's desk, the 
woodwork originating in England. 

Comparable Examples. Two surviving bonheurs-du
jour from the same workshop are known. One was sold 
at the Hotel Drouot, May 9, 1945, no. 56. The other is at 
a dealer's establishment in New York. The doors of these 
desks are set with single porcelain plaques; their super
structures are decorated with gilt bronze leaf and berry 
rosettes and fluted stiles identical to the corresponding 
motives on the Museum's desk. 
Other pieces which show similarities in the treatment of 
wood veneers and gilt bronze are an upright secretary set 
with three porcelain plaques at the Wallace Collection 
(Wallace Collectioll Catalogl/es, FI/mitl/re, by F. J. B. Watson, 
London, 1956, pp. 162-164, fig. 92), a bonheur-du-jour 
set with twenty-seven porcelain plaques from the bequest 
of Salomon de Rothschild in the Louvre Museum, an 
upright secretary set with a single Sevres plaque formerly 
in the collection of Eugene Kraemer (Le Style Louis XVI, 
Mobilia et Decoratioll, by Seymour de Ricci, Stuttgart, 
n.d., p. 142), a pair of upright secretaries each set with four 
Sevres plaques at a London dealer's shop, an upright 
secretary with a single oblong Sevres plaque at a Paris 
dealer's shop, and another upright secretary set with three 
porcelain plaques (The COlllloisseur Souvellir oj the Elevellth 
AI/tique Dealers' Fair • .. June, 1951, p. LXXVI). The last 
two pieces bear the signature of Adam Weisweiler, and are 
the only signed pieces in this group. 

Ex ColI. Sir Charles Mills, Bart; the Lords Hillingdon. 

26: Figs. II2-II7 

UPRIGHT SECRET AR Y with fall front. French, 
1775-1780. 58.75.44 

Type. Secreta ire a abattal/t, or secn!taire a basCIIle (basCIIle or 
see-saw, a term that applies to the opening and closing move
ment of the fall front). 

Measurements. Height: 47 inches. Greatest width: 3 1 ~ 
inches. Depth: 14! inches. 

Description. The secretary is of oak veneered with tulip
wood and purple-wood, and the panels of the frieze and 
stiles are filleted with tulip-wood and black-stained wood. 
The white marble top is set in a gilt bronze quarter round 
gui1Ioche moulding with a three-sided open fret gallery. 
The front of the drawer in the frieze and the sides are fitted 
with recessed gilt bronze garlands of grapes and roses held 
by tasseled ribbons. The top front edge and the two side 
edges of the oak drawer are veneered with purple-wood. 

Gilt bronze rosettes are fitted to the back stiles and canted 
front stiles above a convex rosette moulding extending 
along the front and sides. Two oval porcelain plaques are 
let into the fall front, each framed by gilt bronze egg and 
dart mouldings with acanthus leaf and flower spandrel 
mounts within a rectangular leaf motive moulding. The 
sides are set with single oval plaques, similarly framed, and 
the stiles are decorated with gilt bronze sprays of primroses 
and pomegranates. Below the fall front a gilt bronze ribbon 
and fasces moulding and a projecting guilloche and berry 
moulding extend along the front and sides. The top front 
edge of the lower drawer is veneered with purple-wood. 
Two shaped porcelain plaques fill the center of the front of 
this drawer and are framed by a gilt bronze scrolled leaf 
motive mount with a laurel leaf and berry cluster keyhole 
escutcheon. The two rectangular flanking plaques of the 
drawer front are set within gilt bronze quatrefoil frames, 
as are the two plaques of the sides. Four gilt bronze ribboned 
and tasseled trophies panoplied with quiver, bow, arrow 
and flaming torch decorate the stiles, and the lower edge 
of the apron is finished with a bead and reel moulding. The 
tapering octagonal legs have gilt bronze leaf motive collars, 
fluting with brass inserts and gilt bronze foliate reeding, and 
foliate sabots. Two brass struts hold the fall front, the edges 
of which are veneered with purple-wood; the writing 
surface is veneered with tulip-wood filleted with holly, and 
covered in modem green tooled velvet. The fitted interior 
is divided into two levels of two and three pigeon-holes, 
above another pigeon-hole enclosed by six drawers. The 
front edges of the divisions are veneered in tulip-wood. 
Tulip-wood is the veneer used for the back of the interior, 
for the pigeon-holes, the shelves of which are filleted with 
holly, and for the fronts of the drawers, filleted with two 
strips of holly alternating with two of black-stained wood. 
The interior drawers open by means of plain gilt bronze 
ring pulls. The original chased gilt bronze and wrought iron 
key (figs. 116-117) operates the locks of the exterior drawers 
and the fall front. 

Porcelain Plaques. Ten plaques of Sevres soft-paste 
porcelain with broad apple-green borders contribute richly 
to the color appeal of this piece. Upon their white fields are 
painted naturalistic floral subjects, including baskets heaped 
with blooms and suspended from blue and puce ribbons. 
All the plaques are marked on the reverse with the royal 
cypher, identifying the factory, and with the date letter for 
1773. In addition, they bear the designations of three flower 
painters, permitting the panels on the doors to be traced to 
Mile Xhrouet (working 1772-1788), those on the ends to 
Bulidon (working 1763-1792), and the six smaller ones on 
the drawer and frieze to Guillaume Noel (working 1755-
1804). For notes on these artists, see the Introduction. 
It is perhaps significant that the most prominent tiles on this 
piece are those executed by a woman artist, Mile Xhrouet. 
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oooc 
Idellfi fic:uiotl of plaques on s(,'rrctJry (CJt. no. 16) 

1.4 ... Bulidon. 1773 
:! , 3 ... Xhrouel. 1773 

5-10 ... Noel. 1773 
All 1l13rks in blue 

Her outstanding ability was evidently recognized dmin g 
the first or second year of her employmem at Scvres. 
The overall correspondence between this secrctaire and 
one in the Grey Drawing Room of Waddesdon Manor is 
readil y apparent. As regards the porcelain plaques, the one 
on the left door of our cabinet is so closel y comparable to 

the corresponding one at Waddesdon as to leave no doubt 
that the latter is also by Mile Xhrouer. These two pla<]ues 
alford the nearest approach to identic:ll Aoral compositions 
observed by the writer in the course of making sevcr:ll 
hundred eo mparisoll s. Agaill. it would not be surprising if 
the sa me hand were to be confirmed by findill g the xhrollet 
mark on the back of a large round flower-basket plaque 0 11 

the black lacquer cabinet in the White Dr:l win g Roo m of 
Windsor Castle. 
A word of ex planation is ca lled for in conllection with 
chiming this work . and along wi dl it, [he ma rk (which 
rese mbles :I cross tIl oline) for Mile Xhrollet. It hap pens 
th:lt our eX:l ll1 ple f.111s within the las t three years of her 
f.1th er's service with the f.1c lOry (he worked from 1750 

lImil 1775); she W:lS empl oyed there until 171)8 . The books 
of lll:lrks, ho wcver, while crediting the cross lllark to lhe 
f.1 ther, do not record any mark for the daughter. It is there
fore encouraging to note that among the S~'vrcs :lrcil ivcs. 
one finds in the Rl'gislfo Ih Pl'illlfr 'S for t777- 1780 (p:lge 
28 1). a listing of the work completed by ·Mllo.: Xhrowl't·. 
with the lll:lrk of the cross at the top of the page. To th is 
a il e Ill:l}' add fUflhcr :J.tglll1l Cnt rh:lt the undisputed work 
of M. Xhrol1et, found 0 11 examples pfl·-dating the career 
of his daugbter, is by comparison harsh in color:ltiOll :lll(\ 
coarse in tcxtl1rc. it tberl·fofe seems rC:lsonable to assulIle 
th:l! 'Mlle Xhrowcr' :ldopted his mark. :l l1ci continued its 

11 2-11 J. Porcelain plaques 011 5Ccr<~ t3ry (C3t. no. 26) . ilhmT3ting wo rk of 13ulidoll (tcti) :l11d Mile Xhrout·, (right) 



II~. Uprigtu SCCr~·lary widl fall fronl (Car. no. ~6) 
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use (luring her entire work spall at Scvres. There is also a 
possibili ty that the Bn mark of Bu lidoll was similarly used 
by his wife, who according to Lechevalli cr-Chevign:lfd 
was employed as a Aower !Jaimer about [780 (sec LIl 
A'/flluifiUl,m' d" Ptlu,,{lli/JI' (II' Sfrm's, sec. 2, p. (28). 
The records of s:1.les to Poirier :lIld Dagucrrc contain all 
enlry for rwellty-cight plaques sold during the final six 
months of 1773 (Archi ves, Scvres, II('I//('s, vol. 3, p. 1(9). 
These plaques range in pricc from ten to sevent y-eight 
Ii"f"s, One is tempted to think that a pair costing t20 li'lfi:s 
and another pair costing 156 li.,,,,s may be represented by 
thc largc ovals :1.t thc ends and upo n the doors, respectivel y, 
of this cabinet. T ogcthcr, thcse panels dcpict :1.bolll eighteen 
spt'cies of flowcrs, thc most I'rominclH bcing pink , white 
and winc-<olored roses and poppics, puce honeysuckles, 
blue morning glories and cornAowt· rs, peonics, and a 
, 'arielY of anemones and rulips. It lllay be of intercst to 
st:lIe here that while the large plaques arc unglazed on the 
re,,{'fSC", the smaller ones arc glazed on both sides. 
Sig nature. Signed by Martin Carlin on the under side o f 
the left apron, wilh Ihe joined initials JME of the cabinet
lIlakers' jury. 
Arl ists. For Martin Carlin , sec under no. J [. 

Comments. The ch:1.sil1 g and gilding of the bronze moun ts 
of Ihis sccrelary arc of vt"ry high quallt >" :1.nd contribute to 
the dlcci o f rich ol'llamcntation. Such mounts could be a 
w ry considera blc item in the COSt of a piece of furniture 
in this period. The cOlllmode dcli verc<1 by the cabinet
ma kcr Je3n-Henri Hiescner in Nove mber 1775 for Lo uis 
XVI's bedroom at Versailles COSt 25,356 livres o f which 
nearl y three quarters, or 18,500 li vrcs WCIll for gilt bronze 
lllo unts. 
The lll :1.king of Ihesc mOunts W3S the r('spollsihility of two 
)('parate guilds, the caSters or jmd('urs- risl'!l'ufs alld the 
!;;ildcrs and chasers or riS4'/(,lIfS-dorI'IIfS. The sallle lItodel was 
oftcn recast scveral times, ex plaining the reappear:mcc of 
identical moun ts on different pieces of furniture. Mounts 
of the finest qualit y were coated wilh :111 amalgam of gold 
and mercury and with gold leaf. and fired twO or more 
times over a brazier. A less expcnsi ve simubtcd gold surr.,ce 
for bronze mounts was achieved by treating them with 
:1.cids. The finished mOunts were transferrcd to the work
~hop of the cabinelmaker, who had thc right of applying 
them to his furniture. The caslers and gilders of mctal 
mou nts did not mak e a practice of signing thei r works, and 
unless their names were noted in bills of the tim e, they have 
remained unknown, A wriuen statement of M:1.rlill Carli n's 
widow, dated M:1.y 20, 1785, gives the name of onl y one 
metal worker whom Carlin entrusted wi th the mounts of 
his furniture. According 10 this St:l.lement, at the ti llle o f his 
dealh Carlin owed 679 livR'S to the gilt bronze castcr 
Joachim Provost: 'po ur oll vrages de sa profession par lui 
r., ites pour led. s. Carli .. ' (,Documellts Incdirs SlIT les 

1, 6- 11 7. Gilt brolilc ~ lId wrought iron key 10 the secretary 
(Cal. no. 26) 

Ebcnistes Marlin Carlin el CI.:orges Jacob', by Comte 
Fran,ois de Sal ven e in Bulll'/ i" df' '(1 SO{;.:,(i dl' r J-listoirl' de 
rAr/ Frllli fais, [928, PI" 9t , II I ) . 

Comparable Examples. Two comparable upright secre
t:1.rics arc noted in in ventorics of the possessions left behind 
by the killg's hrother and siSler-i ll-law, the Com te de 
Provence and the COllltesse d' Artois, when they emigrated 
at the tillie of the French Revolution. The in ventory of the 
ComiC de Provence's effl,.'C(S at the Pabis du Luxembourg 
is dated 1793 and lim ' Un petit sccre (sccrctaire) en armoire 
en boisjaune dc la Guadeloupeorncsur 3 f:1.ces de medaillollS 
et pannc3ux de fri sc en porcelaine fond blanc dessin de 
Aeurs avec champs vert;:' pieds a g:1.i ne orne de c3n nelures 
:. tigcttcs, chapileau x, sabots; la fr isc CI cadres de pan neaux 
:. 1lI0ulures cizclcs, trophces de Ilcchcs atlx angles; la fr isc 
dll halH :a rinceaux, SUTIIlOntce d'uJ1e galerie dans laquclle 
se trouve encastrc Ic de$stls Cit marbre bbnc statllaire: de 
29 po. de large, 15 po. de profondeur. sur 3 ptls 8 po. de 
h:1.ut' (A rchives Natiollales 02 470) . The given IllCaSlITelllelltS 
might apply to the MUSCUIli 's desk (the French foot lIIeasure
Illent in the eighteenth century was Ihe approximale equiva
lent of twelvc and three quarters English inches) , bUI the 
description conmins discrepancies which ma ke it unlikel y 
that the IWO pieces arc iden tical. Although the Muscum's 
example is set wi th 'mcdai llons et p:1.nneaux de fri se en 
porcclaine fond blanc dessin de !leurs avec cham ps VCrt ' 
:1.ud corresponds with the description in other pa rticulars. 
its tulip-wood veneer docs lIot fl:semble 'bois j:1.tllle de Ia 
Guadeloupc', probabl y a yellow satin-wood, and the gilt 
bronze garlands of grapes and roses in the fri eze arc nOt 
'ri nccaux'. Furthermore, the Muscum's desk hears no mark 
indicating that it was onCe the property of die Co mte de 
Provencc. 
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The desk belonging to the Comtesse d' Artois is described 
in an inventory drawn up and signed onJanuary 9,1795, by 
the cabinetmaker Jean-Henri Riesener, and the dealers 
Martin-Eloy Lignereux and Philippe Julliot fils: 'No.6. 
Un secretaire a bascule en bois de rose garni de neuf pan
neaux de porcelaine dont quatre medaillons representant 
des paniers et bouquets de fleurs, ornes de frises, carderon, 
galerie decoupee a jour, rosaces, chute, encadrements en 
bases et sabots, Ie tout de bronze dore d' or moulu, de 3 pieds 
8 pouces de haut, 2 pieds 4 pouces de large et 14 pouces de 
profonderr, 6000 liv.' (Histoire Gel/Craie des Arts Appliqlles a 
I'IlIdllstrie. Le Mobilier all XVIIe et all XVIIIe Sircle, by Emile 
Molinier, Paris, n.d., p. 207, footnote 2). The measurements 
given in this description correspond closely with those of 
the Museum's upright secretary and of a similar secretary 
at Waddesdon Manor, Buckinghamshire (Waddesdoll 
Mallor, a Property of the Natiollal TrIIst, by Philip James, 
London, 1959, pp. 10, II). This piece, which is signed by 
Martin Carlin, is fitted with similar gilt bronze mounts 
and veneered with different woods. Its porcelain plaques 
are painted with flower subjects similar to those of the 
Museum's example, but are bordered in turquoise instead 
of green oeil-de-perdrix. The two shaped plaques on the 
lower drawer of each desk form a single visible plaque, 
making the 'neuf panneaux de porcelaine' mentioned in 
the description of the Comtesse d' Artois' desk. The color 
of these porcelain plaques is not specified in this description 
which could apply to the desk at the Museum or to the 
example at Wad des don. Further investigation ofinventories 
may determine the former ownership of both pieces. 
A third comparable upright secretary is in the Palacio Real, 
Madrid (Illustrated Guide to the Royal Palace of Madrid, by 
Felipa Nino Mas and Paulina Junquera de Vega, Madrid, 
1956, p. 40, fig. 54). This example is set on the front and 
sides with four green-bordered plaques painted with be
ribboned flower baskets, its frieze fitted with gilt bronze 
lion masks and rin\eaux. Since lion masks are not mentioned 
in the two quoted excerpts from eighteenth century inven
tories, this piece is probably not identical with either of the 
two desks which belonged to the Comte de Provence and 
the Comtesse d' Artois. The secretary in Madrid may 
originally have been set with ten porcelain plaques, like 
the analogous pieces at the Museum and Waddesdon 
Manor; the six plaques of the apron may have been broken 
and replaced with wood veneer. 
The gilt bronze spandrel mounts around the four oval 
plaques of the Metropolitan's secretary appear again on a 
bonheur-du-jour set with fourteen Scvres plaques, signed 
by Carlin, in the Philadelphia Museum of Art, on an up
right secretary set with eleven porcelain plaques, signed by 
Martin Carlin, in a private collection, Paris, and two of 
the same mounts with inferior gilding appear on a bonheur
du-jour in the Kress Gift, no. 25 of this catalogue. The gilt 

bronze settings around the oval plaques of this group of 
furniture may derive from a design of a framed oval border, 
the spandrels filled with acanthus foliage, appearing on the 
title page of an album oflate eighteenth century decorative 
engravings: Oeuvres de SClIlptures ell Brollze ... Illvelltees et 
Dessillees par jeal/-Frm/(ois Forty, Paris, n.d. A pen and wash 
drawing of an upright secretary from the illustrated in
ventory of Duke Albert of Sachsen-Teschen (see under 
no. 20), given to the Museum by Raphael Esmerian 
(accession number 59.611.4), shows an upright secretary 
with oval porcelain plaques in similar gilt bronze settings. 
The frieze of a black lacquer cabinet signed by Carlin in 
the California Palace of the Legion of Honor, San Francisco, 
consists of an inset gilt bronze garland of grapes and roses 
similar to the frieze mount of the Metropolitan's secretary, 
which appears again on the frieze of an upright secretary 
with porcelain plaques, signed by Martin Carlin, in a private 
collection, Paris. 
The shaped mount in the center of the lower drawer recurs 
on an upright secretary with mosaic marble panels, signed 
by Carlin, in the collection of Mme. Ancel, Paris, on a 
marquetry table signed by Carlin in the Widener collection 
at the National Gallery, Washington, on a marquetry table 
signed by Bernard Molitor in the Huntington Library and 
Art Gallery, San Marino, a similar table in the Wallace 
collection, and a marquetry upright secretary with porcelain 
plaques, attributed to Bernard Molitor, also in San Marino. 
The legs of the Museum's secretary are characteristic of 
work by or attributed to Carlin, and occur on two signed 
marquetry travelling desks with compartments for eating 
equipment and toilet articles in the Wrightsman and Frick 
collections, New York, on porcelain inlaid upright secre
taries in the Wrightsman collection, from the Palace of 
Pavlovsk, and in the Wallace collection, London, both attri
buted, on a similar signed secretary in the J. Paul Getty 
Museum, Malibu, on another upright secretary set with 
porcelain plaques, signed by Carlin, in a private collection, 
Paris, and on two small signed bonheurs-du-jour inlaid with 
porcelain plaques, from the Rice Bequest at the Philadelphia 
Museum. 
Ex ColI. Sir Charles Mills, Bart.; the Lords Hillingdon. 

Exhibited. South Kensington Museum, London, Special 
Loan Exhibition, June 1862 (no. 835 of the catalogue); 
25 Park Lane, London, Three French Reigns Loan Exhibi
tion, February 21-April 5, 1933 (number of catalogue not 
determined); 'Trois Regnes, Louis XIV, Louis XV, Louis 
XVI', by Princesse Bibesco, in La Rel/aissallce, vol. 16, no. 6, 
June, 1933, p. 121, illustrated in the Three French Reigns 
Loan Exhibition. Metropolitan Museum of Art, New 
York, Eighteenth Century Design Exhibition, January 19-
May 2,1960. 
Published. Carl C. Dauterman and James Parker, M.M.A. 
Bulletill, May, 1960, pp. 276, 281-282. 



150 FURNITURE WITH PORCELAIN PLAQUES FROM THE HILLINGDON COLLECTION 

27: Figs. I I 8-120 

UPRIGHT SECRETARY with fall front and 
serpentine-shaped side shelves. French, about 1780. 

58.75.52 

Type. Sem!taire a abattallt. 

Measurements. Height: 50! inches. Width: 3 3 ~ inches. 
Depth: 14 inches. 

Description. The desk is of oak, veneered with satin-wood 
and green and black-stained wood. The shaped white 
marble top is set in a gilt bronze ribbed moulding with a 
three-sided open fret gallery. The frieze is veneered with 
satin-wood and green-stained wood, filleted with satin
wood and black-stained wood. Mat and burnished gilt 
bronze oblong rosettes are fitted to the stiles, and rinc;eaux 
arc recessed on green-stained wood veneer panels on the 
front and sides of the frieze, above a mat and burnished gilt 
bronze convex oak and acorn moulding. The top front 
edge of the oak drawer in the center of the frieze is veneered 
with tulip-wood. The drawer is engaged by the lock of the 
fall front, and opens by means of a gilt bronze wreath pull; 
there are no side drawers in the frieze, and this space is 
blind. The square fall front is framed by a gilt bronze 
twisted rope and bead moulding, and is set with a Scvres 
porcelain roundel encircled by a mat and burnished gilt 
bronze leaf and bead moulding. The spandrels of the fall 
front are marquetried with sprays of green-stained corn
Rowers on a ground of satin-wood, with fillets and alternat
ing squares of satin-wood and black-stained wood, banded 
with green-stained wood. The same filleting and banding 
occurs on the canted front stiles and on the back stiles 
which arc marquetried with green-stained bell-Rowers on 
satin-wood. The six side shelves arc marquetried with 
vertical bands of satin-wood and green-stained wood, the 
marquetry panels filleted with satin-wood and black-stained 
wood behind gilt bronze ribbed mouldings and open fret 
galleries. The apron is veneered with green-stained wood, 
and marquetried with four recessed panels framed by gilt 
bronze twisted rope and bead mouldings. The marquetry 
of these panels consists of sprigs of green-stained corn
Rowers on a satin-wood ground, within a latticework of 
the same woods punctuated at the intersections by checker
board motives of satin-wood and black-stained wood, 
banded with fillets and alternating squares of these woods. 
A mat and burnished gilt bronze leaf and berry rosette is 
fitted to the center of the single drawer within concentric 
fillets of satin-wood and black-stained wood; two gilt 
bronze base and pedestal motives ornament the front stiles, 
two oblong rosettes the back stiles, and the lower edge of 
the apron is finished with a mat and burnished gilt bronze 
leaf and berry moulding. The top front edge of the oak 
drawer is veneered in tulip-wood. The square tapering legs 

arc marquetried with green-stained bell-Rowers on sat;n
wood filleted w:th black-stained wood and satin-wood, 
banded with green-stained wood. The feet ate shod with 
gilt bronze leaf motive sabots. The writing surface of the 
fall front is veneered with tulip-wood and covered in 
modern crimson velvet trimmed with antique gold braid. 
The fitted interior consists of two shelves above a pigeon
hole enclosed by six drawers. The back of the interior is of 
varnished o:lk, the shelves and pigeon-hole arc veneered 
with tulip-wood, while the vertical banded marquetry of 
the drawer fronts resembles the marquetry of the exterior 
shelves, executed in the same woods similarly filleted and 
banded. The interior drawers open by means of gilt bronze 
wreath pulls attached to paterae, and the lower right drawer 
bears the marks of missing compartments for writing 
materials. 

Porcelain Plaque. The single porcelain ornamenting this 
secretary is a great roundel 14-} inches in diameter, painted 
in a highly individualized design. At the center is a medallion 
displaying a motive in the form of a Maltese cross in deep 
blue and white, finely trellised with gilding. The arms of 
the cross alternate with panels of rose and blue partridge
eye motives. An aubergine rosette occupies the center of 
the cross alternate with panels of rose and blue partridge
rose and aubergine ribbons, paling to white where they 
intersect. Springing from the perimeter arc tangential 
sprays of small blossoms, creating the illusion of counter
clockwise rotation. 
The broad outer border is dominated by alternating cocoanut 
fans and diamond-shaped panels of delicate blue trellis
work. These arc framed by crossed palm leaves and bow
knotted rose-pink ribbons, the latter forming loops for the 
suspension of colorful Roral festoons. At the rim is a narrow 
band oflapis blue and gold trellis patterns. 
There is no mark to document either the decorator or the 
date of this unusual plaque. Stylistically, it is related to a 
sparse scattering of dishes, cups and saucers which by their 
shape imply a date close to 1765. Almost invariably these 
examples arc also unsigned. Three noteworthy exceptions 
may be cited for their importance in pointing to a date for 
the plaque. They are: a cup and saucer with the mark of 
Noel (1755-1804), the property of Mrs. Herbert A. May 
of Washington, D.C.; a covered cup and its tray, with the 
comma-like mark of an unidentified decorator, owned by 
Mr. and Mrs. Jack Linsky of New York; and a square 
tray in the Frick Collection, with the initial S for an un
determined painter. All these arc datemarked M, for 1765. 
From the foregoing it may be gathered that this impressive 
plaque is not completely in step with the style or dating 
of the secretary upon which it is installed. It seems reasonable 
to suggest that the panel may have been designed originally 
as the top for a gtleridoll table, about 1765, and that when, 
after a few years of service the table became outmoded, the 
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110, Engra\·ing rrom '1111' CIlMlirl fld(d.'I'( (lnd UI' /U'/SIUf"S J)"'Hlill.~ B.M/.! by nlOm~~ Shcr:llt>n. third cd., 180; 

porcelain was transferred to a more f.'lshionable piece of 
furnitu re. Al ternatively, it ma y be conjecHlred that the 
table did not materialize, with the resul r that rhe plaque 
lingered in a mcrchant's han ds for so me fifteen ycars. wllcn 
tile rising po pulariry of the f.'lll-fro ll t sccretary offered a 
new possibility for its lISC. The repetitive quality and the 
balance of its (iL'Sign made it exceptionall y well sui ted to the 
disciplined lincs and decoration that pre\'ailed du ring the 
last quarler of the eigluccnth celltu f)', 

Signat ure, None. 

Artists. Attributed to Roger Van der Cruse, called Lacroi:.:. 
Thc 5011 of a Flemish cabinetmak er, Prall(,'ois Van derCruse, 
who adopted as a French cqu iva letH the surname Lacroi:.:, 
Roger Van <lcr Cruse Lacroi:.: was born in Paris November 
19. 1727. married Jeannc Bourgeois April 9. 1750, alld 
beca mc a mastcr cabinctmakcr February 6. 1775 . He lived 
at number 9 and then at number 52 rue <lu Faubourg Sail1t
Amoine, and died on May 19, 1799. He is thought (Q have 
worked for the crown. the Duc d'OrlCaIlS and the Comte 
<I·Artois. through the intcrmediary of dcalers, and his large 

rccorded outpm of small pieC{'s of furniturc bea rs [ WO 

varieties of signaturcs : II. V. I .. C. :'II1d II. LAC RO IX. H is 

sister Pram,"oise-Margueritc II1:Lrr1t·d twO \\TH-k IlOWIl 

cabinctmak ers of that lillle. Jl'a n- Fr:L m;ois Ol·bell :Lilli 
Jean- Hcnri Ricsener. and was thc grandl11otl1l'f of the 
painter Eugenc Delacroix. 

Co m ments. Plate 16 of Tltc' CI,ilill/·t j\ '11~'I'f 111/11 UII/III/sfI' rr r 's 
Dr(/flJil~I.!-Jjo(lJ... by Thomas Sheraton. third edi tion. London. 
J S02. is an engraving of an upright $Ccretary of the type. 
rcpreselltcd by the Muscum's d{'sk (fig. 120). Sheraton must 
have observed a simibr Frellch d{·sk. po~ibl )' a piece 
which had been expon ed from Prance durillg the Itt'vol u
tion. for the engravi ng shows bllic{'work and vcrtical 
banded marquclry. and a charact{'l'istic French fill cd 
interior. The author captioncd till: {·ngravi ng A Llllly'j 
Cabilll,t, and noted that 't he marble shelvcs. with frcts at 
each cnd, arc fo r a tca equipage.' 

Comparable Examples. There arc duec upright secre
taries similar to thc Museum's exa mple. O nc is in a French 
privatc collcction (LI' M C'JlMI' L~I.!I ·r /." Fra/l((' by GuillaulIlc 
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Janneau, Paris, 1952, p. 353, figs. 194, 195). A marquetry 
roundel takes the place of a porcelain plaque on the fall 
front of this piece. Another desk provided with a porcelain 
roundel belongs to Mrs. Herbert A. May of Washington, 
D.C. A third is at Waddesdon Manor, Buckinghamshire, 
and is signed by Lacroix. Still another is shown in a photo
graph of the Tapestry Room at Osterley Park, then a seat 
of the Earl of Jersey, published in Co 1/11 try Life, December 4, 
1926, page 859. This piece of furniture may have been 
destroyed in a warehouse fire during the last war. 
In addition, many pieces exist with the checker-board 
latticework and green cornflower marquetry which is a 
distinguishing mark of the Metropolitan's secretary. Those 
signed by Lacroix are an oval table in the collection of Mme. 
Andre Hammel, Paris, another at Wad des don Manor, 
Buckinghamshire, and still another in the collection of 
Robert Lehman, New York, and a small round table sold 
from the collection of George Blumenthal at the Galerie 
Georges Petit, December 1-2, 1932, no. 163, and again at 
the Hotel Drouot, May 9, 1945, no. 50. Alfred de Cham
peaux writes of other pieces offurniture with this marquetry 
decoration in Le Mel/b/e, volume II, Paris, 1885, page 165: 
'On connait un certain nombre de meubles revctus de 
marqueterie a losanges, avec des fleurs de bleuet se detachant 
sur un fond blanc ... Ce sont des petits bureaux, des gucri
dons et des meubles d'un usage intime, qui portent ... les 
lettres R.V.L.C: The pieces noticed by Champeaux were 
all in French private collections, and are listed in a manu
script of his published by Comte Franc;:ois de Salverte in 
Les Ebellistes dl/ XVllle Sire/e, Paris, 1953, page 178. 
A small oblong table at Waddesdon Manor marquetried 
with the same latticework and cornflower pattern is signed 
by Nicolas Petit, a cabinetmaker who was also a furniture 
dealer and whose mark on a piece of furniture does not 
exclude the possibility that it was made by another cabinet
maker. A gueridon-table signed by Martin Carlin with 
similar marquetry on the lower shelf was sold at the Galerie 
Charpentier, April 2, 1957, no. III. 

Other unsigned pieces with comparable marquetry decora
tion include a small upright secretary from the collections 
of the Earl of Rosebery and Sir James Caird, now loaned 
to the Victoria and Albert Museum by Mrs. Scudamore, a 
small oval table sold from the collection of Mrs. Henry 
Walters at the Parke-Bernet Galleries, April 23-26, 1941, 
no. 700, another table in the George Blumenthal sale at the 
Galerie Georges Petit, December 1-2,1932, no. 165, a work 
table in a French private collection, and a bonheur-du-jour 
from the collection of Viscountess Harcourt in the Jules S. 
Bache collection at this Museum, accession no. 49.7.115. 
Similar latticework marquetry with quatrefoil motives 
replacing cornflowers appears on two small oval tables 
signed by Roger Van der qruse Lacroix sold from the 
collection of the Comte de G ... , Galerie Jean Charpentier, 

Paris, November 27-28, 1934, and in the sale of Mme. de 
Poles at the Galerie Charpentier, November 17-18, 1936, 
no. 195, and the same marquetry appears on a similar signed 
table in the collection of Viscountess Harcourt, sold at 
Christie's, July 6,1961, no. 35, and on a fourth table in the 
Schoppenweiher collection, Alsace. An unsigned bonheur
du-jour from the collection of the Earl ofRosebery, now in 
the collection of Mr. and Mrs. Charles B. Wrightsman, 
Palm Beach, shows the same marquetry, supplemented by 
vertical banding. There is, moreover, a small oval table 
signed by Lacroix in the Musce Cognacq-Jay, Paris, marque
tried with bands of satin-wood and green-stained wood 
framed by alternating squares, resembling parts of the 
marquetry decoration on the Museum's secretary. 

Ex ColI. Sir Charles Mills, Bart.; the Lords Hillingdon. 

28: Figs. 121-127 

UPRIGHT SECRET AR Y with fall front. French, 
about 1790. 58.75.57 

Type. Secreta ire a abattallt. 

Measurements. Height: 51 inches. Width: 27 inches. 
Depth: 16 inches. 

Description. The secretary is of oak veneered with thuya, 
purple-wood, mahogany, ebony and satin-wood. The top 
is of white marble to which a three-sided gilt bronze balus
traded gallery is attached. Under the top, which is remov
able, the mat and burnished gilt bronze cornice of the desk 
consists of receding egg and dart, bead and reel, leaf motive 
and twisted rope motive mouldings. The front corners of 
the desk under the cornice are indented to receive mat and 
burnished gilt bronze draped female term figures bearing 
tasseled cushions on their heads surmounted by wickerwork 
baskets of fruit and flowers, their busts fringed with leaves 
above tapering striated terms; the feet of the figures emerge 
below the terms and rest on columns of floral motives with 
twisted bead and rope motive shafts. The vertical edges of 
the corner recesses flanking the term figures are finished with 
gilt bronze beaded and reticulated mouldings, and the back 
stiles of the desk are veneered with thuya inset with triple 
brass flutings. The fall front is veneered with thuya and is 
set in the center with a large oblong Sevres porcelain plaque 
framed by gilt bronze striated and beaded mouldings. The 
plaque is flanked by vertical rows of five oval Wedgwood 
plaques framed by joined gilt bronze garlands of primroses, 
daisies, grapes, carnations, roses, and leaves and berries tied 
at the top with ribbon bowknots; two swags of this garland 
and a leaf and berry wreath fringe the top of the Sevres 
plaque tied with a bowknot above the keyhole of the fall 
front. The margin of the fall front is set with a gilt bronze 
wavy ribbon and leaf motive moulding. Each side of the 



tZI. Upright secrnary with fJIl from (Cat. 110. z8) 



12~. Upright , •. :crctary widl f~ll from (C~I. 110. ~8) 



I::). F~l1 fr011l ofsccn:lary SCI willI Sevrcs porcelain plaque framed by gilt brOlllC mouldings (C:n. no. ::8) 
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desk IS vcneered with thuya, similarly framed, set in the 
center with an oval Wcdgwood plaque in a gi lt bronze 
striated and beaded 1ll0l1lding. A convex mat and burnished 
gi lt bronze slTap-work and fl oralmolivc moulding ex tends 
along thc front and is repeated all the sides of thc desk under 
the f.111 front, above a proj ecting leaf and tongue and dart 
moulding. Gilt bronze rericulalCd and beaded oblongs arc 
fitted to th e aproll above the legs. The apron is veneered 
with t1H1 ya Oil the front and sides. and fitt ed with oblong 
~rayish-bl ue enameled metal pancls framed by gilt bronze 
ribbed and striated mouldings. The front o f the apron o pens 
a~ a single drawer, and a circular Wedgwood plaquc is fitted 
10 thc cellter of its shapcd enameled pall el. framed by a gilt 
bronze cgg and dan and twisted rope Illotive moulding. 
flank t·d by cornucopias wi th ends wrapped in I('aves and 
lied by ribboll under the plaqUl" the cornucopias fdled with 
flowers and ffllit from which spring g:ulands, rin{eallx end
ing in eagles' heads. and laurel leaf and berry branches upon 
which four birds pl'rch. The ke yhole of the drawl'r front is 
H~ t horizontally above the circular plaqlle. and the lower 
edge of the :l pron front is rounded. The cCllters of the rect
angular en:lllleled llIl'tal pbqucs on the sides :lrc set with 
<Iouble convex Wedgwood pbqlll.'s in pl:lin gilt metal 
fillets fr:lIlled by gi lt bronze moullts of vine trails wilh 
alithellli:l, rosettes and grape clustl'rs. The lower edge of Ihe 
:lpTOn is fillished with a convex g ilt brollze strap-work and 
rosette mou ldin g. The legs arc of inverted bu lbous shape 
and consist of alternate strips of mahogan y alHl gilt bronze. 
Each leg has an upper and lower gi lt bro llze collar of striated, 
relicu l:lt('d alld IwislCd rope Ill o tives, the upper colb rs wi th 
pbin gi ll bronze plimhs. The leg shafts rest on four block s 
V{' II l'(' red with purple-wood fined with gilt bronze oblong 
p:lllds with triple rows of beading. The ilHerlaced stretcher 
jo ins the blocks and is velleered wi th thu Y:l bordered widl 
g ill bronze beaded Illouldillg; a filmed mahogany veneered 
pendan l fro ll1 the celltral disk of the stretcher has twO gilt 
bronze striated reticulated and twisted rope Illotive collars. 
The top-shaped feet arc veneercd with purple-wood, fluted 
with brass IIl sets, alld have simibr gilt bronze collars and 
reticllbted and beaded slbots with bulbol1s tips. Two brass 
struts, whidl arc tied to steel flanges on the back of the desk, 
eoullter-weight and ho ld the f.111 front, the edges of which 
arc veneered with mahogany. The w riting slIrf.1ce is covered 
with modern brown gold-tooled leather bordercd with 
purple-wood banded with satin-wood. The flUed in terior 
consists o f a shelf :lbove four half-shdves and two nests of 
t \Va dr:lwers. The divisions of rhe fined interior :lre trimmed 
with mat and burnished gilt b ronze ribbed mould ings, the 
sides and back of the intcrior veneered with satin-wood, and 
rhe shelf surf.1ces with satin-wood fi lleted with purple
wood. The fronls of thc interior drawers arc veneered with 
s,1 tin-wood filleted with holly and black-stained wood and 
banded with pu rple-wood. They opel1 by 111{'ans o f gilt 

bronze ring pulls, and the lowcr right hand drawer is fitted 
with an o:lk box veneered on the sides with satin-wood :l.I1d 
on top wi th ebony, d ivided into four com partments ho lding 
three silvered metal containers for sponge, sand, and ink 
bottle. 

Ceramic Plaques. Thesc arc of tWO kinds: a p:lncl of 
Scvres soft-paste porccl:lin, !,:limcd wi th :l bowknottcd 
bOl1quet; and fifteen medallions of Wedgwood bluc and 
white j asperwarc, with figural subjects in relief. A r('mark
abl y harnloniouseffcct has been :lchievcd in ch is combination 
of diversl' ceranlic inlays framed in gilt bronze :l~;ains t :l foil 
of richl y figured woods. The Sl'vres plaque is of rather un
usual size: :lbout 16 inches high by t 3~' inches wide, an d is 
further distinguished by ils pale wrquoise ,l!il-i/"-IJmlix 
bordcr. Here the palc turquoisc glazc is applicd over :l 
subtly molded surf.,cc of honcycomb cells, c:lch cel l being 
reserved in whitc :lnc! framing a lIlinmc gold dot within a 
bo rder of deep blue do ts. 
III a trul y l'xuberant Ill:lnller, the anist presen ts a bouquet 
topped by yellow jonquils and the br:lnchin g forms of 
rose-pillk paint-brushes, thrusting above :l d ose lIl:lSS of 
orange poppies. blue harebells and cornflowers. pink lilies, 
white hellebores, sllaggy purplc poppies and delica te mauve 
morning glories, all tied at thc b:lse with a blue ri bbon 
bowknot. 
When rellloved, Ihe p:lt\CI W:lS found to be marked in blue 
wi th the crossed L's of the f.1Cto ry, a 'y ' , :lnd a '11'. Thc 'Y', 
aflcr :In investigation of the fdes at Sevrcs, :lppears 10 bc 
traceable 10 the Aower !>:linter .Dou iHat J1,~r," Published 
check lists assign this lIlark to llis son (working 178.5 - t81 I). 
The work reco rds however, lis t no furnitllre plaq ues :lmong 
the assignments g iven to the son, while the f.1ther, beginning 
in t 784, is credi ted* with thc painting of large oblong 

"Archives Naliona1cs. Mmluf.1ctllfe Nalional de Scvrcs, Rl'gimes 
d" />dlllrcs, vol. 3, 1784. 

, y 
IS' , • 

• 

.. 
114. Marks Oll the porcelain plaque of rhe secretary (Cal. 110. 28) 
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1':5- 1.:6. Two \Vcdgwood pbqu<.-s trom Ihc K"<"r"'ur}, (Qu . no . .:11) 

plaques. This is one of several instances alllon g the material 
in the Kress Collecrion in which a decorator's mark is 
sharn l by twO artists having the same surname. 
As for the accompanying ' 11' , it seems to designate a colla
borating painter or gilder who cannot be identi fied with 
certa inty. (There arc 1l111llerol1S artisrs with names beginn ing 
with 'D', for whom no marks at all can be traced) . Adjacent 
to these marks there is an original price stich'r, printed with 
thc roya l ci pher and inscribed '336L' in brown ink. This 
rare pa pcr sticker showing the cost in liJl f" S is the only one 
of its kind occurring among the Kress porcelains. 
Of the Wedgwood plaques, it was possible to relllove onl y 
five with safety. The large ovals at the ends were alllong 
these. They bear the malll1f.,crurer's mark, :md arc from 
the Childhood and Maternity series fim advertised in the 
Wedgwood cata logue of 1787. Thcy thus seem to set :1 

' l'rm ;IIIls pew qUl'm for dle sccret:ary. The relll:aining ten 
medallions represent documen ted su bjects after Flaxman, 
Vigcc-Lebrun, L:ady Templetowll, and antique sources. 
llordcring the SCvrcs panel on the hinged writing panel 
appear the following subjects. from top to bonolll , in ov:ai 
med:allions: 

Left Colullln Right Column 

S:acrifice to Hymen Marriage of Cupid and Psyche 

Childhood and M:atcrnit y Figures from DOInL~t ic 
Employlllelit 

Cupids:a t Play 

Sacrifice to Bacchus 

Night Shedding Poppies 
(somctimcs ca lled Ven us 

:and Cupid) 

Children at Play 

Sacrifice to Bacchus 

Tapsichort' 

On the friezc drawer is a circular pbCIU(' of a Win ged 
Cupid upon a Swan, and al the cnds art' almond-shaped 
rdiefs of a scene from the Domestic Emplo)' lIIelH scries. 
and The Triumph of ClI pici. 
Si nce all o f these subjects were first issued between 1787 
and 1790, it is not improbable that Ihey may indicate:1I 
fi rst-hand the approx i m~t{' dau' of the secretary. 

Conditio n. The gi lt bronze lea f morive and anthemia 
frallles for the W edgwood plaques on the si{k-s of the :apron 
differ in chasing :l1ld color from the othcr mounts, :and arc 
bter :additions. A marquetry work table in the Wallace 
Collection. signed by Wciswci ler, and forme rl y in the 
collcction of the Empress Josephine :at the I'alais dcs T uileries. 
is set wi th Wedgwood plaques fill eted with copper. several 
of which :'Ire framed by si milar mountS, possibly substinm'd 
for ci phers or an us df.,ced at the timc of the Hcvolutioll 

(W"II(/((' Cel//!'(I;"" Cll'lIle~~/U's, FrrmifUfI'. by F. J. B. Watson, 
London, t956, PI'. 178- 180, fig. 77). 
W hcn thc brgc oblong Scvres plaque on the f.,11 front was 
removed for examination al the Museum in Febru:ary 1960, 
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several sheets of paper were discovered behind the plaque 
which proved to be an excerpt from Chambers's Edillbl/rgh 
jOl/mal with a review of a book published in 1844. These 
sheets may have been inserted behind the plaque at a time 
when the mounts were stripped from the desk for cleaning. 

Signature. None. 

Artists. The assembling of the various parts which com
pose this unsigned desk may have been the work of the 
cabinetmaker Adam Weisweiler, though his part in its 
creation was probably subordinate to the dealer, Dominique 
Daguerre (see pp. II3-5), who continued the practice of 
ordering Sevres plaques for furniture initiated by his pre
decessor, Simon-Philippe Poirier, at the shop a la COl/rOil/Ie 
d' or on the rue Saint-Honon!. Daguerre may have bought 
or commissioned the Wedgwood plaques, the painted 
enamel panels and gilt bronze mounts, as well as the oblong 
Sevres plaque for this desk, which were merely attached to 
the carcass by cabinetmakers in Weisweiler's shop. 
Weisweiler is known to have worked for Daguerre, and 
those parts of the desk which are typical of his signed work 
are the gilt bronze wavy ribbon and leaf motive moulding 
of the fall front and sides, the cornucopia and rinc;:eaux 
decoration of the apron, the female term corner mounts 
and the interlaced stretcher (see COMPARABLE EXAMPLES). 

Born at Neuwied on the Rhine, Weisweiler was a pupil of 
David Roentgen (see no. 13), came to Paris at the outset 
of Louis XVI's reign, where he married Barbe Conter on 
April 3, 1777, and became a master cabinetmaker March 
26, 1778. His workshop was in the Faubourg Saint-Antoine, 
and he also owned a house at 13 rue des Tournelles. Through 
the intermediary of Daguerre he provided much furniture 
for Marie-Antoinette at the Chateau de Saint-Cloud which 
she had bought in 1784. Emerging from the Revolution 
with his capital and stock intact, Weisweiler worked on 
into the Empire, and provided a pair of mahogany jewel 
cabinets for Hortense de Beauharnais in 1806. At the end 
of his life he is reputed to have turned from the workshop 
to become a dealer in furniture, and was still in business in 
1810. 
The gilt bronze mounts of the Museum's desk may have 
been executed by Pierre-Philippe Thomire (1751-1843), 
who is known to have provided mounts for Adam Weis
weiler, as well as for the cabinetmakers Guillaume 
Benneman and Jean-Ferdinand-:Joseph Schwerdfeger. To 
commemorate the successful conclusion of the American 
War ofIndependence, Thomire was commissioned in 1785 
by the City of Paris to execute a gilt bronze candelabrum, 
the calldelabre de [' Illdepelldellce which he repeated several 
times, and in 1786 and 1787 he collaborated with other 
sculptors and bronze casters on gilt bronze andirons for the 
Chateau de Versailles and on wall lights for the Palais de 
Compiegne. Thomire also cast gilt bronze for the Sevres 
manufactory, and may have had associations in the 1780'S 

and 1790'S with Dominique Daguerre and Martin-Eloy 
Lignereux, the partners of the shop a la COl/rOlllle d' or, for 
in 1804 he bought the remaining stock of Lignereux, the 
last proprietor. Thomire was a pupil of the gilt bronze 
caster, Pierre Gouthiere, and of the sculptors Augustin 
Pajou and Jean-Antoine Houdon, and worked in marble 
and bronze as well as gilt bronze. Under Napoleon, Thomire 
managed a factory employing hundreds of workmen in 
different categories, and is best known for his gilt bronze 
sculpture of this period, often signed with his name. 

Comments. The gilt bronze mounts are attached to the 
fall front of this desk by a system of invisible bolting in the 
thickness of the front, which disguises the means of attach
ment and eliminates the rows of screws by which the 
mounts on the sides are fixed. Disguising the attachments 
of gilt bronze mounts was a prized skill of French bronze 
casters and cabinetmakers. The caster Pierre Gouthiere 
makes a point of the finesse with which his mouldings were 
attached in a bill of 1781: ' ... toutes les moulures faites avec 
sujettion sans aucun vis apparente.' 

This piece of furniture or a similar piece may be that 
described in a short entry of the catalogue of French furni
ture and other objects of art exported from France by 
Dominique Daguerre and sold at Christie's on March 25-
26, 1791 (pp. II4-5). This entry, no. 20 of the second day's 
sale, read: 'AN ELEGANT LADY'S WRITING TABLE with 
fall down front, omamellted with porce/aille alld Wedglvood 
medalliolls, alld marble top.' 
Comparable Examples. A closely corresponding secre
tary, lacking Wedgwood plaques on the fall front and 
sides, is illustrated in Le Style LOl/is XVI, by Seymour de 
Ricci, Stuttgart, n.d., p. 133. According to its caption, the 
photograph of this piece was supplied by the dealer Eugene 
Kraemer, who at some time may have owned the piece 
itsel£ 
The gilt bronze wavy ribbon moulding, cornucopia and 
rinc;:eaux motives, comparable but not identical female term 
figures, and interlaced veneered stretcher occur again on a 
pair of black lacquer upright secretaries, one of them signed 
by Adam Weisweiler, part of a set of furniture in the collec
tion Mr. and Mrs. Charles B. Wrightsman, New York 
(Alltiql/es, vol. LXXI, no. 3, March, 1957, pp. 236, 264). 
The cornucopia and rinc;:eaux motive appear again in the 
frieze of two cabinets set with porcelain plaques at Windsor 
Castle, one signed by Weisweiler, one unsigned, on an 
unsigned mahogany commode supplied by the dealer 
Daguerre for Louis XVI at Saint-Cloud in 1788 and now 
at the Palais de Compiegne, on a similar commode in the 
collection of the Duke of Alba in the Liria Palace, Madrid, 
and on other unsigned pieces. The cornucopias and rinc;:eaux 
may derive from plates representing such subjects in a port
folio of decorative engravings, Reel/eil d'Omemells a ['Usage 
des jel/lles Artistes ql/i se Destille a la Decoratioll des Batimells, 
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by Gille-Paul Callvet, Paris, 1777. (Cauvet was a sculptor 
and bronze caster who might have worked from his own 
designs.) 
The interlaced stretcher occurs again 011 a signed lacquer and 
polished steel wri ting and reading table wi th gilt bronze 
female terms supplied by Daguerre to Marie-Antoinette ill 
1784, now in the Louvre, on an upright secretary set with 
porcela in plaques wi th similar terms, signed byWeiswei ler, 
in the Wallace Co\1ectioll, on a si milar ta ble :md secretary 
in the collccrion of Baroll Edmond de Rothschild, Paris, 
0 11 a pair of sigllcd ebony cabinets in thc collection of M. A. 
Veil-Picard, Paris, 011 a side table with pi.·tr(l dum decoration, 
signed by Weisweiler, at Buckingham Palace, and 0 11 a 
signed black lacquer writing table in the Niarchos collection, 
as well as on other fu rn imre. A pen and wash drawing from 
the illustrated in ventory of Duke Albert ofSaehsen Teschen 
(see under 110 . 20). given to the Museum by Raphael 
ESlllerian (accession number 59.G[ 1.4). shows an upright 
secretary with oval porcelain plaques and a similar inter
laced streIcher (fig. 127). 
Compa rable but not identica l female term figures appear 
on a mahogany upright secretary signcd by Etienne 
l evassellf. probably deli vered in 1789 by the dealers Darn
ault for Madame Adelaide at the Cha teau de llellevuc. 
now in the Louvre. The gilt bronze mounts of this desk arc 
attributed to Pierre Gouth iCre CLes Nouvelles Acquisitions 
cln Department des Objets d'An', by Pierre Verlct, in L(I 
R CII/,I' dcs A rts, no. 4, Decem ber, 1953, p. 242). Thea n ribu
(ion to Gourhil-rc derives from the catalogue of the Due 
d'Aumont's sale in Paris on December [2, [782. A sketch 
attributed to Gabriel de Sain t-Aubin of entry no. 319 of 
this catalogue shows a table supported by a gilt bronze 
terr il fi gure in an Egyptian head-dress sl1rl11 ounted by a 
Doric wickerwork capita l, supports which arc designated 
in the catalogue as the work of Pierre Gourhicre (Lc CaliiUl'1 
d" D"e t!'Armumt ('f Il"s A ma/curs dl' sou Temps, by Baron 
Charles Da vilicr, Paris, [870, pp. 142- 143). 

Ex Coil. Sir Charles Mills, .Bart.; the Lords Hillin gdon. 

Exhibited. Exhibition Building. Manchester, En gland, 
May s- October [7. 1857 (lirl Trl'Mu n's 41111' U"ilcd Kiu.\!
dm" jrm" I/u: A rl T(I'(lsu ,,'S Exl,ibilillll, Nlrw(/'I'stc f, by J. B. 
Waring, London, [S58. Decora tive Art secrion, p. 26, 
fig. ! 5); 25 Park Lane, London, Three Frcneh Rcigns Loan 

l 

l~7. Pen :tnd "'3.dl dnwing made lor Duke Alb<'r! of 
S:..chS<:l1-Tl'5("hm 

Exhibition, Fcbruary 2[ - April 5. [933 (110. ~So of [he 
cataloguc); Cldteau de Versailles, Versailles. Marie
Al1toinctte, Archidl1ches~e. Dauphinc et Hei ll e E:-:hibi rion. 
May [6-Novelllb{~ r 2. [955 (no. [020. fIg. 32 of the 
catalogue). 

Published. Carl C. Dautt'flllan and Jam{'s Parker. M.M.A. 
}3"l/l"till, Ma y. 1960, PI" 2Ro, 2S3 -28~. 



162 FU ltNI T U ltE WIT H l 'ORCE t AIN I'LAQUES fR OM THE H I L L I NC D ON COLLECTION 

12~. Small obion!; eating and work tablc (Cal. no. ll)) 

29: Figs. 128-J 30 

SMALL O IlLONG EA T I NG AND WORK 
TAB L E. I=n:nch, about 1763. 

Type. Tllb/,' m rlliJ!;J/Il1i,~ rt' or (lIbl!' serr' IIIII,'. A S,' rl'lIlIle waS 
:I sl11 :dl tablc uscd for rcfrcshlllclHS or coffee. The fIIb/£' I'll 

d'iJ!i.llui;'" , was so n:tllled for the c/'!ffillls or stitching upon 
which French bdies of the eiglnel'lIIh century worked, :tne! 
which tlll'Y pur :I.\\":l)' in till" dr:twers of such t:tblcs :· . . . un e 
pt: tite t:tbll' :tppdlee chifonierl', dom se scrvcnt ordillairc
lllt:1H 1cs felllllles pour Ie depot de leurs o Ll vr:tges ou 
chiffons , , .' (Ellcycl"pMi .. t>J1 D irtilllulllif(' 1~lIis(JIIII'; iiI'S 
Sci.'II(,'S, nt'S Arts ,'/ n., .. ANtias, Neuch:itel. vol. x, 176" 
p. 139b). 
Measurements. I-!eight: 2.6~ inches. Width: [d inches , 
Depth: [2. inches, 

Description. The table is of oak, painted with green I'cmis 
Martill. The top consists of a shaped oblong Scvres po rcelain 
tray set in :t gilt bronze ribbed border fringed on £11(' 

outside b~t :t sca lloped openwork dot moulding, Th is 
bordcr is enclosed by a scrolling gilt bronze frame which 
laps o ver the border at the corners :tnd in rhe center of each 
side, projections which are shaped into cartouches in the 
cellter of the front and back o f the rabIe, and into leafmotives 
in the center of the sides. The gilt bronze corner mounts 
which arc fitted to the cu rve o f the legs and touch the gi lt 
bronze frame of the tOp consist of scrolls with overlapping 
la urel leaves, flower sprigs and acan thus Rower sprays. A 
single drawer opens on the front of the table by means of a 
bu Hon catch set ill a gilt bronze escutcheon plate of rococo 
scrolls wi dl sprays :tnd trails orleaves, repea ted as a mOunt 
on the back of the table. The centers of the side aprons arc 
set with gi lt bronze openwork leaf sprays be[\veen scrolled 
berry and leaf Illati ve handles. The Aat curving lower edges 
of the apron arc cllsped at the sides and arc trimmed with 
gi lt bronze ribbed mouldings exten ding down the sides of 
the curvin g legs, The inner sides of the legs arc chamfered, 
~nd their curving froms arc trim1lled with Aat gilt bronze 
mou ldin gs. The tray of the table consists of a shaped oblong 
MimOll porcelain plaque set in a gilt bronze border with 
rounded rim and hollowed sides attached to the tabl e legs 
by gi lt bronze scrolled leaf motives. The feet have gilt 
bronze scrolled sabots with carrol/cites and leaf sprays. The 
top o f the drawer front is painted with green l'I'Tllis A'f llfliu; 
the intl'rior of the drawer is lined with modern green silk. 

Porcelain Plaques. This table is fitted wi th twO po rcelai n 
trays shaped li ke those of No, 30, and painted with groups 
of exotic pheasants in landscapes wi th distant buildings of 
Italian character. T he uppcr tray has a rectangular reserve. 
the lower onc a quatrefoil painted in the sa me style. The 
green borders of both trays arc sligh tl y mo re yd low than 
those of the companion table. Therc is wide vari ance 
between th e gilded motives of both units, the lower tray 
corresponding in design b11l not in technique to No. 30. 
The physica l characteristics of the upper tra y include :l 

pronou nced pining of the painted areas. There is a rich 
impasto quality ill the gildi ng, which stands in noticeable 
rdid above ti l(' ~pple green border, The center of rhe tray 
is scratched and abraded fro m usc, unlike the relatively 
ullscr:u cheo border and th c virtually pristin e appearance of 
the gilding . These ph ysical aspects conduce to t],e conclusion 
t],at rhe porcelain. though represcllting the genuine Scvres 
product, waS modified during the uineleellth century by 
till' ~dd ition of the green border. 
As rcgards marks, the upper tray bears the Aorid crossed L's 
of Sl:v res enclOSing the len cr K fo r [763, and at a little 
distance the undeciphered script initials' [3 ' s, incised. There 
is no decorator's mark. It 11Ia y be a perti nent coincidcnce 
that the Sl:v res records accoullt for the sale, in 1763, of three 
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129. $.CVH'S pnrccbill tray on fO p of the tablr (Cll. no. 29). tl\{' paiming 3ltributL'd 10 J. 1'. L~doux 

'plateaux de chiff'ol1 nier'. variollSly priced at J60 and -1. 32 
/i,,,,'s each. The lower tra}' has the grcen ermine mark of the 
Mimon porcelain f., ctory. uscd after [85[. and is a replace
me[H. 

A careful comparison of the bird paiming of the upper tray 
wi th that on a related tabl e (No. F. 326) in the Wallace 
Collection. argues strongly for the attribution of thc work 
to J. P. Ledoux, whose mark appears on the latter exa mple. 
The lower tray. while nOt completely harmonizing with its 
companion. exhibits a skilful borrowing of poscs and colors 
from the outstanding Sl'v res bi rd paimers Ledoux and 
Alonde. 

Co ndition. Traces of black paim arc visible 0 11 till' under 
side of the drawer of this table and 0 11 the surrounding areas 
of thc framcwork l10t ordinaril y seen. At sOllle time after 
the Museum 's tables were made. their surf.,ces were sub
j ected to a coat of varnish which yellowcd and obscured 

the origin:ll fi nish below. A slllall green l'!'f"is Martill work 
table belonging to the M:lrqul'ss of Chol lll ondde),. fo r
lllerl}' in the collection of Lo rd l-l illingdon. has reel'iwd I he 
sa lllc treatment. A ram"",i,.,. writing table and inkstand 
signed by the cabinetmaker H en~ Dubois ill the W:lllace 
Collection . London. :Ire examp les of furniture wit h its 
origillallight green ",'fllis A1aTfill surf.1Ce. 

Signature. Signed B. V JU3. fo r Bernard Vall Risetlburgh. 
the letters im pressed :md inked between twO simi la rl y 
impressed and in ked sets of thc joined initi:lls J M E for tht· 
ca binetmakers' jllT}'. on the under side or the dr:lwer. The 
initials B. V .R.B. ha ve been scratched and def.,ced (fig. I ::!9a). 

129J. Sigllarurt· Oil till' tablt· (C31. no. 29) 



164 l' u n N IT u nE WITH I' QnCE LAI N PL AQUES l' n OM TH E HILLI NG DON CO LLECTION 

Artists. The signature designates the cabinellnaker ilernard 
Van Risenburgh II , or his son Bernard III , who belonged to 
the second and third generations of a f.1mil y of cabinet
makers bearing the same name. Bernard Van Risenburgh I 
was born of Du tch parents in Groesen, Gelderland, emi
grated to Paris in the late 17th century, where he married 
a French woman , became a master cabinetmak er before 
1722, and died in 1738. His eldesr son Berna rd Van RisCIl
burgh II was registered as a master cabinetmaker bcfore his 
marriage to Genevieve Lavo}'e on Ocwber 22, 1730, and 
(lied before the Illolllh of February, 1767. He lived and 
worked all the rue du Faubourg Sain t-AllIoi ne, on the rue 
Sai nt-Nicolas, and on the rue de Charenton. I-lis eldest son, 
Bernard Van Riscnburgh Ill , lllarried Fr:lIll;oise j oitant on 
February 19. 1767. and was a practicing cabinctmaker, 
although he was never admitted to the cabinetmakers' 
guild . He li ved on the rue du Faubo urg Saim-Amoine, 
the rue de Montreuil. and the rue de C harenton, and died 
on Jan uary 16, 1800. It seems likel y that Bernard I II turned 
:1.1 some time from making fllrn itme to become a sculptor 
of gilt broll ze, for in 1786 he was described as a ,mw/cur CII 

plrlrrr ill the bankruptcy proceedings of a gilt bronze caster. 
T he grcau'st number a ffine pieces of furniture by the V:lIl 
Ri senburghs were created in rococo forms and produccd 
between 1735 and 1765. They were surf.1ced wi th IacqueT, 
"I'1I1;S At/art ill, pla in veneer. geometrical marquerry, or 
more typica ll y, with marquetry of Aoral spra ys. Through 
the imeTmediary of the dealers Lazare Duvau :.: , Thomas
Joachim I-Ubert . Simon- Phil ippe Poirier, and Charles 
Darnault , the Van Risenburghs provided fu rn iture for 
Louis XV and Madame de Po mpadour, for the Pri nce de 
Cond~, for the German courts, for thc Earl of Coventry, the 
Duke of Argyll, and o thcrs. 
The init ia ls B. V .R.n. of th e signalllrc may have been picked 
as an abbreviation fo r the incon venieml y long nam e : 
Bern ard Van Hiscnhurgh, In spite of the riddle of the 
ini tia ls, the identity of tllese ca binetmakers seems to ha ve 
been know n in the cighteelllh cemllry. for several sale 
catalogues of the period contain fumirure by a cahinet-
11 lakcr cal1ed ; Bernard' , who is to be i,k-ntified with Bernard 
Vall Risenburgh [l or III (in fo rm ation fi'o lll an unpu blished 
m:111 l1script by Jean-Pierre Baroli and from 'Le Mystcriel1x 
B. V. H.B. [l1 fll1 Ideilli fic' hy J.- P. Baroli i ll C(JJlIJa;ssmJ((' tll'S 

Am, no . 6 1, March. 1957, PI', 56- 63) . 

Comlllcn ts. VeTll is Aifa rr iu was a techn ique ofj apallllin g or 
pai nting in imitatiOll of orient:1 l lacqucrs, fi rst practiced ill 
Frn ll ce in the sevelHeclHh century and improved in the 
eighteenth century by a f.1 lui ly of brOlhers ca lled Marrin , 
who gave their names 10 the process. Unl ike oriental 
Iacqlll'r whidl was huilt in successive la yers of sap extracted 
from trces, Frmch eightecmh ccntllry ppannin g consisted 
of la yers of vam ish ovcr tcmpera p:1im npplied to :1 base 
of six or more la yers of gesso Oil the wood . The surf.1ce was 

130. Detail frOI11 a po rt ra it of M~dame dc' Po mpadollr 
by Fra l1~ois BOllcher, dall'd 17511 

polished after each coat. resulting ill a fin ish of great bril
liance. Cmdl'llr d '('IlIl , pClir l'at. jou'll/illl·, Iilas, .eri$ dI'IJ!'flt, 
and bim til' PmS$l' were colors f.worcd frolll the middle of 
the cellwry for furniwre, carringes, wood work panel ing, 
and sllllA'boxes, all of which were painted with j apannin g. 
The fOllf brot hers Martin , Guillaume, Etienne-Simon, 
j ulien, and Hobert, were patronized by Louis XV and by 
Madame de 1'0mpadollT, and managed three workshops in 
Paris which bore the title of JllIIIIl ~r(/(fllrl's rCl),lI/t,s. Although 
they had a monopol}' to produce 'ollvrages en rel ief et 
dans Ie gO llt duj apon et de la C hine', there were man y other 
craftsmen in Paris who specialized in japanning. 

Comparablc Exam ples. Madame de Pompadour owned 
a small marquetry ta ble of this type which appcars in a 
portrait of her, signed by Franl;ois BOl1cher an d dated 175 8, 
formerl y in the collcction of Baron Mamice de Rothschild. 
Paris (fig. 130) . 
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Another unsigned green I'cTll is J\1l1rt iIJ table attributed to 
Bernard Van Risenburgh is the subject o f the followin g 
entry. Of the mall Y existi ll g tables which resemble rhe 
Museum's twO tables, those with the closest similarities arc: 
a work table at the l ouvre, signed by B.V.R.B. and pa inted 
with a green and gold Ilm lis Mllrlill diaper pattern, the top 
set with a Scvres porcelain plaque dated 1766 (Lcs )\if/'IMes 
Frml(lIis flll XVIII" Sit·cl" Ebtlll istrrit" by Pierre Verier, Paris, 
1956, cover and p. 12 I) ; another unsigned t3.ble, attributed 
to B. V. H.. . 13 . in the Lo uvre, p3.inted with 3. yel lowish-orange 
" l'mis )\ifflftill diaper pattern, the top set with a marble tablet 
which is probabl y a replacement for a porcelain plaque; a 
signed table at the J. p3.ul Getty MuseuUl, M3.libu , painted 
with a green 3.nd gold diaper pattern , the top set with a 
porcelain plaque bearing the date letter for 176 1 (' French 
Furniture of the Eighteenth Century in the J. Paul Getty 
Museum ' by Pau l Wescher, in The Arl Qllrlfll'rly , vol. XV I] ], 
no. 2, Summer, 1955, p. 12 [ , fig, 13); a work table 
3.t the Musce N issim de Call1ondo, Paris, signed by Roger 
Van der Cruse l acroix, pain ted with green and yellow 
[lewis Mflftill latticework , the colors and design of the wood
work originally painted to match 3. bl ue and whi te Scv rcs 
plaque (Op (Verlet, op. cit., p. 123, fi g. 8); an unsigned 
marquetry work ta ble formerly in the Potocki co llection, 
now oWlled by Sydney J. Lamon , New York , the top set 
with a porcelain plaque bearing the date-letter for [760, 
and the outside back of the drawer painted with the in
scription ' Poirier Md. Rue St. honore a Paris ' (Parke
Dernet Galleries, New York, Art Tre3.su res Exhibition, 
June 16- 30, 1955, no. 280 0f the caulogue); a small veneered 
table at the Musee des ArtS Dccoratifs, Paris, signed by 
n .V.R.B., the tOp set with a porcelain plaque dated [768, 
the original while Ifl:fll is Mflrtill surf.,ce replaced with a 
tulip-wood veneer ; and allothcr marquetry work table, 
signed by the cabinetmak er Roger Van der Cruse Lacroix 
(see under no. 27), the top set with a porcelain plaque 
bearing the date letter for 1760, sold with the collection of 
Baron Albert von Goldschmidt-Rothschild, ]-lcrmallll Ball
Paul Graupe Gallery, 13erlin, March 14, [933, no. 27. There 
are, in addition, many other small marquetry tables with 
marquetry or vcneer replacing porcelain plaqlles, such as 
the one shown in the Marquise de Pompadour's portrait, 
which arc signed or attributed to the Van Risenburghs, 
and bear general similarities to the Museum 's tables. 
The gil t bronze corner and apron mounts of the tables 
appear on a number of other pieces of fu rniture, small and 
large tables, slam fro nt desks, j ewel coffers, and bed-side 
tables, sOllie of them signed by other cabinet1llakers. They 
probabl y became stock models which catlld be suppljed by 
a bronze caster to any craftsman who applied. 

Ex Co ll . Sir Charles Mills, .13m. ; the Lords Hillingdon. 

Exhibited . 25 Park b ne, London, Three French Reigns 

Loan Exhibition. February 21- April 5,1933 (no . .J.52 of lhe 
catalogue). 

Published. Ca r! C. Dautl'rman and James Parker, /llI.M .A . 
Hullclill, May, 1960, p. 277. 

30 : Figs. 13J-T 32 

SMALL O BL O NG EA TI NG AND W O RK 
TAB LE. French, 1758- 1765 . 58,75.45 

Measurements. Height: 27 inches. Width : 14 ~ inches. 
Depth: [2 inches. 

D escription. The cllsped arch of the apron of this table is 
less rounded than that of the table in the previous emf}', 
otherwise the descriptions of the tables arc identical except 
for the porcelain plaqucs. 

13 I. Small oblong eating and work tabk (Cat. IlO. 30) 
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IJ2. Si:·vrc~ porcelain lr~y 011 top Of lhc lable (Cal. no. 30) 

Porcclain Plaqucs. The Sl:vres tOP and undershclf arc 
tra ys of a wavy-t.'dgcd shape, as found occasionally in table 
services of the 1750'S and 1760's. Broad borders of apple 
green arc heightened with scrolling palms and wreaths in 
gildin g. They enclose four-lobed scenes of great inrricacy. 
The uppef tf:l Y, though exquisitel y painted, is puzzling in its 
composi tion. It pictufl'sa formal garden in which twO young 
girls, :l dog and a s:llon table arc grouped under :l tree. 
One fi gure wears a mft of bri lli:lIlt Aame-red feathers in 
her hair, and a white crinoline embroidered with entwined 
Aoral stalk s in Illu ted orange, blue and green. Her cOlllp:lnion 
is dressed in N:lttier blue, with white shoes. Both gi rls arc 
absorbed by the antics of a slIIa ll white dog that tugs at the 
draw-string of a purple bag, causing balls of colored y:lrn 
to spill out upon the lawn. A small center table, fitt ed with 
broll ze mounts and obviously intended for indoor usc, 
stands behind the figllfes. lendin g an incongruous note. 

Above it and to the right a gaud y coral-red and blue macbw 
perches among the branches. It has been suggcsTed that the 
scene may represent an incident in the lives of the two 
daughters of Madame de Pompadour. 
The somewhat simpler lower tray illustr:l tes trophies of 
the gellleel arts grouped upon a terrace : an embroidery 
frame, a pai r of bellows. a palette, a pair of celestial and 
terrestrial globes, sheet music, and a harp, to name on ly the 
most prominent. The tonality matches that of the: upper 
tray, with the pale stfaw yellow of the embroidery and 
bello ws at the left being reinforced by the golden yellow 
of the harp at the right. The scenes are of a type not observed 
by the writer in other collections, save for a vignette with 
trophies and a bird by Asselin (working 1765 to 1803/04) 
in the Frick Collection (sec Hovey, Frick, nos. p, 33, p. 40, 
pl. XLIX); and a plateau pain ted by Vieillard at the Wal lace 
Collection (XII, 177), mentioned below. 
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It is to be regretled that such unusual porcelai ns are UII 

marked and therefore do not comribute directly to the 
d:tting of the table in which they arc installed. Their age 
may, however, be approximated by their analogy to other 
dated examples. Q ne such is the tOp of a table (F 326) in 
the Wallace Collection, having comparable lines and pro
portions, and bearing the date letter for 1760. Another is a 
small plateau of matching shape. also in that collection, 
dated 1758. While these instances point to a potemiall y 
early date for our table, a slightly later date is suggested 
within the Kress Collection itself, in terms of the square 
plaques dated 1764 and 1765 on the Ilns d' l/rll/oir/', no. 19. 
Both the quality and character of the gilding on these 
compare very f.worably wi th the gilding of the porcelains 
nnder discllssion. Hence, from these observations. the 
Sevres top and uudershclfhere Illay reasoll:lbl y be taken to 
indicate a date between 1758 and 1765 for this table. 

Condition . Sec previous entry. 

Artists . Unsigned, but attributed to Bernard Vall \tisell
burgh II or IU (see previous entry) . 

Comparable Examples. See previolls entry. 

Ex Coll. Sir Charles Mills. Dart: the Lords Hillingdon. 

Exhibited. South Kensington Museum, London, Special 
Exhibition, Julle, 1862 (no. 837 of the catalogue); 25 Park 
Lane, London, Three French Reigns Loan Exh ibition, 
February 21- April 5, 1933 (no. 456 of the catalogue). 

Published. Carl C. Dautermall and Jallles Parker, M.A1.A. 
Bill/crill, May, 1960, pp. 274, 277· 

3I : Figs . I 33-I34 

SMALL O BLON G WR IT I NG 
I N G TAB L E. French, a bout 1780. 

AND EAT-
58.75.56 

Type. Pi'lire la/lIe a caire, or rab{.' S£'rIll/llre of the SOrt described 
as "tlllC espece de Servante, bquclJe sert pour prendre Ie 
cafe Oil des refraichisselllents' (L'Art d" l\11'lIuisicr /'11 !\1cul!lrs, 
by M. Roubo, Paris, 1772, p. 702). 

Measurements. I-leight: 29t inches. Width: 13! inches. 
Depth: lOt inches. 

Description. The table isof oak veneered with tulip .... wood, 
the top formed by an oblong Scvres porcelain plaque. The 
plaque is set in a gil t bronze egg and dart moulding wi th a 
th ree-sided openwork oval and dot gallery. The apron of 
the table is mOllnted 011 the four sides with oblong plaques 
of lllat and burnished gilt bronze chased with allthcmion 
motives, set within gilt bronze beaded mouldings. The oak 
drawer opens by means of a plain gilt bronze rillg pull and 
is eq uipped with a sliding writing tablet covered in modern 
green velvet with a border of fille ts of green-stained wood 
aud holly banded with tulip-wood . Two tuli p-wood 

IJJ. Small oblong writing and {"a I LI1~ table (Cal. 110. J I) 

rlillners arc on the ullder side of the writing tablet which 
slides back to revea l the drawer recess. Below the drawer a 
convex bronze rosette moulding extends along the four 
sides of the table. Thc inner sides of the legs arc chamfered 
and the leg openings arc fralll ed by gilt bronze lcaf and ball 
mouldings. The shelf of while lllarble is fra illcd by a g:l llery 
similar to the tOp. I3c1ow the shelf a gilt bronzc gui lloche 
moulding cxtends along the four sides o f thc table. The feet 
arc top-shaped with gilt bronze collars and taperi ng 
oeu gonal sabots. 

Porcelain Plaque. The table top iS:l singl e porcelain panel 
measuring 10 by 13 inches. It is the onl y piece in the collec
tion with a delicate apple green /lI'il-ti!'-pmlrix border. 
painted UPOll a ground subtly illlpressed wi th rows of small 
hexagons revealed only by a raking light. The white cells 
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1)4. Scvn:s porccbin pbquc on lOp of the t:lbk (Cal. IlO. 31), probably paimcd by Uouilbt IJCre 

of this bordcr :lrc cemered cach with a gold dot, :lIld rimmed 
with millme dots of dark blue. 
The decoration fl'atures :I wickcr b:lsket, hcaped with pink 
and yellow rOSl~S of v:lrying intcnsi ty, suspcndcd from a 
periwi nkle blue ribbon loopcd ovcr:l goldcn peg. Framing 
the baskct is :t sinuous ribboll of cornflower blue, develop
ing quadruple loops at thc corncrs. and arabesqucd with 
pansIes. 
Al though the panel, bcing unmarkcd, affords no immediatc 
clue to th e decorator or the datc, certain of its stylistic 
elcmenls ma r scrvc:ls aids in the sC:lrch. Most distinctive 
:lrc thc l'nlwin ed ribbons and pansies, and thc conccntration 
upon roses in thc baskct, rcsu lting in the cxclusion of grasses 
:lnel blossoms o f other spccies, so typical of Scvrcs Aoral 
compositions . Other charactcristics that may help to deter
mine the :l.llthorsllip arc: (a) the presence of a dewdrop on 
a rose :llld on a lcaf; (b) the cmployment of s:llmon coloring 
in the curling rose Icavcs, and :tsshading 011 the yellow roses; 

(c) the pink ing of the en ds of thc ribbon ; and (eI) the firm, 
sphcrical appearance of the unopened roses, together with 
the mllted toncs of their leaves, which arc sage green and 
pale bille-green. Tr:lits a, band c arc repeated ill thc com
manding rOllndel of the secretary, No. 28, assigned to 
Bouill:lt fils, who may be the amhor of this panel. 

Signatnrc. Signed by Martin Carlin th ree timcs, once 
under the lefr apron of the tOp of the table and again under 
the left and from r3ils of the lower section, with the joined 
initi:tls J M E of the cabi neu113kcrs' jury (fig. 134:1). 

134~ . Signmure all the t:lblc (C:""It. 110. 31) 
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Artists. Martin Carlin was born about 1730 in Freiburg im 
Breisgau, Baden, Germany. Coming to Paris, he worked 
for another German-born cabinetmaker Jean-Fran~ois 
Oeben, whose sister, Marie-Catherine Oeben, he married 
in 1759. He became a master cabinetmaker July 30, 1766, 
and had a joint workshop and living quarters at two succes
sive addresses on the grande rue du Faubourg Saint
Antoine, the first, according to an inscription on a furniture 
label, 'dans la grande porte, pres de la fontaine de Charonne', 
and the second at the sign of the dove, a l' ellseiglle du Saillt
Esprit, where he died on March 6, 17S5. Some of the gilt 
bronze mounts for Carlin's furniture were provided by a 
caster named Joachim Provost. His patrons were the great 
dealers Poirier, Daguerre and Darnault, who bought his 
works and sold them to Marie-Antoinette, the Comte de 
Provence, the Comte d' Artois, Louis XV's unmarried 
daughters, Mesdames de France, Madame du Barry, the 
Duchesse de Mazarin and others. 

Comparable Examples. A small writing table of similar 
shape but dissimilar detail, signed by Adam W cisweiler 
(see under no. 2S) was sold from the collection of the Earl 
of Balfour at Christie's, July 17, 1930, no. 55. The porcelain 
plaque forming the top of this table appears to be identical 
to the top of the Museum's table, except for a pale blue 
oei/-de-perdrix border. The cabinetmakers Martin Carlin 
and Adam W cisweiler may have received two similar 
plaques from a dealer and, working in competition, have 
created two tables for them, each in his best manner. 
A pair of small ebony writing tables of this type with 
porphyry tops and shelves, signed by Adam Weisweiler, is 
in the Musce Nissim de Cam on do, Paris (Le Meuble Leger 
ell Frallce, by Guillaume Janneau, Paris, 1952, fig. ISO). 

Ex ColI. Louise de Guchcneuc, Mar<!chale Lannes, Duchesse 
de Montebello; Sir Charles Mills, Bart; the Lords Hilling
don. 
In ISOO one of Napoleon's marshals, Marcchal Lannes, 
married as his second wife Louise de Guchcneuc. Be
coming Duc de Montebello in I SoS, he died the following 
year from wounds received at the battle of Essling. His 

widow, the Duchesse de Montebello, survived him for 
forty-seven years and died in IS56. The traditional associa
tion of Marie-Antoinette's name with the table in the Kress 
gift derives from a phrase in the catalogue of the posthumous 
sale of her effects. The relevant entry runs as follows: 
'Deuxieme Vente qui Aura Lieu les Lundi 16-19 Fcvrier, 
IS57 ... Bois Rose Garni d'ancien Sevres ... no. 294. 
Une Magnifique table d'ouvrage, forme carrce, tres-petite 
dimension, enrichie d'une tres-belle plaque porcelaine 
tendre de Sevres, a corbeille de £leurs, contenant des roses 
suspendues a des rubans et noeuds bleus, aux quatre coins, 
alternces de pensees. L' encadrement de cette plaque est 
forme d'oeils de perdrix, fond pistache (Ce dclicieux petit 
meuble est connu comme ayant appartenu a la reine 
Marie-Antoinette).' Before she died, the Duchesse de 
Montebello, whose memory spanned the period between 
the Consulate and the Second Empire, may have supplied 
the information 'ayant appartenu a la reine Marie
Antoinette', but no other evidence of association with 
Marie-Antoinette has come to light. Marie-Antoinette is 
known to have owned porcelain furniture, for the memoirs 
of her first lady-in-waiting, Mme. de Campan (see p. IIo), 
contain the mention of a small Sevres secretary in the 
Queen's boudoir, and the presumption of her ownership is 
fortified by the tradition that Napoleon found this table at 
the Petit Trianon, and gave it to the Duchesse. Napoleon 
paid visits to the marshal's widow at the Chateau de Maisons, 
but it is more likely that the Duchesse de Montebello re
ceived the table from the Empress Marie-Louise, whose 
lady-in-waiting she became. 

Exhibited. South Kensington Museum, London, Special 
Loall Exhibitioll, June IS62 (no. SI23 of the catalogue); 25 
Park Lane, London, Three French Reigns Loan Exhibition, 
February 21-April 5, 1933 (no. 439 of the catalogue); 
Chateau de Versailles, Versailles, Marie-Antoinette, Archi
duchesse, Dauphine et Reine Exhibition, May 16-
November 2, 1955 (no. 1022 of the catalogue). 

Published. Carl C. Dauterman and James Parker, M.M.A. 
Bulletill, May, 1960, pp. 277, 2S2. 
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GENERAL INTRODUCTION 

THE soft-paste porcelain ofSevres stands at the artistic summit of European ceramic achievement 
during the third quarter of the eighteenth century. It is a rare and precious material, the product 
of a financial enterprise of the Crown. Into its creation went the concerted efforts of noble 

patrons, leading painters, sculptors, designers and technicians of the day. 
The porcelains in the gift of the Samuel H. Kress Foundation fall into two classes: decorative 

objects, and furniture inlays. The fifty-three examples of the former, mostly vases worthy of being 
royal gifts, are catalogued in detail in the pages that follow. The furniture plaques, of which there 
are one hundred nineteen, are discussed in the section devoted to Porcelain-Inlaid Furniture. Addi
tional notes relating to the painters of the plaques are incorporated into the analyses of artists' styles, 
in the present section. 

It is immediately apparent that the fortunate conjunction of such a large-and varied number of 
pieces has provided an exceptional opportunity to become acquainted with the works of Sevres 
painters. It may also be noted that the addition of so many examples of this royal porcelain to its 
already considerable holdings of Sevres elevates the Metropolitan Museum's collection of this 
porcelain into the first rank. 

The decorative objects epitomize the major contributions which made Sevres artistically pre
eminent during the third quarter of the eighteenth century. They include several shapes never before 
achieved in porcelain. They further display the factory's predilection for miniatures in white medal
lions, set in a variety of colored grounds enhanced with gilding. The combination creates an effect 
of opulence that proclaims the patronage of a king. 

This appetite for color, so characteristic of the best years of the factory, marks a sharp departure 
from the chaste white backgrounds of earlier French porcelains. It represents a calculated move to 
compete with the color appeal of Meiss en porcelain, to check the heavy influx of that German product 
into France, and to capture from Germany the porcelain market of all Europe. Economic rivalry, 
while basic to the development of Sevres, was reinforced by the equally vital factor of cultural 
prestige. It was important to the French hierarchy to preserve their tradition of leadership in the 
maintenance of a national art nourished by the monarch and his court. 

By 1750, a young porcelain factory at Vincennes, operating under a franchise from Louis XV, 
employed several scores of workers. Its chief products were artificial flowers fitted to wire stems so 
that they could be arranged in vases or attached to chandeliers and otller ornaments, in the manner 
of Meissen flowers. The account books of the court purveyer Lazare Duvaux show how immensely 
fashionable these flowers became. Huge orders were placed by the royal £'unily and by prominent 
figures at court, notably Mme. de 'Pompadour. 

TIlls astute and art-loving marquise fully appreciated the potentialities of the Vincennes factory, 
which, for all its popularity, had run heavily into debt. It was apparently she who in 1753 induced 
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the King to inject a financial infusion into the ailing enterprise by extending its privileges and com
pletely reorganizing the establishment. In any case, the monarch assumed a one-fourth interest in 
the syndicate and contributed the lustre of his patronage. The new name became la Manufacture 
Royale de Porcelaine de France. Although it had been employed earlier, Louis further sanctioned the 
use of the royal cipher (two crossed L's) as the official mark. At the same time, he ordered that new 
quarters be provided at Sevres to accommodate the crowded studios and shops. Thus the staff looked 
forward to a day not far off when they could depart from the dreary keep of Charles V's chateau at 
Vincennes and find themselves on the highway from Versailles to Paris, frequently traversed by the 
King. It was not entirely a coincidence that the new site was also within easy distance of Mme. de 
Pompadour's Chateall de Bellevlle, which, with its summer house for the King, was likewise to be 
readied by 1756. 

Among the names associated with the factory at the time of its reorganization or soon thereafter, 
the following account for the new air of assurance in the undertaking. Machault, as Controller
General of Finances, was responsible for the administration of the revitalized enterprise. He was 
represented by the experienced manager Boileau, who handled the accounts and the non-technical 
aspects of production. Two members of the Academie des Sciences controlled the secrets of the paste, 
the glaze, the colors and the gilding; one of these, Hellot, was Chief Chemist, the other Macquer, 
assisted him from 1757 onwards. The paste and glaze continued to be prepared under the direction 
of Gravant, inventor of the pate telldre of Vincennes ; while the awesome responsibility of kiln-master 
rested upon the shoulders of Millot. 

Apart from its technical excellence, however, the porcelain of Vincennes-Sevres owes its pre
eminence to the taste, genius and inventiveness of its artistic staff. Bachelier, the father of bisque, was 
Art Director from mid-century until the end of the allciell regime. He is credited with creating the 
distinctive Sevres styles of painting. The King's own designer, Duplessis, was chief arbiter of the 
forms of the vessels. Hultz became head of the decorators, and consultant in matters of style. Boucher 
and Oudry were engaged from time to time. And Falconet served as director of sculpture until 1766 
when he was induced by Catherine the Great to enter her service. A sizeable corps of talented painters 
sprang up around these distinguished figures, their number burgeoning as the demands for the 
porcelain rose to ever higher peaks. 

This rare entente of genius transferred to its new quarters at Sevres in 1756. In contrast to the 
impressive new accommodations, the financial record showed no improvement. In 1759 Louis XV 
saved the situation by acquiring full control, and the factory became in actuality as well as in name, 
la Mall/factllre Royale. Although officially, as in contemporary inventories and sales records of pur
veyors, the designation 'Porcelaine de France' was used, the name of the ware became increasingly 
synonymous with the name of the community which it began to glorify and memorialize - Sevres. 

In spite of the tendency to democratize the name, the porcelain in a very real sense continued to be 
identified with the King, the royal £-uuily and the court. Even before the removal to Sevres, Louis 
XV was the principal client of his factory, a distinction he maintained for years. Indeed, he also 
became its most illustrious salesman. Each December from about 1758 onwards, he sponsored a sale 
in his private dining hall at Versailles. On these occasions he made large purchases, expecting his 



SEVRES PORCELAINS 175 

followers to do the same. Mme. de Pompadour, as might be expected, was a conspicuous supporter, 
placing extravagant orders through her agent, the court purveyor Lazare Duvaux. Another important 
influence was the duc d' Aumont, who set the example of having his Sevres fitted with ormolu 
mounts by Gouthiere, thus conferring upon it a connotation of preciousness usually reserved for 
Chinese porcelain. 'Mme. de Pompadour gave an emphatic opinion that not to buy the porcelain of 
Sevres was to prove oneself a bad citizen, whilst of Louis Quinze it was said, 'He sells the porcelain 
himself, and it is not cheap.'* 

The role of the King as merchant was extended on by Louis XVI, whose purchases rivalled those 
of his grandfather. His daughters were similarly enthusiastic, although Marie-Antoinette seems to 
have been more partial to her own Paris manufactory on the rue Thiroux, where only hard-paste 
porcelain was made. Louis continued the December sales, shifting the location to his new residence 
at the Tuileries during 1789, 1790 and 1791. Even in the desperation of these last years he refused an 
offer to sell the factory, exclaiming bravely: 'Je garde la Manu£1.cture de Sevres ames frais.' In 1792 

and even after, the annual display and sale remained a feature at the Tuileries. 
But we are trespassing beyond the range of the Kress porcelains, which belong to the time of the 

monarchy, and which in the main represent the very best years in the history of Sevres. The period 
embraced by these pieces, from 1757 to 1782, marks the apogee of soft-paste porcelain and the 
introduction in 1768 of the German or hard-paste type that was ultimately to supplant it. Although 
both were jointly in production during the period under discussion, the Kress pieces arc entirely of 
the more coveted pate telldre variety. This special porcelain is distinct from its German rival, Meissen, 
in a very fundamental way: it is constituted of quite different ingredients. The difference is under
scored by the epithet 'artificial porcelain', applied to early Sevres and others of its class. Whereas 
the 'true' or hard-paste porcelains of China and Germany are composed essentially of china clay 
(kaolin) and a fusible stone (the petll/Use of the East, or the feldspar of the West), the fabric ofSevres 
consists basically of a man-made glasslike substance called frit. 

The process of preparing the soft-paste ingredients was laborious in the extreme. First the frit base 
had to be made, using sand from Fontainbleau and plaster from the region of Paris, together with 
soda, alum and saltpeter. After prolonged grinding and blending, these materials were fused together 
by heat into a vitreous white solid. This in turn was reduced to a fine powder, into which whiting, 
and marl from Argenteuil were introduced. Then after more pulverizing and exposure to heat, 
water was added, converting the mixture into a moldable paste from which objects could be fashioned. 
The shapes remained to be imparted by technicians skilled in modeling, 'throwing' or casting. 

The preparation of the glaze was another separate and similarly arduous process, using Fontainbleau 
sand, litharge, soda, black flint and potash. The resultant 'lead glaze' was again different from the 
feldspathic glaze of the hard pastes. It tended to be' fatty,' and to accumulate more thickly upon the body. 
In sculptural wares this was undesirable, as it blurred the modeling. This defect was a £1.ctor in develop
ing unglazed, or biscuit, porcelain, of which an example is the pair of royal portraits on vase no. 58. 

But the shaping and glazing of this porcelain brings us only to the half-way mark. Next came the 

* From George Savage, Ellglish Pottery alld Porcelaill, 1961, p. 7, as translated in part, from Memoirs et Joumal illMit du Marquis 
d'Argellsoll, vol. IV, p. 165. 
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elaborate mixing and application of color, followed by the laying on of gilding. Each of these four 
stages required its own firing. The first, or biscuit firing, hardened the clay and made the shape 
permanent. The second fused the glaze onto the body. A third consolidated the painter's pigments 
with the glaze, and the final firing baked on the gilding. Each successive firing demanded a specific, 
lower temperature. Failure to accurately control this resulted in disaster, and the amount of wastage 
was sometimes appalling. 

Molinier gives some insight into these hazards in his Histoire Generale des Arts Appliques a l'Industrie 
(p. 181). He quotes from a report of January, 1795, rendered by a committee of appraisers charged 
with determining whether 'certain precious objects from the household of the condemned du Barry 
at Louveciennes' should be 'sold for the national revenues' or preserved 'for the public instruction.' 
The specific reference is to a tea table, valued at 24,000 livres, 'the top composed of seven pictures 
in Sevres porcelain, of which six represent pastoral subjects framed by garlands of flowers, and the 
middle one a Turkish concert framed in silver gilt.' The commissioners defended the table on the 
ground that the technical mastery over the material was rapidly becoming a virtually lost art. Freely 
translated, their report makes the following illuminating claim' ... the difficulty of firing in the white 
such large and beautiful plaques in a particularly unstable paste, ... is a tribute to the skill of several 
artists who no longer exist. There is more hope for the success of hollow and thrown objects in such 
a porcelain than for plaques, as far as becoming obscured and warped by a thousand accidents which 
only foresight could avoid; from twelve to twenty plaques placed in the kiln, one can recover only 
three or four acceptable ones .... The enterprise of painting or decorating it in colors confounds the 
imagination. The porcelain undergoes a different fire in the mume kiln, where the desired effect rests 
on the turn of a minute. One cannot imagine the endlessly repeated trials [required] so as to have in 
the end a uniformly beautiful collection .... One might put forth the argument that Sevres is still 
in existence and that this table, although unique, could be duplicated. This assertion is insidious. 
Such luxurious pieces are no longer made at Sevres, and in however small a way one would wish to 
attempt it, the skills are lacking .... We therefore invoke the wisdom of the temporary commission 
of the Arts to allow to remain in France a kind of master piece which is absolutely necessary to the 
history of the manufacture of porcelain. It is under this aspect that the table in question must be judged.' 

At the time those words were written, Sevres had amassed more than a quarter century of experience 
in the manufacture of the hard-paste type of porcelain, the success of which is attested by its con
tinuance into the present world market. Yet the inllerent qualities of soft-paste were sacrificed. Its 
ivory-like warmth was replaced by an inorganic, perfect whiteness. The old paste of Vincennes and 
Sevres possessed what the ceramist calls a 'sympathetic' quality, indicating a great affInity between 
the paste and the glaze, and again between the glaze and the pigment used in painting the miniature 
decoration. Because the pigment fused with the glaze, actually sinking into and becoming part of it, 
it acquired a limpid depth, akin to that of a translucent gem. TIns property is lacking in the hard-paste 
types, where the colored brush strokes lie upon the surface like toy islands cut out of colored paper 
and placed upon a simulated lake of glass. 
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THE ARTISTS AND THEIR MARKS 

There is an intense fascination about making any object of art tell its own story, and with Sevres the 
documentation, in terms of marks, can be most rewarding - or equally exasperating. One must bear 
in mind that a Sevres vase is usually decorated on two sides, with a figural subject on the front, and a 
trophy or cluster of flowers on the back. Further, the work was so specialized that a single vase may 
represent the hands of at least three collaborators: a figure painter, a flower painter, and a gilder. 
Through the rare medium of a personalized marking system, it is sometimes possible to trace these 
decorators. 

By some criterion not yet determined, the finished piece might emerge with the identifying marks 
of several contributors, or perhaps only one, or none. It is as if a painting and its stretcher, regarded 
as equal in importance, were released from a studio only after lots had been drawn to determine 
whose name was to be affixed - somewhere out of sight - the painter, the carver, the gilder, or some 
combination. Sevres marks occur most frequently in blue, though violet or black is occasionally 
substituted. They were painted on the underside of objects, usually on the surface of the glaze. In 
the third firing they, like the painted decoration, became amalgamated with the glaze. Sevres is 
exceptional among eighteenth century porcelains in providing so much information through this 
medium. Although somewhat paralleled by the POil1folls of French silver, marks serving such multiple 
purposes are rare among porcelains of any land. 

At its clearest and most informative, the system of marking consisted of affixing the royal cipher 
or factory mark, and within it a letter representing the year; these were supplemented by one or more 
other devices standing outside the L's, to identify the several decorators. In normal practice, however, 
these indications are only sporadically present. All sorts of puzzling variations and omissions occur, 
the reasons for which are rarely apparent. For example, there is often so little consistency in rendering 
the artists' marks that it is impossible to credit them with any holographic authenticity. One is led to 
suspect that these are not invariably to be accepted as artists' signatures. 

It is tlle writer's opinion that these painted marks were in the main applied by studio foremen as a 
means of assigning specific projects to individual artists. Thus they would have been affixed before 
the work of decorating was begun, rather than after it had been completed, as has generally been 
supposed. Iftlus seems to impose a present-day factory procedu~e upon the eighteenth century atelier, 
it must be argued that the problems of volume production were not unknown to the staff of Sevres. 
Certainly it was necessary that some orderly flow and distribution of the work be instituted, to keep 
the many workers profitably occupied. Large numbers of orders were received, and had to be handled 
collectively. This meant that the parts belonging to anyone order might at any given moment be 
in various stages of completion throughout the plant. It is generally agreed that this situation was met 
by impressing or incising the wares with inconspicuous numbers, letters (usually paired), and geo
metrical marks, ambiguously called 'repairers' marks.' These were the reperes or guiding marks, 
which served the special purpose of enabling the workers (repare/lrs) to recognize related pieces in 
the course of assembling them. At that stage, the objects were in tlle white, WitllOut any color to 
assist the eye in separating them. 
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The very existence of these colorless 'processing marks' strengthens the claim for a similar function 
on the part of the pigmented ones. Just as the first set of marks applies to operations in the shops, so 
the second set seems to relate to the decorators' studio. If the decorators' marks did not always issue 
from the same hand, but were applied instead by an overseer, it would readily explain the variant 
forms so often observed in individual marks. How else are we to account for gilders' marks in enamel 
instead of gold? It will be remembered that the enamel colors were fired before the gilding was 
performed. A gilder's mark in colors other than gold is unlikely to be a signature made after com
pletion of the gilding, as that work would have been destroyed by the greater heat required for firing 
the enamel. While some gilders' marks are inscribed in gold, and were therefore the last to be put on, 
the practice is vastly more of an exception than a rule. In a recent work,* M. Landais of the Louvre 
speaks of certain marks stamped into the paste to indicate the gilder to whom a given piece of work 
was to be directed. Although we have not chanced to observe the specific ones to which he refers, 
this evidence would strongly favor the supposition that the decorators' schedule was pre-arranged 
and controlled through the use of marks. 

What are the decorators' marks? Usually initials, though sometimes symbols, as a perusal of the 
following pages will show. Most intriguing among the initial marks are the 'K' of Dodin (his 
Christian name is missing from the records), and the cross of Xhrouet, an illiterate flower painter. 
One wonders if the symbols used by others were meaningful in some private way: the sign of Libra 
for Noel; the ermine mark ofChoisy; the anchor ofButeux, the musical note ofCornailles; and the 
three tiny dots ofTandart. 

While we may scarcely hope to learn much about these early artists, the personnel records of the 
factory sometimes bring them into fleeting focus. Here are recorded odd scraps of information about 
their past, their degree of promise, and their physical appearance. Collectively they emerge as a 
motley agglomeration, drawn from many occupations into the service of the King, which offered 
life tenure and the privilege of carrying a sword. While the majority were former fan-painters, others 
had been easel artists, miniaturists, ornament designers, japanners, looking-glass makers, or even 
wigmakers. One had been a dancing master. A few, however, were porcelain painters from other 
£'lctories, especially St. Cloud and Chantilly. 

The performance of each employee was periodically reviewed. Jacquemart and Le Blant** in 
studying the Sevres records for I780 prepared from them a tabulation dividing the painters into 
tllree classes. Of the artists discussed in this catalogue, all but Dubois and Duplessis were still active. 
As for the rest, it is revealed that the following were regarded as of the 'first class': Bouillat, Boulanger, 
Dodin, Le Guay, Pierre, Prevost, Taillandier, Tandart and Vincent. In the second rank were: Bulidon, 
Buteux, Commelin, Cornailles, Leve, Morin, Noel and Vieillard. Belonging to the third class were 
Chabry, Choisy, Petit and all the women painters, including Mlle. Xhrouet. 

In the present survey we are concerned with the challenge of identifying the authors of the decora
tive work on the porcelains of the Kress collection. Very few pieces have ideal sets of marks. The rest, 
in being unmarked or only partly so, are not a-typical. Two avenues of investigation beckon: the 

* Hubert Landais, Frellch Porcelaill, London: Weidenfeld and Nicolson, 1961 (p. 83). 
** Albert Jacquemart and Edmond Le nlant, Histoire . .. de la Porcelaill, Paris: J. Techcner, 1868 (pp. SIT, 512). 
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marks, where present; and the styles of painting. Occasionally they overlap, as when one recognizes 
a particular manner of painting and has the satisfaction of corroborating it by means of the artist's 
marks. Too often, however, such aids and the checklists relating to them are inadequate. Marks often 
occur in combinations that are inexplicable or even irreconcilable in terms of the standard references. 

A sailor thrust upon a sea of uncharted voids must be prepared to 'sail the wind,' piecing together 
his own discoveries of islands and currents until he chances upon a familiar landmark that unites the 
whole. Thus, with Sevres, a hitherto uncharted area for research is the ferreting out of artists and 
decorators on the basis of their personal styles. In this respect, the fifty-three decorative porcelains of 
the Kress collection may be regarded as a picture gallery in miniature, containing one hundred and 
five panels, most of them painted anonymously, and inviting the observer to identify their authors. 

The delightful miniatures on these decorative porcelains include figures, landscapes, trophies, and 
other ornamental devices rarely found on Sevres furniture plaques. Indeed floral subjects, so usual 
on furniture, seem relegated to a secondary role on the vases, where figural compositions prevail. 
In the accompanying catalogue descriptions, a number of relationships are pointed out between the 
Kress porcelains and those of other great collections. These serve to remind us that portions of the 
unwritten history of Sevres are preserved in piecemeal £'lshion wherever examples of the ware 
survive. To fit each part of the picture into the whole, we need to identify the 'handwriting' of key 
individuals who, although masters in their own right, have collaborated in a total production amazing 
for its harmony and consistency. 

The pages immediately following essay an analysis of the stylistic 'handwriting' of the artists 
responsible not only for the decorative porcelains but also for the furniture plaques in this collection. 
It is hoped that similar investigations extended to other great collections will eventually provide a 
more substantial means of collating the research in this field. 



ANALYSES OF ARTISTS' STYLES 

130UILLAT,phe (work in g 17S8-c. 1793) 

Three members of the llouill:u r.1mily paimcci flowers (or 
Scvrcs: fa ther, SOil, :'Illd (bugIHcr. In lIle section 0 11 porccbin
inbid fumiturc (sec Secret:!fy. no. 28) some new insight is 
fu rnished into the m:Jrking practice of Bouilla! /l1\ rl' and 
fils. It is demonstrated that the script ' y ' may have been 
shared by both. although heretofore credited to the son 
alolle. No lllark has been published for the cider l3ouilb.t. 
in spite of his long record as :l painter aud gi lder. As for rhe 
daugillcr, who is bettcr known as Mmc Maqllcrct, she 
rCl:lincci the initials or her Illa iden !lame as her mark . 

XI. Panel frOlIl .he ~crcl~ry Cu. 110. 28. lliC mark of llouill:1I 
which occurs 011 die reverse is illuSfrllcd 011 p. 158 

An impressive pbqllc, thc brgest in thc collection, is thc 
onl y Kress porccbin to carry thc ' Y' mark (scc fi g. 124), 
hcre given to thc deter Bouilbt, as cx pbined on pagc 158 . 
It is paintcd with a luxurious bouquet consisting of a widc 
variety of flowers. Irs composition, of undubti ng stems 
branching at ei ther side o f the vertical axis, is effecti vely 
emph:lsizc<1 by dle arabcsqued ribbon at the basc. The 
brilliant effect is :lcbicved morc through color disposition 
than by attention to botanical precision. Rose-pink pre-

dominates, being used for at least six kinds of flowers. It is 
babnced in volunle by thc grccn of the foliage. White. 
orangc and alllethyst relieve the ccntcr, while a bright blue 
contributes a peripher:ll note sounded delicately in the 
comflowers. h:lrebc.lls and o thcr small blossoms, and quite 
resonantly in the terminal bowknot. 
Thc technique is 'wet' in appearance, with Auctu:n ions of 
tone akin to watercolor work. This ho lds especially for the 
edges ofleaves and petals, where the last color to be applicd 
Illay either sto p short of the cdge or extend slightly beyond. 
Tcxtural cflccts arc acllievcd by paiming two or three 
droplets of moisture on thc velvety peta.ls, or again, in 
employing a sgraffito-like technique in representing high
lights on the silk ribbon. The lancr consists o f scratching 
fine transversc lines through the blue to reveal the wh ite 
gb ze below, The lines do not extcnd to either border of 
thc ribbon , nor arc they evenly spaced. 
leavcsareof grass-or cabbage-grecn, withom a pronou nced 
shift to either blue or yel low. Black outl incs of hai rl ike 
delicacy definc thCIll, but without circumscribing them. 
They serve to pick Ollt the notching hcrc and thcre, par
ticularly where edgcs curl and overlap. SOllie are shadcd 
with altemate hatchings of black and white. Peta ls, on the 
o ther hand , are hatchcd with white in alternation with a 
darker tone o f thc flower color. In white blossollls, white 
lincs altcmate with the pale green of the leaves o r the richer 
color o f an aclj::acent bioolll. Flowers arc vinually without 
outlines except where perals overlap, and thell the ou tlincs 
arc tinted, not black. 
A final word llIay be addcd about stamens. Those of the 
cornflowers are transparent puce, the ends tcnding to 
thicken slightl y and frequcntl y to curl, even into hooklike 
sh::apes. In the hellebores, the stamens tcrminate in roundcd 
tufts of dull yellow and a bubbly black which permits the 
white of thc ground to show through. 

no U LA N G ER, perL' (working 1754- 1784) 

For iIIustmlion of:l pl:\quc bearing Ihe lII:1rk 
of Ihis gilder, sec l CCO unt o f T :mdarl, p. 19 1, fig. XXXII. 

There is a lack of agreement about this anist in the check 
lists of Scvrcs persollllei. Most authors regard him as a 
gi lder. wilh dates as givcn above, while Garnier ack now
lcdgcs him as a paimcr of detachcd bouquets, and de 
Grollier considers him a 'doreur et peilltre de bouquets' 
whose period ofscrviee was 1779 to 1785. 
III thc Kress Collection, Boulanger's mark is found in 
aSSOCiation with that of Taudart, 0 11 cabinet no. 18, (, 

J 80 
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) 775 to 1780 (see p. 120). The object is a largc round plaquc, 
displaying l.lifc-sizc bouquct hl.ving :IS its Illost prom incnt 
blossom l. tul ip in which Illay bc disccrncd a n air obscrvcd 
in thc work of Tanclart, namely, l. grl.ding from grccn 
through whitc to pink. Thc lllanncrism is found in a cache
pot of 1780 at the Mctropolitan Muscu m (37.20.3 I}, also 
bcaring thc lattcr artist's mark. 
It thercforc appears that Boulangcr is fO bc acccptcd as thc 
gildcr rather than thc p:lintcr of the pbquc, unlcss wc 
grant thc un likely possi bi lity of both artists collaboratin g 
in painting a singlc bouquct. 
On the abovc cabinct, thc gilding o f the g rca t medallion 
wh ich bcars thc Bou b llgcr mark consists of two conCCll tric 
bands, of which thc inncr onc is made to simu latc two 
narrow fillets wrapped with crossed ribbons. Both fi llets 
and ribbons arc bordercd with minute sawtooth lines. The 
outcr band rcprescnts beads in two sizes and two shapcs, 
cltiptica l and round. Thc formcr arc tooled with fine cross 
hatchings which altcrnately covcr thc entirc bead or leave a 
narrow border in rescrvc. 

nUL IDON(workillg 1763-1792) ./).11 . 

XlI. P:mcl bearing Dulidon's mark and date letter for 1773. 
From the left cnd of c:lbinrt C3t. 110. 26 

This paintcr offlowers is a dcscriptive artist, concerned with 
the represcntation o f botanical detail, evcn to the minute 
dclineation of stamens. His mark appcars on two large oval 

plaqucs of bouquets at thc cn ds of a sarCtflire (sec p. 144), 
Roses, which arc almost alw:I)'s prcselH in SI:'vres Aoral 
compositions, assistcd in 110 small degree by Ihe undubnt 
slcms of COil volvulus, are surprisingly lacking here. In their 
place arc found anemones, poppics, peonies and hydrangcas. 
The element of selection is further indicated by his inclmion 
ofhoneysllck les :lnd 'three- tiered' cow parsley, ra rely found 
in thc work o f other paintcrs. The whilc highlighting of 
petals is conspicuous, as is the tendency to impan a definite 
clockwise movcment to the compositions. Another dis
tinctivc touch is thc omission of the ribbon bowknots with 
which Scvres bouquets arc l.lmost invariably tied. 
Although thc cha racteristics enumcrated here lila}' not be 
rcserved individually to Bulidon, they illay servc to 

identify his pcrsonal style when considcred ill com bin:lrion. 
Comparable cxamplcs of this paintcr's work ex ist at Ihe 
Metropoli tan Museulll in the form of a covered butter dish 
(14.58. I 36) of I 777 anc! thrce dinner plates (37 .20. 77,58, I 08) 
dating 1780 and 1786. Thcsc conform to thc stylc of thc 
furni turc plaques in illustrating thc saille fondness for wispy 
vines and tend rils, and for a color schemc in wllich blue, 
rosc, yellow. and iron rcd arc dominanr. 
It ma }, be nOled that anothcr artist by this name, l. Mmc 
Dulidon, also worked at Scvrcs about 1780 as a pl.inter of 
flowers. No mark is rccordcd for her, nor is shc representcd 
in this collcction . 

C H ARLES D U T EUX, I'flrlle 
(working 1756-1782) 

An inventive crcator of compositions cmploying milimry, 
nautical and gardening trophies. His hand is revealed in a 
tendcncy to fcature a conspicuous object such as a shield , a 
scroll or l. gardener's hat as the center of a radial grouping 
of related atlributes that project around it to fOflll a fraill e. 

XIII. Trophy 011 the reverse' of vase C~I . 110. p, 
~ltribLltrd \0 UutCLI)(. 
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XI V. Trophy from IlIrq lloi~ bille ~nd gold Iray wilh m~rk of 
BUll'IlX and {bre klta lor 1760. In rhe colknion of Mr. ~nd Mrs. 

Charles U. Wrighl5lnan. Ncw York 

Particu larl y characteris tic arc the delicate arabesques of 
berried vi nes which he weaves illlo his compositions. 
Ih nelLx is fond of lively colors, often placing deep cherry 
red againstslrawyellow,and jllx taposing pale blue with rose. 
Documcntary exa mples of gardening tro phies by this 
artist t'x isl al Ihe Victoria and Alben Museulll in a cup and 
sauccr of 1759 (C 409 and A- 1921) and in a pai r of square 
bulb pOlS (C 368- 19(9), the laner incorporating loose vines 
and an ovt'rAowing shell. The Jones Collection. also at that 
museum, contains twO services (nos. 11 8 and 119) ill tur
quoise blue, datin g from 1760. These display trophies of 
various kinds. al l the marked pieces idelltifying Duteux as 
the painter. 
[t is to be Iloted that there were ICII decorators with the 
surnallle Buteux al S':'vres, of whom at least four have been 
assigned distinguishiu g marks. Among these, the anchor of 
Charles I'IIJ'wl is rhe most unmistakable. Its presence on the 
examples cited makes it necessary to acknowledge this 
an ist as a paimer of orna mcms, in addition to being a fIgure 
painter as somc books of mark s affirm. 
Medallions in whicb these clelllelHs occur, an d which ma y 
be :H tribu ted to hi m. appear on vases nos. 44. 52a, band 
),lab alld5,ab. It 1I1a y be noted that in all of these periwinkle 
blue i ~ a consistent note. 

C H A 13 R V jils (workin g 176, - (787) cl 
This ~ rt i s t ' s treaUllent of heads gives a personal 'stamp' to 

XV. Allcgory of SulIl mcr from an ,~mdl!' al Ihe W3lbcc Collcclion, 
{blcd 1772, decor:llcd by Ch~bry. n cprodllccd by permission ofrhe 

TruslCO::S or Ihe Wallace Collc-eriou, Loudon 

his figures. The heads arc usually tilted, and turned in three
quartcrs profil e or profil patill. Chabry employs dots in a 
kind of shorthand for dcpicting f.1cial features: thc cyes arc 
centercd with heavy black pupils, rhe interiors of thc 
nostrils form conspicuous dots, and there is almost invariably 
one centered immediately below the lower li p. In very 
small figures, as on ClipS, the 1I0se and mouth arc sometimes 
represented entirely by dots. As compared with Dod in, 
whose style doubtless influenced him , there is the samc 
prcdilection for warm flesh toncs and simplified foliagc; 
yet his fi gurcs arc softer, thcir f.'lces lcss enchantingly 
juvenile, and thc hair is coarser though always more neatly 
eoiffed. 
Exa mples of Chabry's work marked with his abbreviation, 
'ch', include a turquoisc blue h ut·lle of 177 ] or 1772 
(XXV A 3) at the Wallacc Collection, and a Clip of 1772 
(C 466- 192 1) at thc Victoria and Albert Museum. 
Vasc no. 29 in this catalog ue, although nOt marked, exhibits 
a mythological scenc which is hcre attributcd to him. 

A PPItI EN-JULlEN D E C I-I O IS V 
(working 1770- 1812) 

I .. 
Flowers by Choisy have an insu bstantial quality, in spite of 
the dircctness of his delineation. Hc makes considcrablc use 
of hatchi ng lines in his leaves and petals; otherwisc his 
blossoms have little gradation of tOile, except fo r the roses, 
which show whitc hi ghlights inside as well as o m. The 
strongest color nOte is the irOll red uscd for the very smallest 
blossoms in his compositions. Leavcs arc sagc-grcen and 
blue-green, wi th sepia outlines. Jaequemart lists Choisy as 
a pailller of the Iroisiemc daHl' (see Introduction, p. 178) . 
Other examples at the Mctropolitan Museum duplicate rhe 
subdued tonality and illustrate the salllC fo ndness for bluc 
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XVI. Spandrel plaqne from cabinet Cal. no. t8, 
bearing the ermine mark of Choisy and the (hte 

lener for 1775. 

convolvul us. These blossoms sometimes exhibit claret dots 
formin g: a rin g:. 
In the Kress Collection , Choisy's mark is 10 be found on a 
pair of spandrel plaques on the fron t of a cabinet (no, (8) 
described on p. 120. 

CO MMELI N (working 1768- 1802) 

There is no agrcement abom this an ises dates, although 
those given above are the ones most frequently seell. Dc 
Grollier sets the span as [765-1799, while Garn ier says he 
was licensed ill the ycar 1800. 
COlumclin's most compictlous trait is a sofmess of definition. 
His leaves vary from muddy pca green to slate bille, alld 
sometimes afe bordered with spicu les. Rose, lavender and 
puce Rowers show highlights reservcd in whi tc without 
hatchings. Thc stems of his garlands are cntwincd; somc arc 
ill grcen, others in tr:l1lsparcnt black. His roses arc firm and 
solid, with deep cup-lik e centers. 
The Icft-hand plaque on the drawer o f tile jcwel coRcr 
(no. 20) carries Co mmelill 's mark. By attribution, all the 

XVII. LcI'thand p:md rrom the drawer from or the jcwel cofter Cm. 
110. 20. [t carries COlllmclin's IIlJrk :l.Jld thc date letter ror 1775. 

plaques on th c companion coffer (which arc unmarked) 
may also bc taken as his work, as may the twO curved drawcr 
panels on thc eabinct illustratcd Oil p. 120. Other examplcs 
at thc Muscu m include tWO Clll's and sa uccrs of [71::2 and 
1785 (redecorated), and a plate with the datemark for 1780. 

ANTO INE-TOUSSA INT C OR NA IL LES 
(working [755- 1800) 

i , Iso L 

XVIII. QU!'IIn:foil from ()Ill" of the SCl'Cn p~nds by Cornailks O(l 

the cabinet C3t . (In. l!l. It i ~ datclll~rkl'd f,)T 1764 

His mark, a musical note, is published in several variant 
forms, including a mirror imagc ofitsclf. 
Thc following mann erislIIs :tre follnd in his work. Nose
gays incl inc to be domin:t tecl by a range of mauve, puce an d 
lavendcr tones. Dark stems arc conspicuous, as arc the veins 
of the leaves and petal outlines of at least one blossom in 
each composition. At the pnimcter appe:l rs, almost always, 
a hooked tcndril ending in ~ swollen bud . There is lit tle 
margin surrounding his Roral groups: they almost to uch 
[hc borders of the mcda llions. Threc largc blossoms with 
converging axcs charactcristicall), occupy thc Cl'ntCr of each 
cluster. Roses arc purplish pink and nearly :llw:lys willlOl1 t 
white hi ghlights; their leaves arc frequcml), ye llow-green, 
and small. 
In thc Kress Collection. seven plaques 0 11 the console 
cabinet (sec description, p. t 24) arc marked with thc svmbol 
of Cornailles. Thc Illark has also bcen observed 011 ~ snlall 
squarc tray with pierccd border, in the collection of Mr. and 
Mrs. Charles B. Wrigh tsman, Ncw York. 



SEV IU!S I'OnCE LAI NS 

DO DI N (working 1754- 1802) k 

XIX. M..::d~mon from the V:l~e C:lt. no. 51, which C3rrit'S the 
aniH's l1I~rk llld the d31l' lcltn for 1771. 

Doubtless the most striking anribute of Dod in 's work is its 
sparkling miniature quali ty, with clear, brilliant colors. 
Putti by hil1l arc ch:ar:acteristic:tlly p:limed in an im pres
sionistic l1l:anncr, with short brush strokes 3n ci dots. The 
flesh inclines to be rudd y, with sh:adin gs in olive, yellow 
:an d puce, giving under magnification the :appearance of 
crcpe paper. High-lights arc treated as broad washes, 
almost white. The heads reselll ble in pertness those modeled 
by Falcone!, with their puffy checks, bll lbolLS foreheads, 
mAted hair, retrousse noses and poming mouths. Feet arc 
severely foreshortened, with the toes outlined and shaded 
in salmon pink. El bows arc dimpled, and hands, which have 
stubby thumbs, show a tendenc y to have one finger break 
the line of the rcst, even though all Illa y be fl exed. 
Other m:lI1l1crisms of Dodin arc exhi bited in his fo liage. 
He repeatedly treats areas ofleaf.1ge as banana-like clumps, 
olive green in color, or tinted with russet brown. He also 
makes a poim of placing some low shrubbery in the im
mediate foreg ro und to accentuate the perspective. His 
cloud masses :arc rather dense and substantial, executed 
largely in mauve and grayish brown. He is noted for his 
pictorial scenes, particula rl y after Teniers or after his 
contemporary, Boucher. One of his most ambitious projects 
was the ex tensive dinner service begun in 178] for the 
dining roo m in the Kin g's apartmen ts at Versailles, of wruch 
197 pieces were com pletcd by 1792. 
Exam ples bearing his mark arc vases 52ab and Slab; othcrs 
attributed to him arc nos. 32. 35, 37ab, 44, 47ab, 49ab, 5 r, 
and 54lb. 

JE AN-RENE DU JJ O IS('756-'7640d",,) ) 

xx. Qualrcfoil from ~ plaque on the e:lbinet C3!. no. 19. carrying 
the Dubois m~rk ~l1d the date letter for 1 76~. 

Flowers by Dubois in the Kress Collection have a shaggy 
quality. Unlike [hose of other artists, his roses in particular 
arc frequently tLlrned away from the observer, so that one 
cannot look into their centers . . Black or umber stems, and 
small yellow-green leaves feather-cdged in black seem 
characteristic. Where minute pittings occur in the glaze. 
they arc likel y to be filled with green pigment, especially 
among the fo liage. St:amells represented by tillY dots form a 
conspicuous clement in the design. Yellow seems a favorite 
color, and is often com plemented by lavender. 
Although Dubois' dates arc given in most sources as 1756-
1757, there is evidence of his having been at the Factory in 
later years. We cite ill this cOllllection a vase of 1763 in thc 
MetTopolit311 Museum 's collections (50.2 1 1.1 56b), on 
which his mark, a feathery twig, is found. Here the flowers 
are combined with fruit , alld the handling is more accomp
lished. The mark also occurs on seven furn iture plaques in 
the Kress Collection, all dated 1764. These are installed on 
the tlilipwood cabinet no . 19 (sec description, p. 124). 

J EAN - CL A UD E DUP LESS IS, peTC 
(working 1747- 1774) 

One of the greatest innovations of the Vincenncs-Scvres 
organization was the launching of new designs for porcelains. 
In che early years o f the Factory, Duplessis was in charge of 
forllls and modeled decoration; later and until his death he 
cominued to design and make bronze mountS for the 
porcelains. This gifted designer, sculptor and bronze foundcr 
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XXI. Origill~l pbster model ;It the Manuf.1CtUre N:uionak, Si:vrcs, 
of a ViISI' Og/hl ,I Trllis Pirrtin (d(,'~i gn aurihwed to Duplessi~) 

corresponding to Cat. no. p of thi ~ catalogne. Photogr:lph (,OUrfcsy 
of the Mllluflcmrc N~tionak·. sevrcs. 

was nominated Goldsmith to the King in 1758. He was of 
Itali:'Ill origin, his true name being Ciamberlano . 
In the wide variety of fo rms :m ribu ted to his hand, several 
fea tures re-occur consistently. When the shapes 3re simple, 
with little rel ief ornament, they generall y burst into 
scu lptural interest at the mouth or neck . directing the eye 
upward. Thus. handles arc attached to plain bodies, while 
conversely they are minimized or evcn elim inated w hen the 
vessels have allover relief. When 110 separate stem or soclc 
exists, the lower part of the body tends to be marke<lIy 
constricted and thcn to splay o m again. Th is cOll5tr iction 
imparts a sense oflighrncss to thc entire volullle. 
III the Kress Collection, only three pa irs of objects (nos. 33ab, 

36.1b and .j3ab) are trac~'3b le to Duplessis through Factory 
tradition. Diverse as they arc in nature. e\'en the wall 
sconces and tlte ,,/IS,'S II of rill('s show analogies to c3ch 
other and to olher o~iec ts in the colleclion. For c:-:alllple, 
all share the e:-:plosive upw:lfC!-aud-omward Icndrncy of 
the scrolling foliage, and the great bu lgi ng shoulder of the 
vasc is nOt withom relationship to tlte forward thrust of the 
ct.'ntral lIlember of the sconce. Also, there is a kinship 
between the small apertures of the 'eau' of the vasc and 
those in the cresting of the sconccs, wlli le the broken 
J>Ctalloid line of the mouth is echoed ill Ihe e\'erted scrolls 
of the ann terminals. 
Taking Vlses 33ab 19ain as a starl ing point, we find a 
relationship to the modeling of the pms-p(lrlrri no . .j2ab. 
Both designs have pronounced bIllU/,(1 forms. wi th decora
ti ve fields conceived as lobes. and in both the upper lobes 
take the shape of a compass cu rve with a clISped arch 
above it, leading the eye to Ihe bunt offoliageallhe vcr)' tOp. 
A further sculprural rcl:l.Iiollsllip exists between the shallow 
vertical furrows which in the vase COlt verge upon the neck, 
and in the POls-pourr; outline the trellises and bulb holders. 
It also seems reasonable to extcnd these comparisons to 
inelude the boal-shaped ]1m-pm"'; (no, 32), Ihe gondola vase 
(no. 35). and the small Aamb{'au:-: (no. 37lb) as works 
attribut:lble 0 11 stylistic grounds to the fertile hand of 
Dttples~ i s. 

To recapitulate, the following arc tradi tioll:1 ll y ascribed to 
Duplessis: nos. 33ab, 36ao, 43ab: b}' c:-:tension, 1105. 32. 
IIOS. 37ab and 42ab may be simila rl}' attributed. 

ET[ENNE- I-IENRI LE GUAY 
(working 1749- 1796) 

In tite words ofEmil l-lannover{EuroJ!1'1I1I Pclffl'llliu, p. 295). 
Le Guay phI' was '!llC most renowncd gilder of Sl·v res. 
whose mark is found in com pan)' wit h those of va rious 
painters, bu t also frequently alone.' Regrettabl}', the mark 
is regarded as indistinguishable frOllllhat ofI-ollis-Antoinc 
l e Grand , a paintcr and gilder who was connected wilh the 
Factory from 1776 ulltil 1 HI 7 (sec no te under no. 563b) . 
The gilding is notabl y featured on the objects in th e Kress 
Collection which bear th c initials l .G. T hese aTe vascs 
no. 56ab : thc cups and sa ucers nos. 57e through h (dalc
llIarkcd fo r ' 775, or before the advelll of Lc Grand); and 
thc magnifiecn t portrait vasc, no. 58. 
In distinguishing bctween Le Gila}, and Le Grand in 
connection wi th the portrait vase, it appears to be significant 
that in the RI'Sislfc d.,s Pci"IrI's at Sevres, the volullle for 
t777- 1780 carries all cntry for ' l e Gllay. Doreur' on page 
167, bu t makes no mention of le Grand. 
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XXII. ['and rrom tksk Cat. no. 22, marked with the scripl L or Levc and dated ror 176R 

XXIII. MinialUn: dnck scene on Ihe jardiniere Cat. IlO. 50. willi 
Morin's mark and the date Ir{ln for 1770 

XXIV. Center of ono.: of the Iwclve pla<]LlCS by Noel d~rel1la rked 
1764--65 Oil Ihe cabinct C al. no. 19 

XXV. Itcversc of Ihcj1ambeaJJo\" C al. ]1OS. 37a-b, datclllarkcd for 1759, but lacking arlist's mark 
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DENIS LEVE (working 1754-1805) P L 0(. also 

Thc acccptcd mark of this paintcr is a roman 'L', and thc 
script L appcaring on twelvc floral plaques of our hOl/hellr-dll
jOllr (scc p. 135) is sccmingly not rccordcd. Honcy, howcvcr 
(Ellropea/l Ceramic Art, vol. II, p. 569), rcproduccs thc full 
signature: as it appcars on a spccimen in the Franks Collcc
tion in thc British Museum, and the correspondcnce of the 
handwriting encourages us to accept our mark as reprcscnt
ing Levc, as does thc painting (scc fig. XXII). 
LcvC's flowcr painting on the abovc-mcntioncd plaqucs is 
rathcr pcrfunctory, lacking the crispncss of dcfinition 
achievcd by many of his collcagues. His lcaves are sporadic
ally shadcd with minute sepia hatchings and are somctimes 
outlined in black, a color he also uses for stems. Leve shows 
a fondness for hollyhock and convolvulus, although he 
scems to avoid using thcm togcthcr. He is alone among the 
paintcrs in this collcction in reprcsenting lilacs or spcar
shapcd pale lavcndcr raccmcs of flowcrs rcscmbling lilacs. 

THE MASTER OF THE LUMINOUS LEAVES 
(flourishcd 1759-1782) 

Rather than a singlc hand, possibly a small group of artists 
is rcprcsentcd, sharing a palctte more transparcnt and 
thcrcfore morc 'luminous' than thc rcst. In the Kress Collcc
tion, thc picces that illustrate this manncr of painting are 
further ticd togcther by the calligraphic similarity of thcir 
factory marks, which are symmctrical and dotted at the 
intcrscction of thc L's, although artists' marks are abscnt. 
Similar examplcs offloral painting with transparent ycllow
grccn lcaves have been found in othcr collections. Among 
thcse is a dcsscrt dish (no. 39) in the Frick Collcction bcaring 
thc unrccordcd mark 'a: m' (sce Hovcy, Potteries al/d 
Porce/aills, vol. VIII, pI. LIII-B No.8). The Wallacc Collcc
tion owns a pair of pcdcstal vases closely related in form and 
dccoration to our nos. 37ab through 39ab, but thcy arc also 
unmarkcd. Sce no. 39ab in this cataloguc, and compare 
fig. XXV. 

MORIN (working 1754-1787) 

Although Morin is known primarily for his marine views 
in the manner ofVernct, the 'M' credited to him occurs also 
on vascs paintcd with putti and camp scencs. Thcre is a 
noticcable irregularity in the quality of draughtsmanship, 
which fluctuates widely according to thc subjcct mattcr. 
His dock hands are coarse and sketchy, somctimcs ill
proportioncd and awkwardly poscd. Thc faces, outlincd in 
copper brown, are painted with grcat vigor, thc hair 

gencrally stiff and bristly. Hands are summarily trcated or 
even avoided. Feet are shown eithcr pointing toward thc 
obscrvcr (whcn they arc grcatly forcshortencd), or in full 
profilc; often a singlc figure will illustratc both. It is as if 
the artist paintcd thcse sccncs hastily or carelcssly, in an effort 
to kccp abrcast of taxing dcmands. His dock sccncs are 
relatcd to thosc that appcar on Battcrsca enamel of about 
1755; thc rescmblance is so close as to imply a common 
source of inspiration. 
In contrast, his military figurcs in the Krcss Collcction are 
trim, polishcd and mcticulously portraycd, as by an 
admiring hand. Yet, vases XVII A 16, 17 in thc Wallace 
Collcction illustrate camp sccncs in a manncr that is com
p~t~nt, .but not sparkling to thc dcgrce of ours. The sharp 
dlstmctlon bctwccn the handling of marine vicws and 
military subjccts may somc day be resolved by bringing to 
light the idcntity of anothcr artist employing 'M' as his mark. 
Cupids by Morin, not represcntcd in this collcction, are 
fl~bby and pale, lacking thc ruddy shading he employs in 
Ius adult figurcs. The hcads, outlined in umbcr, are oftcn in 
profilc, with a dot sufficing for an eyc. Clouds, whcn they 
appcar, are in stormy grays and purplc, suffused with yellow 
on thcir uppcr surfaccs. 
Picces bcaring his mark are nos. 50 and 57a-h; othcrs attri
buted to him are nos. 45, 46, 55ab, 56ab, and 58 (sce fig. 
XXIII). 

GUILLAUME NOEL 
(working 1755-1804) 

.f'-
The mark of Noel -
above the factorYA 
mark, as found on 
the plaque in fig. 
XXlV. 

Hcrc again thc publishcd rccords arc in disagrccmcnt, with 
many claiming Noel as a paintcr of figur.::s, although several 
rcgard him as a painter of flowcrs, whilc dc Grollier 
(Mmllle/, p. 98) lists him as a flower paintcr and gildcr. 
Eightcen floral p,laques in thc Kress Collcction, installcd on 
the lo~ cabinct no. 19 and thc upright sccretary no. 26 
carry hls mark, thc scalcs of Libra, the scvcnth sign of the 
zodlac. Thcy all show a hand that is dircct and assurcd, thc 
painting ncvcr sceming laborcd. His noscgays have an S
shaped axis, of which onc or somctimcs both ends touch thc 
margin of thc white rcscrve. Two largc blossoms gcncrally 
occupy thc centcr; almost always onc of thcsc is a rose, look
~ng ~rm and. solid, its dccply shapcd ccntcr rcvcaling little 
mtenor dctall but oftcn outlining onc or more tooth-like 
tips of petals at thc cdgc of thc opcning. Customarily, thc 
roscs arc also highlightcd on the sidc facing the center of thc 
composition. Cow parslcy, of eithcr one or two 'ticrs', 
generally droops from the lower half of his floral clusters. 
~he lcaves havc a distinct bluish-gray tonality, with a high
hght that tends to stop abruptly at the midrib (sce fig. 
XXIV). 



Si! VI!ES l'OnCELA I N$ 

)1;)1;1'1. Origill~l p!aster modd ~t the M;ulllfacrure Naliollnlc de 
S~\"rcs, of lhe form kll()WIl as ViIS" C~"'lIIh' tic Hiris, correspOtHlilig 

to no. 58 in this c:lr.l logue. 
l~cpr{)duccd from Troudc' s Clwi.~ dl' Mo,t/NI's, pI. II S 

P1ERRE -AD 1UE N pAnlS(flourishcd 1775- 1800) 

J>~ri s \Vas an architect and ornalllcn t designer to Louis X VI, 
who made models for Scvres, according to Mllc Marcelle 
llnmet, archivist of thc Mal1uf.1eturc NatiOnal de Sevres. 
In this respect he was the counterpa rt an d successor of 

Duplessis, although he created in the lIeoci:tssical vei n rather 
than the rococo. He showed a fo ndness for ovoid and semi
ovoid forms with flu ted necks and Jewelled' effects. 
In his definitive stud), of Scvres pattcrns, Albert T roude 
illustrates four vasc forms associatcd with the name of thc 
designer P:"iris. These arc reproduced in his C/lOix de M(J("~/('s, 
Paris,1897, plates 104, 115, 116 and 125. 
Examples with which his namc is associa!'ed arc vases nos. 
56ab, and 58. 

N ICOLAS PETIT,l'nrm! 
(working 1756- 1806) PT 

XXVII. l npis blue Siand, cbtcillarked for 176J and benring the mark 
P.T. By p<:rmission of the Trustees of the Wallace Collection, 

London 

Although nautical trophies arc associated with Asselin, 
Butcllx and other decorators, those of Pc tit have several 
characteristics which, raken in combi nation , may claim 
[hem for his hand . Thesc arc observed in [he three vnscs 
attributed to him in the preSCllt work. First is the usc of 
cattail-like rushes as:J. foil for hi s trophies, and second is the 
presence of a section ofbrallching coral, dccp red in color, 
at thc cemer of his compositions. Un like the delicatc colors 
of Asseli n, his are rich and comfasting. Unlikc Bu tellx, he 
is less prone to lacc the componcnt dements together by 
means of vines and garbnds; in stead, thcse remain distinct 
entities, or units within the com posi tions. Where vincs or 
wreaths occur, they arc supplemented by looped strings of 
rOllnd beads. Another point o f departure is his employment 
of namralistic colors: his oars and fish wci rs arc brown, his 
trumpets silver, in comrast to the purplish oars and golden 
metalwork so characteristic ofButeux. 
A model example of his cropllies is th:t.t i!1ustrared above, 
appearing on the stand of Falconet's bisque fi gure, /'AwoJlr 
M('//(lffllJt, at the W:t.lbee Collection. It bears the initials 
P. T. and the date letter for 1763. 
NidlObs Petit, ['nfue, is recorded by Brunet as a painter and 
chiefburnisher among the gilders. 
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P IERRE, /e jelllll:{working 1763-1800) 

XXVIII. Two versions of the mark of Pierre Ie jl'lIIrc a~ the)' appear on 
the jewel coffer, Dt. no. zo (left) arid on the bdy's writing desk, 
Dr. 110. 2J, (righl) The firsl is accompanied by the date Iener for 

1770, the 5Ccolld by that for 1774 

XXIX. Panel from the lower right hand corner of Ihe writing slIrfaee 
of the desk (Cat. no. 23) in this catalogue. It is marked 1'7 aud has the 

date letter V for 1774 

In the twenty plaques inscrihed with one or die other of the 
ahove marks, certain minor differences in the manller of 
painting can he ohserved. The variations arc neither tOO 

numerous nor too pronounced to preclude their bei ng 
accepted a$ the product of a single hand. Seven of these 
plaques. marked p', occur on the coffcr no. 20; these 
date frolll 1770. T he remaining thirteen, marked p7, arc 
moullted 011 the lady's writing desk no. 23; thcy date 
frolll 1774. Thm the passage of time bctween these tWO 
groups may he suAicielll of itself to account for the slight 
shift of style detailed helow. 
III any event, the w ri ter takes the position that there is not 
enough evidencc at hand, either in the marks or in the 
painting, to warrant their dear attribu tion to more than one 
painter. Nevertheless, arguments for considering Pierre 
I'lIl/I/! will he exam.ined :l.t the close of this description. 
Doth groups have these points in com mon: they arc excep
tionally rich in the variety of blooms represented, and arc 

painted with a vitality tim bespeaks the hand of olle who i$ 
enthusiastic :l.botH flowers. So also docs the h.igh ratio of 
blossoms to le:l.ves. The approach is very assured, resulling 
ill a broad handling rather than a botanically descriptive 
style. Lastly, they 311 share the same bright pastel tonality, 
feamrillg light yellow. 
The first group, marked with P', is chiefly characterized by 
the lise of fruit (peaches and a sectioned fig) in two of the 
larger compositions. The choice of flowers seems to favo r 
hollyhocks, carnatiollS, pinks :l.nd clematis. Cow parsley is 
drawn schematically, ill hcrringhone strokes, while corn
flowers :l.tl d hollyhock buds have clusters of milllltc dots ar 
thei r centers, su rrounding the bases of the violet stam cns. 
Tiny pods resembling ha rebells arc colored iron red and arc 
usually divided hy a slit into two almost equ:tl p:ms. llcta ls 
arc modeled in whi te, sometimes whitc-on-white; sh:tding 
is worked ill pale blueanc1 deep p111111. Large leaves :tre high
lighted in white, and smallleavcs, as 011 garbnds, arc some
ti mes pea green along olle side of thc Stt'm and dark sage 
green along the other. The compositions display a strOllg 
tendency towa rd clockwise rotation, with branching 
motives appearing at the lower right. All of these tra its arc 
evidenced in the coffer, no. 20. 

The second grOllI', marked with (17, shows the following 
particllbrs. T here is a partiality for species that arc only 
infrequently used by other anists: honeysuckle. jewel weed, 
daffodils or jonquils, :tlld an unidentified pod-shapcd flowcr 
sccn al the lower left offig. XXIX. Cow parsley, represented 
in profile, is skelched as a si ngle line of shorr zigzag strokes 
resemhl ing propeller blades. Anemones :tre usually rose
colored, with contrasting centers and outer collars in a third 
color. Poppies or m lips arc likely 10 he the most prominent 
blossoll1s, their cen ters, under Ill:tgnificarioll, disclosing 
minute dots like those of the cornflowers and hollyhocks of 
the earlier group. Tufts of gmsses and cornflowers fill the 
spaces between larger flowers aroun d the perimeter, and arc 
occasionally represellted with hroken stems. T he corn
flowers :l. re fu rther characterized by their whi te and cla ret 
red stamens, wh ich pl1Sh out berween the petals. One other 
subtle distinction : the compositions arc !lot always placed 
squarcly with in thei r frames, rcsulting sometimes in a 
crowded look along one side. These dctails ma)' bcobserved 
on the small desk, no. 23. 
S0111e furl her comments concerning the possibility of:l. 
second artist must be made. These arc closely bound up 
with marks and their inrerprelation. First, we mllSt defend 
the mark p' as an admissible variam of P7. The latter is 
generally acknowledged in the stamlard checklists as idcllli
fying the work of Pierre h' jl'uu(', although it may be men
tioned th.at Brunet (MllrqUl·s. p. 39) regards both marks as 
indeterminate. There appears to be nothing in die H.'cords 
at Scvres to clarify the problem. No attributioll to Pierre Ie 
;CUIIC on the basis of an ul1:tccred ited 1I1:trk can be made 
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w ithou t considering the cider Pierre, whose career at SCvrcs 
ovcrb ppcd his son's between 1763 and 1765. the period of 
the " b ellies described here. Honey and Bruner list tlus anise 
solely as a g ilder, w hich would make :l.Il y consideration of 
his mlrks (a nd there arc morc th.111 one) superfluous to the 
present problem. However, C havagnac and de Grollicr. as 
well as Jaqucman :lIld Lcbl:UlI , 3vcr that he was a painter of 
Rowers :md bouquets. Neither position is substantiated by 
doculllcllIcd porccl:ains. Sty listic analysis of tile plaques 0 11 

nos. 20 and 2J :argues that a single artist, Picrre /cjl'lIu(', be 
identi fi ed Wilh IIle marks p' and p7, 
A comparable sty le of Rower pai nting. observed all nos. 19 
and 22, is fOll nd in association with six very d iversifi ed 
ma rks belonging to the period 1765 to 1768. These marks, 
IInascribed ill any source, Illa y represent a circlc of artists 
worki ng in close associati on wi th Pierre ICj" IIIII" They :Ire: 

J" JV ~ (on 11 0. 19) :lnd ~ ~ 
~ (on 11 0. 22), all belonging to rhc pcriod 1765-

1768. 

PH. E V OST /'ai,,/ (work ing 1754- (793) H p 

xxx. Mcdlll ioll ~ 01 1 yaws Cat. nm. 53J-b, lIIarh·d in rMC with the 
initials I-I II 

Sevcral tricks of composit ion seem, on rhe b:lsis of thc two 
lIIed:l ll ions illustr:ltcd above. to afford :l key to tb is p:li lller. 
Most r('adily :lpparcll t is 11is practice of building his bouquets 
around th ree large blossollls (here pink . yellow an d w hite). 
Thcse arc elosel y compactcd in to a triangu la r arrangcmell t, 
yet all face away fro l11 1heir COIIIlllon center as if their SIems 
convergcd towards a singlc poillt . The choice of full-blown 
roscs is certainly d istinctive; therc is only one firm-bodi ('d 
rose of thc morc usual type in thcse twO com posi tions. 
Agai n. Prcvo~ t is thc only art ist in th is collcction whose rose 
stcmS show thorns. Even more surprising is his treatlllent of 

thc axial stelllS. They depart from the usual practicc by 
being cut off short and left to dangle withill a scmicircu lar 
loop of curling vines at the basco The concentration of pink, 
yel low and w hite at rhe core of his bouq uets may be 
characteristic. Highlights on his tintcd petals arc execmed 
by means of w hite hatchings, and on his white petals by 
cxposing tbe intense whitc of thc porcelain itscl( Lcaves 
tcnd toward a gcncralizcd pea green, l10t dramatic:lll y 
shadcd. One or tWO rose lcaves in each group rcpresent tin y 
rcddish- brown blcm ishes of the kind causcd by insccts. 
Although three painters and a g ilder with this surname arc 
recorded, the checklists assign this mark only to Prevost the 
eklcr. I-Ie is identified almost cvcrywhcre as a paimcr, but de 
Grollicr calls hinl a painter and gilder. Brunet narrows down 
his working period to 1754- 1759, which may be :ll1 error, 
considcring that the mark is found 0 11 a dish dated 1784 at 
the Victoria and Albcrt M useum (C 247 1- 1856). It should 
bc noted that the same lIlark was also used by Prevost thc 
gi lder (working 1757- 1797) . Thc cvidence fo r tbis is a 
platc datemarkcd 1778 , again at the Victo ria and Albcrt 
Museum (C 3643-1865) , 011 which these in itials appcar 
along wi th thc marks of the paimers Barn: and C happu is. 
Thus wc havc still ano thcr instance in which a g ivcn mark 
was cm ployed by t WO anists having the same surname. 
Com pare tile parallel situation w ith rcspect to Tandart and 
Vincellt (below). 

JEAN-B A PT ISTE TANDART (wo rking 1754-1803) 

••• 
In considcrin g the three-d ot mark it should be mentioned 
at the OUtsct that there is a possibility of confusing the work 
of tWO artists having thc same surnamc. According to the 
check lists, the mark dcsignates C harlcs Tandart, active at 
Scvrcs from 1756- 1760. T hc published records also acknow
ledge at lcast one o thcr Tandarr, Jean-Baptiste, who was 
cmployed from 1754 to 18°3. All importalll d istinction to 
kccp in mind is that although these two carccrs ovcrlapped 
frolll 1756 to 1760, thc onl y Krcss material ha ving any 
relationship datcs from about 1765 and after. 
Among thc documcntary designs of interlinkcd w reaths is 
that 011 a saucer (fi g. XXX I), marked with the T andart 
symbol and thc date leiter fo r 1767. Thc motive is found 
again all a similarly markcd covered cup of 1766, re
produced in thc W allacc Collecrion C(1(a fj~'1 u r fo r 1927. 
p. 126, 110. X II C 145. 
Support fo r Jean-Baptiste T andart as the user of the thrcc 
dots in these Iatcr ycars is fou nd all10ng the Scvrcs records 
of assignmeTlls :llJocatcd to individual artistS. U nder 
'Tandan ' the fami liar Illark appears in a registcr dated 
178 1- 1783. At our requcst, Mile Brunct, archivist at Scvrcs, 
graciously invcstigatcd the records takcn by C ha vagnac 
from the pay sheets, btl! could find no indication that 
C harles Talldan was employcd in those years. Thercfore we 
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XXXI. Dcsign from ~ saucer with the Tandart m~rk, thc gift of 
n. Thonlton Wilson 10 the Metropolitan Muscum of Art, 111 

memory of Florence Ellsworth \Vilscl11 

XXXII. Undaled pbque from Ihe door o fTbe cabin('1 Cal. no. 18, 
marked with three dots for T:mdart, and a [I for the gi ld<'r 13oubng<.'r 

arc encouraged ro credit this Illark to Jean-l3aptiste Tandal"t , 
whose dales arc in :agreement. Com pM:able instances of 
m:arks being ' h:anded down' to :another member of the 
f.1mil y arc tr:ace:able in the c:ase ofX lt rollers and the Bouillats 
(sec Metropolitan Museum Bulll'lill , M:a y, J960, PI', 28 J-
284). A similar situation exists with the Prcvosts :and the 
Vincellts (q.v.). 

Fu n her suppOrt for the attribution to Jean is the evidence 
of a uniform sty le in the p:aiming of flowers on exa mples 
carrying the three-dot mark and data ble after 1760. The 
writer has recorded these under the description of the 
Tandart plaque belonging to cabinet (no. 18). The follow
ing tra its appe:ar [Q be characteristic: occasion:a l blosso ms 
arc graded in color frolll green to white [Q pink . Yt"!low 
petals :arc outlined in white impasto. ilroken Stems arc 
avoided in depicting grasses. Holl yhocks and jonquils arc 
conspicuous here by virtue of being :absellt in the other 
plaques of this collection. Tulip stems :tre transvl'rsely 
Ilatched in white. Leaves have a Illuddy appe:l.Tance, par
ticularl y the dark er oues. They arc indistinctly veinl'd with 
gr:a y-black, curving strokes, and the midribs tend to divide 
them equally imo deep green and yellow green portions. 
A model example o f wreaths painted by the sallie hand is the 
covered cup at the Wallace Collection, referred to above. It 
employs triple interlinked wreaths: one of roses entirely, one 
of bay leaves, and a third prin ci pally of cornflowers. though 
interspersed with blue roses, pllTple harl'bells and iron H,d 
blossoms. The CLIp and sa ucer:lt the Metropolitan Museum 
afe decorated to the sa me formula. Thl' wreath of roses 
shows twO or three clark red eOl11ma-sh:aped brush strokes 
at the center of each blossom. The bay-leaf wreath has an 
opaque quality, with e:lch leaf being two-toned, some end
in g in tin y brownish-red tips or bt'rries. The mixed flowers 
of the third wreath omi ts the cornflowers bm employs 
six varieties ofblossollls in pink, blue, violet and brownish
red, interspersed with leaves, usually in pairs. 
Among the Kress porcelains, the only signed example of 
Tandart's work is the large plaque found in the Carli n 
cabinet, no. 18. The decorative wreaths Oil vases 45ab and 
47ab , arc here attributed to him. 

xxx 111. Minialllrc from lI lt' 11M,' Iinl/,lIuftli$, C~I. no. 40. bearing 
Vicillard's mark :md Ihl' (iJlc k'lIn for 1760 
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In a list of thc pcrsonnel at Scvrcs in [78o, Alben Jacqucmart 
and Edmond Ic illant (His/oirc, p. 511) classify ViciJlard 
among figurc paimcrs of the dl'u",icllle dasse. Curiously, 
there is a markcd differcnce betwccn Vicillard's handling of 
figures and his treltment of buildings. Thc former arc boldly 
sketched and strongly colored. The faces arc almost primi
tive in thcir harshncss, with the eycs outlined in fi ne black 
penciling. On the other hand, his architecturc is almost 
insubstantial, with stolle walls taking on a pink tonality_ 
Foliage in rhe foreground is treated simply and directly, 
with broad-leaved shrnbbery being shaded in blue, and 
springing from decp copper red earth. This is in extreme 
contrast with distaJl[ trees and hills, which arc misty and 
tend (0 dissolve in a palc blue haze. 
Threejardin iercs in the Kress Collection (nos. 40 and 4lab) 
bear his mark. Three jardinieres in the Wallace Collcction 
(nos. XVI I A 8-X VII A[ 0) offer additional signed examples 
by this hand. 

1-1 ENR Y -FRANCO IS V I NCENT Il!j(·rtlll~ 
(working 1753 - 1806) 

2, 000 
In the checklists of marks, the symbol '2000' is gcncrally 
ascribed to Vincent (J,ue, together with the dates 1753 to 
1758. I-laney (Ceramic IIrt, vol. II , 1'. 570) observes that 'The 
mark occurs on a tureen in the Franks Collection (British 
Museum) wi th the date-letters kk (for 1786) suggesting 
that either Vincellt nil/c continued to work at rhe f.1 ctory 
long after 1758 or thar the mark was used by his brothcr or 
son.' For similar inst:mccs of duplication sec Prevost and 
Tandart, above. 
It is of particular intcrest that the Vincent mark, represcnti ng 
a gildcr, is the only mlrk of a Sevrcs artist inscribed consist
cntly in gold. While it would seem natural that a dccorator 
would sign his work with whatever color was lcft in his 
brush, it must bc significant that Vincent's fellow gildcrs 
wcre normally designated by marks in bluc. 
Two urns in this collecrion, no. 59ab, carry this mark. 

M LLE X I-I R O UET (working [772- 1788) 

According to Mllc Marcelle Drtmet, :uchivist ofScvres, the 
first xhrouet (or Sccroix) em ployed at the Factory was an 
illiterate bndscapc painter whose Illark was, appropriately, 
an X. His work period lasted from 1750 to 1775. In 1772 
his daughter jOined tile cstablishment as a flower painter and 
gi ldcr, and remained umil 1788. Two examples of flower 
painting in the Kress Collection, signcd with an X, bear the 
datc 1773. These arc plaques installed 011 the doors of an 
upright secrctlry by Martin Carlin (sec PI'. 144-148). 
In an effort to determine whether the cross mark had bccn 
assumcd by the daughter (for wholllno mark has been pub
lished), wc were rewarded by an entry in the R(:~jslr('s d!~s 

XXXIV. TIle Sevfes mark accompanied by 
rhe date letter fOf 1773, Jnd the X of 
Xhrouct. They oetur on the pancl iIJus~ 
rfl[ed here, illS~lIed 011 rhe abinet Cat. 
no. 26 

Pdmfrs at Scvrcs for the years 1777-1780. Th is itemizes a 
list of work completed by 'MI le Xh rouet', with the lIlark 
of the cross at the top of her page (vol. I, p. 28 1). 
The following traits Illay be singled out as indicative of the 
hand of Mile Xhrouet. Perhaps most conspicuous is the 
practicc of f.woring underside views of blossoms, as is 
done with roses, poppies and anemoncs in the twin plaques 
referred to. Other blossoms arc treated in sharp profi le, 
leaving onl y a few roses and anemoncs turned full y towa rd 
the observer. Furthcr, the flowers arc so arranged that the 
brgest and most deeply colored arc massed at the right; so 
too arc the broken stems of grasscs and harebells (or fox
glove?) . Undulating vines trailing from the bottoms of the 
baskets arc favori te motives, and the choicc ofhoneystlck le 
for this purpose has not been obscrvcd by liS in the work of 
other artists. T he use of a pansy is in itSelf a rare occu rrence, 
and the promincnt iron red pansy outlined in gray may be 
id iosyncratic. The blue-grecn tonality of poppy leaves,with 
blue highlightS, seems also to bc a personal preference. 



PREFATORY NOTE 

In attempting a survey of Scvres porcelain, one may ideally 
hope to find that each piece bears four or more marks con
firming the identity of the factory, the painter or painters, 
the gilder and the year of manufacture. In practice, however, 
the extreme lack of consistency to be observed in these 
marks, quite apart from the mistakes made on spurious 
pieces, generates a serious doubt as to the ability of the 
factory to enforce a uniform marking system. 
It happens that among the porcelains of the Kress Collec
tion, only four pieces (nos. 57e-h) are fully marked, in the 
strictest sense of the term, to reveal all of the factors in
dicated above. Twelve others lack at least one of these 
indicators, twenty-two are even less completely marked, 
and fifteen have no painted marks at all. 
From this it may be seen that the collection offered a con
siderable challenge to the Museum when the magnanimous 
gift of the Samuel H. Kress Foundation was received. Here 
was an opportunity, not alone through the vases, but also 
through the furniture plaques, to learn something more of 
the dating of the styles as well as the identification of the 
artists by making a series of painstaking comparisons with 
other more adequately marked examples. Although the 
Scvres material at the Metropolitan Museum of Art is un-

32: Figs. 135-136 

ROSE POMPADOUR POT-POURRI VASE. 
Datcmarkcd for 1757. 58.75.89a,b 

Type. Vase vaisseau a mat. 

Height. 17! inches. 

Description. The imaginative shape of this vase is regarded 
as an allusion to the single-masted vessel in the ancient coat
of-arms of Paris. Along the shoulder is a series of 'porthole' 
apertures, and at either end a shaggy Triton head, from the 
mouth of which protrudes an ornament resembling the 
prow of a Grecian galley. Its intricately pierced cover rises 
to suggest a mast enclosed by four gold rope ladders alternat
ing with openwork panels of rose-colored imbrications. 
Draped in a loose spiral about its upper portion is the blue 
and gold pennant of France. The lief is attached to a stand 
having four scrolled bracket supports. 
MEDALLIONS. At the front a cartouche, in the manner of 
Dodin (see p. 178), depicts two cherubs with fluttering 
yellow and blue draperies, soaring upon clouds. The figure 
at the left wears a floral chaplet and supports a flaming torch 
on his left shoulder. 

usually extensive and varied, it did not offer enough such 
documentary examples to make possible the complete de
cipherment of many of the Kress Foundation porcelains. 
For this reason, the study was extended to collections else
where in America and in Europe with the result that the 
numerous attributions made in the following pages, whether 
referring to an artist or a date, have been fortified by the 
most minute inspection of completely marked and well
authenticated examples in a dozen outstanding collections. 
It should also be noted that almost all of the following 
headings incorporate in italics the original French designa
tions for the various types of vessels. Wherever these names 
have been omitted, it is for the reason that the eighteenth 
century term has not been sufficiently well established in 
contemporaneous documents. 
The generous use of gilding serves to set Scvres porcelain 
apart from other contemporaneous French porcelain. 
Indeed it was a royal prerogative, withheld from rival 
factories. As such, it has not been deemed necessary to 
describe in detail the character of the gilded ornamentation 
on each of the following vessels. The photographs give a 
very fair indication of its role in contributing to the precision 
and the opulence of the total effect. 

The companion medallion by an unidentified hand illus
trates a cluster of pink and yellow roses from which radiate 
wispy vines and stems of smaller blossoms, among them 
cornflowers and honeysuckles. The cool colors and the 
painting style correspond closely with those on a rose 
Pompadour vase (50.2 I I. I 5 8ab) at the Metropolitan Museum, 
in which Dodin is the companion artist. Closely comparable 
floral painting is to be observed in a fully marked vaisseau a 
mat of 1761 at Waddesdon Manor. 

Condition. The interior reveals a fire crack at one end, and 
a small chip inside the rim. 

Marks. This mark in blue appears to offer an instance A_ 
in which an intended date letter was placed below, ~ 
rather with within the crossed L's, mark of the 
Scvres manufactory. The 'E' is presumed to represent E . 
the year, since there is no record of such a letter among the 
eighteenth century decorators' marks at Scvres. 

Artists. The modeling of the form is attributed to Duples
sis, pere; the figure painting is in the manner of Dod in. 

Contemporary Documentation. Archives, Sevres, 
Vel/fes, vol. 2, p. 78, for December 30, 1758: 'Vente Comp
tant faite a Versailles, a Monseigneur Le Prince De Conde ... I 
Pot poury a Vaisseau Roze Enfants. 1200 [livres].' 

193 
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135- '-1/\, Hose POl11pado ur I'ot-po urri V35C (Cat. 110. 32). tWO vicw~ 

Comlli ents. Because of its intri cacy o f design, the r'aissrall 
n IUllt represents olle of the costliest products of Sevrcs. In 
the plaster Inodd prcsL'rvcd at the r.,ctory(Troudc, M()(/cil's, 
pI. 92), :I sail furled 011 :l sblltin g yard lies across o lle of the 
rope ladders. while the pennant and !Il:lsthcad arc absent. 
The proporriolls :Hld Ilumero us dct:lils :l fC considerably 
refmed in the resul tant porcdain version. Sevrcs r.1crory 
Imdi t ioll holds that it W:lS designed by Jcan-Cbudc Duplessis 
p,~rc (workin g (1747- 1774), goldsm ith to Louis XV frolll 
1758 on ward. Fo r :l 1110 r c derailed account of this artist, 
sec notes a ll pa ge [84 r. :above. 
It is ilHcrcstin g to observe that :l ship wi th IK'll llant and a 
Illask at Ihe bow is the principal elelllent of an undated 
design fo r a decorative panel allegorical of Water, by 
Maurice Jacqucs (1712- 1784), probabl y published between 
1737 :l1ld 1740. For a fuller account of Jacq ues, sec no tes on 
Croo!l\e CO llrt , page 16. 
The style of the figure painting comparcs f.worab ly with 
that o f Dodin, as observed in the cherubs painted by him 
011 a blue-green candelabrum in the Wallace Collection and 
dated 1756 (Verier, 5 '\ll r("5, p. 203, pI. 28) . 
All known surviving vases of this type c l.rry the banner 
o f France w ilh gold AClIr-de-lis, suggestin g that they 
were commissioncd by members of the royal f.1mily. 
The account book s ofScvrcs itemize on ly onc Ilase 1IIIiss/'au 

as having a rose g round with decoration of cupids; the 

Kress vase is the onl y published exa mple that meets that 
description. Thus it corresponds to the one purchased in 
1758 by the Prin ce de Conde. It shou ld be no ted however 
that this vase is of a so mewllat ridler rose co lor than its 
cover, perhaps indicating that the two parts were lIot pro
duced simultan eously, especiall y since the control of this 
delicate color, cvell durin g its best period (1757-1764), 
d id no t remain consta nt. Another observation affecting 
th e cover is that it cannot be reversed, but fits con
formabl y only when the pennant is vicw:tble over the 
Aoral c:trtouche that ornaments the reverse si de of the 
vase. The attadl ed porcelain plinth of this example 
represents the usual COllSttl1ction for the type; only on e 
exception is known to the writer amon g genuine IilliSS/'au.\" 

and their nineteenth centu ry reproductions. This is the 
eighteenth century example presentl y at the Walters An 
Gallery, Baltimore, in which the scrolled stand, now re
placed by Oll e of wood, may be presumed to have been 
detad lablc. The situation is somewhat <lifferent with respect 
to stands of the same design w hen used with vases of the 
gondola type, as explained under vase no. 35 below. 
AlthOllgh rose Pompadour porcelains :tre sometimes date
marked for J 757, they do not appear in rhe sales records until 
J 758, possibly because their release was reserved by the 
King fo r some unrecorded reason. It is tempting here to 
indicate that the winter sale at Versailles during 1758 coin-
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cided with the th irty-seventh birthday of the Marq uise dc 
Pomp:ldouL As to rhe association of the Marquisc's namc 
with thc rose color, howcver, it should bc said that the 
contcmporary factory records merely :tllude to thc color as , , 
ro;::c . 

COUlparable Examples. Of the few //{liSSl'all.\· /1 III/it 
recorded, oll ly fOUl" others in f()S,' POlllplJ(l,wr arc knowll to 
The writer: olle (in rose and green), e.\" coli. J. Pierpon t 
Morgan (Ch:lv:lgllac, Cml1l').I!IIC, 110. [09, pI. XXX III); two 
in a private collection in P:lris (one illustr:tted in Garnier, 
Soft Pdrcdaill, PI. XXV); :tlld a ile owned in 1862 by Lord 
Crewe (Sou th Kensington Museum, CI1f11/()~~IIl't Special 
Exhibitioll , j lllle 1862, sec. 9. no. 1280, p. t [II). The first of 
these was sold at the Parke-Dernet Galleries. New York on 
Janu:"lfY 8, 1944 and is described as [l0. 486 in the catalogue 
of that sa le. It is presently in a Sou th American private 
collection. T he Wallace Collection (Cox, Guidc, p. 68, 
pI. 28) and the Frick Collection (Hovey, Frick, vol. VUI , 
110. 7. pp. 34-36, 1'1. XXXIX) also possess single examples 
in :tpplc grccn :tlld dark bluc, respectively. Two othcrs in 
bluc exist in the Collection of Her Majesty the Queen 
(Laking, SC llres Parcelaill, 110. 18,1'1. 5), and aT the Walters 
Art Gallery(Cmaloglle ... HodgkillS, 1l0 . 30, ill llStrated). Lane 
(Gazellc des Beall.\" Arts, 1959, p. 4 1, fig. 4) illustrates OIIC of 
threc examples ill turquoise and la pis blue at Waddesdon 
ManOL 

Ex Call. The Vrincc de C01l(lc (probably); Si r Charles 
Mills, llart.; The Lords HiUingdon. 

E xhibited. South Kensington Muscu m, London, Special 
Exhi bition, June, 1862 (no. 1270 in the catalogue); Sassoon 
House, London, Three French Reigns Exhibition , 1933 
(no. 4<>9 in the c.1taloguc); Mctropolitan Muscum of An, 
New York , Masterpieces of Eu ropean Porcelain. [949 (len t 
anonymously; not listed in rhe c:l taloguc). 

Published . Princess Dibesco, Lil Reuaissallcr, Paris, J un e, 
1933, p. 12 1; I-I erberr Furst, ApI) /l;). London, April, [933. 
p. 11 8; George Redford, Art Sales, London. J 888, vol. I, 
1'. 438; Ca rl C. Daurcrman , Metropolit:ln Museum of Art 
Bulle/ill, May 1960, p. 286 and fi g . 13 . 

33a-b : Figs . 137-140 

PA IR OF TURQUO ISE BL UE VASES. D"c
marked fo r 1757. 58.75 .1 13- 114 

Type. Vast'.1 Iwilb. 

Heig ht. 1 2~· inches. 

Description. The body is of inverted pear shape, with a 
foliated mouth forking to form two short scroll handles 
which £:111 to thc shoulder. The rococo bordcrs of the 
reservc panels, and thc ogival arches lIpan the shoulder, are 
moulded in relief. 

137. Turquoisc blue V3SC (CLl. 110 . .I3b). obverse 

MIlJ)AL LJONS. Thc fOllr-lobed reserves on both sides arc 
paintcd with pai rs of cherubs Aoa ti ng UpOI1 bi llowing 
clouds and holding trophies of Love. All four pal1e1s 
cvidence the S:lme authorship. 

Condition. The condi tion is excellcllt, exccpt for several 
fire cracks inside O liC vessel at the rilll. ¥ 
Marks. The royal ciphcr encloscs tIll' dal e letter ~ 
E for 1757, :tnd is surmounted by a solid fivc-
pointed star, an unrecorded decorator's mark. E. 
The color is bluc. One (58.75. 11 3) also bears 
the incised mark: J 
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I J/;-I J9. I'lir of lur'luoisc bluc V1SCS (Car. no. lP-b), rcverse 

Art ists. The modelling of the fo rm is :Htributed 10 Duples
sis pt·r ... The decor:uor is 111lknown. 

Comparable Exa illpics. The type is represented elsewhere 
as follows: the Frick Collection (Hovey, Frill: Cl/lwi(/!/, 
vol. VII I, 11 0S. f! and 9. PI" 34- 36, pI. XXX IX): the collec
[ion of Alfred de Rothschi ld, 'London (CI1lIl'I~~ lIe, vol. II, 
no. 94 illuSlra[cd): the Wallace Collection (Verlet, SCllres, 
p. 20 1, pl. 19); Ihe Walters Art Gallery (Cllldl~r:UI', 1-lodSkiIlS, 
nos. 6-9 ill ustrated). Mention of an apple-green I'/JSI' II 
o",jlfj'S, decorated with cherubs and datemarked for 1757 is 
made by Lane (Ca'::('t/I' drs IJI'IIII.\" Arts, [959, p. 44). A pair 
in "'$I! P(/lIIplldllrtr is known in a private collection ill Paris, 

The original plaster model is illustrated in Troude (ModNI's, 
pl. 9')' 
Comments. The five-po inted star in solid blue is an 
unpublished mark which has not beef] encountered in the 
collections visited by the author. It is not usual to find pairs 
of cherubs paimed on both sides o f a Scvres vase of this 
period as in these two examples and the vase which follows. 
The rococo scrolls ill relief that border and in trude into the 
paimed rescrves resemble the "'poI/sse work of a goldsmith 
and represent a rare manifestation which has been observed 
also in a pair of Vincennes bIt'lI Wit'5fl' vases with openwork 
necks, in the collection of Mr. and Mrs. Charles 13. 



140. Turquoise blue vase (Cat. 110. 333), obverse. 
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Wrightsman of Nt'W York. Modified versions of this 
technique may also be noted in sl'\'erll of the pllSter models 
illllstr:Hed 011 pIs. 88, t02 and 108of Trollde. 
For the lnriblltion of the shape to Duplessis, sec notes 
all tlllt lnist on plgC t 84. 

Ex Ca ll . Sir Charles Mills, Ban.: The Lords I-lillingdoll. 

Exhibi ted. The Metropolilltl Museum of An. New York, 
MlSterpieces of Europeln Porcelai n, 1949 (lcnt lllony
mOllsly; not listed in the clmloglle) . 

Published. Carl C. Dalltennan, Metropolitan MuseUlll 
of Art BIII/rtia, Ma y. 1960, p. 290 and fig. 16. 

34: Figs. 14J-142 
T URQUOI SE BLUE "EA RRE D" VASE. 
Ahom 1755- 1760 58.75.1 12a-c 

Type. Umc amiqJJj' II of/·ill/,s. 

H eight, 1 I ~ inches (without plinth); plinth 2 inches. 

Description. This baluster vase with perforated earlike 
handles setting d ose (0 the body is frned with a four- lobed 
co\'er, and a replacement plinth of nineteenth century 
Min (On porcelain. 
M El) A I. I. I ON s, The dclicatc1 y mottled ground is reserved 

14J - 14;!. TUr\]llois.: bluc "carred" v~se (Cal. lIO. 34). two views 
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with two medallions bordered with rococo vines and 
garlands, depicting pairs of cherubs allegorical of Victory 
and the Arts, borne upon clouds. 

Condition. The vase shows a small chip in the glaze at the 
lip. The cover, which has been repaired and restored, 
formerly had a floral finial, as shown in earlier unpublished 
photographs. 

Marks. The crossed L's in blue are barely recog- ,,~ ~ 
nizable under the foot of the vase, where the W(;{ 
monogram appears, also J ' both incised. • 

The scrolled base bears the ermine mark tt' of the 
Minton porcelain factory in green, associated with the 
third quarter of the 19th century. 

Comments. This, like the preceding pair, represents a 
rare example of a Scvres vase with figural decoration on 
both sides executed by the same hand. 

Comparable Examples. The Philadelphia Museum of 
Art has this type in rose Pompadour (Kimball, Bul/etill, nos. 
43 and 48, pp. 93 and 85, pIs. III and V). An example in 
green exists in the Wallace Collection (Verlet, Sevres, 
p. 204, pI. 3 I). Two pairs in rose Pompadour in the collection 
of Alfred de Rothschild are illustrated (Descriptioll . . ., 
vol. II, nos. 82 and 83). The original plaster model is 
illustrated in Troude (ModCles, pI. 101). 

Ex ColI. The Lords Hillingdon. 

35: Figs. 143-144 

TURQUOISE GREEN GONDOLA
SHAPED POT-POURRI VASE. Date-marked 
(?) for 17S6 S8.7s.88a-c 

Type. Pot-pourri 'gol/dole'. 

Height. 14l inches; length 14! inches. 

Description. This fancifully boat-shaped vase has a broad 
shoulder pierced with four receptacles for bulbs and flanked 
by narrow reticulated panels enclosing husk chains and 
arabesques. The high dome cover is moulded in four lobes 
elaborately enriched with colorful floral openwork, and 
crested with a spray of blossoms. A scrolled, detachable 
stand completes the ensemble. 
MEDALLIONS. A cartouche in the manner of Boucher 
enlivens the front of the vessel. It depicts two cupids in an 
allegory of Music. On either side are five spatulate floral 
reserves continuing around to the back, which has a floral 
cartouche. 

Condition. Several short fire cracks cut across the foot 
ring of the vase; two are visible inside. There also are small 
areas of restoration at the rim and at the base. The scrolled 
base has been repaired. 

Marks. The marks, in blue, are crossed 
L's, and a script letter D, the latter un- 7\ .oZJ: 
deciphered, though conceivably an un- ~ 
conventional instance of a date letter in script. 

Artists. The figure decoration is attributed to Dodin; the 
modeling of the form to Duplessis perc; the flower painter 
is unknown. 

Contemporary Documentation. The Scvres books of 
sales (Archives, Scvres, Vel/tes, vol. 2, p. 48 t'cyso) record, 
under the account with Lazare Duvaux for the period July 
I, 1757 to January I, 1758: '2 Pots pouris Gondoles Verds 
Enfans Colorcs' sold at 1200 livres apiece. In M. Duvaux's 
own Li t're-loumal (pp. 357, 358), we learn that the following 
item was charged to the King, for whom he was purveyor: 
'Fourni a M. l'abbc Cte de Bemis, Ministre des affaires 
ctrangCres, pour Mme La Princesse de Zerbst, (parti Ie 26 
janvier): en porcelaine de France: ... Un grand pot pourri 
vert, d'une forme nouvelle, couvert d'un groupe de fleurs, 
les cart ouches peints a enfans, 1,200 I.' The entry is dated 
April, 1758. 

Comments. The basic similarity of form between the vase 
gOl/dole and the vase vaisseau (no. 32), suggests that they were 
both created by the same designer, seemingly Duplessis perc 
(working 1747-1774). There is some reason to believe that 
the 'gondola' form may have served as the parent design 
from which the vase vaisseau was derived. Evidence for 
their relative dating is afforded by the presumed year-letter 
D for 1756, appearing on the Kress 'gondola' and the one 
at the State Hermitage Museum, supplemented by the sales 
records at Scvres where, as indicated above, the first entry 
occurs during the latter half of 1757. The earliest date letter 
found on a vase vaisseau on the other hand is E for 1757 
(see Cat. no. 32), and the earliest entry in the sales records is 
dated December 20, 1758. 
It seems worth noting that of the four known vases of this 
type with green grounds, the two now belonging to the 
Metropolitan Museum and the State Hermitage Museum 
are marked with 'D's', while the remaining two at the 
Wallace Collection and the Philadelphia Museum are 
marked with 'E' s'. These letters if intended as date letters 
would indicate the years 1756 and 1757, respectively. Pierre 
Verlet has expressed the opinion (Art Qllarterly, Autumn, 
1954, pp. 233, 234) that the second pair represents the vases 
purchased by Duvaux for the King as presents to Madame 
de Pompadour and 'a princess ofZerbst'. Since the records 
ofDuvaux show that he acquired a pair of these in the latter 
half of 1757, it seems reasonable to assume that they would 
have borne cognate datemarks. The existence of one 
marked 'D' in Russia may very creditably be accounted for by 
the genealogical evidence of the relationship of Catherine 
the Great to the House of Zerbst. Catherine was a daughter 
of the Dowager Princess Johanna-Elizabeth of Zerbst, and 
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l.jJ. Turquoise gr~n gondola-shaped pOI-pourri vase (C~I . 110. 35). reverse 

also a sisler-in-law of the reigning Princess C II :u]otte
Wilhelmine-Sophie of Zerbsl. Duvall x charged one such 
gondola vaSl' to the aCCOlllll of the King in April. 1758. 
Si nce he added a surcharge of 109livres to the cost of the 
vase fo r packing. customs and sh ipping fees. it is more likely 
that Princess Charlotte was the recipient. She lived in the 
Duchy o f Anhalt. whereas the Dowager Pri ncess resided in 
Paris at tha t time, and for many ),ears thereafter. 
There remains the problelll of accounting for the cO ll lpanion 
gondob vase purchased by Duvallx in 1757. Cmiously. no 
menrion of ir is to be found in that merchalll'sjournal for 
the period July 1757 to March 1762. when rhe record 
terminates. Yet the following eIHT)' in the published 
appraisal of Madame de Pompadour's esure (Co r<lcy. 
1rll'('IIlnirl', p. ( 1) may throw some light upon the r.1te of 

rhat ornamem: '672 - Un gros pot pomr)' verd. forme de 
gondolle, couven avec mignature: prise deux cells qu:trante 
tivres.' Th is vase was in the apa rTment of rhe Marquise at 
Versai lles at the time of her death in 1764 (the reference to 

the decoration is unspecific. as :all of the known examples 
have pierced covers with modeled flowers. and painted 
miniatures on the vessels themselves). [t ma y be more thall 
a mere coincidence that the Hermitage vase and the one 
now at the Metropolitan MuseulII were constructed with 
det:achable stands (that of the former is now lack in g). 
while the porcelai n stands of the Wallace Collection and 
Philadelphia Museum exalll pies cannot be removed from 
the vases. 
While these considerations do not prove Ollr vase 10 be the 
very one which Louis XV is alleged to have given to the 
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144. TurqLloi,c gr,'cn gondoh-dlap-cd pOI-pourri vas,' (CaL 110. 35), obwrsl" 

mOSt inAuential woman of his court, the plausibili ty of 
identifying the presem example with that piecc sti ll rcmains, 
In addition 10 the pair men ti oned in the Sevrcs accounts for 
1757. only onc other green gondola vase is specified thcre, 
It is listed among cash sales 111ade at thc f.1Ctory a ll Scptem ber 
20, J 759. Tbe price was 960 /jll frs. but the purchaser is not 
recorded (Archives, Sevres, VI·llteS, vol. 2, p. 95). Unfor
tunately the preselll location of this vase is unknown. 
Our attribution of the figure p:limi ng 0 11 the Kress vase to 
Dodin is bascd on a comparison with thc chcrubs paimcd 
by him on a bluc-grecn candelabrum in the W:lliacc Collcc
tion, datemark cd for t756 (Vcr let, SClin's, p, 203, pI. 28) . 
For fnll er notes on Duplessis and Doelin, see notes on these 
artists on pages 178- 179 above. 

Comparable Examples. Three eX:llllples in grecn arc to 

bc found as follows: at tbe Philaddphia Muse' ll11l of Art 
(Kim ball. Bulll'lill, no. 37. p. 77 and cover illustration): the 
W:lliace Colleclioll (Verlet, S,'w/'s, p. 203, pI. ~5): and the 
State Herlllit:lgc Museum, Leningr:ld. In tbe third example, 
the reserves depict thrcc cherubs with musical instrulllellts. 
:lnc! trophies of Music. Two others in (I'S(' PI)III{1/1(lmlf :lrc 
recorded ill the collecti on of Ih ron Alphonse de Rothschild 
(Garnier. S(~{t Pflm/nill, pI. XIX) and in the Possc$sion of 
Her MrUest)' the Quecn, Windsor Castle (L:lking, SCl'rt'S 
PI1f(c/llill, 110, 14, p. 1.\ , pI. 3). 

Ex Coil. The M:lrqllise de POlllp:ldollr (probabl}'): Sir 
Cha rles Mills. Darr.: The Lords Hillingdoll. 

P ublished. Carl C. Dautcrlll:lll, Metropoli tan Mus('ulll of 
An Hll lli'lill, M:lY, 1960, pp. 289- 290 :lnc! fig . q. 
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14 5. IlO.l<' l'o111padollr ~kphal1l c311ddabrll111 va~' (Car. no. J(;3) 

36a-b: Figs. 145- T 46 

P A I R O F ROSE POM P ADOUR ELEP H ANT 
C ANDELA BRA VAS ES. Abollt 1758. 

58.75·90:lb,91:lb 

Ty pe . VaSt' (,Wlll"rl ' II 1,~lt'S d'N/pl/(/lIl. 

Heights. ' :5 ~ illchcs:md 1 :5 ~ illdl CS. 

Description. Eadl vessel, or balustcr shapc, is moulded at 
tile neck wi th a pai r or addorsed elephants' heads whose 
upcu r11{'d Irunks Icr11linale in a square mortise ror the 
iml'nion or:t candle sock('I. Two strands or white alld gold 
beads descend rrom behind the elephants' cars. Square 
plindl~. dcv:l(cd lIpon scroll rccl. support Ihe vases. 
ME)) A J. LION s. An all-over diagonal pattenl or miniatllrC 
nosegays occupies th e ilHcrslices crea ted by a ell'sign o r 
crisscross('d (,'SI' P"mplUfnu f ribbons, edged in gi ldill g. 

Conditio n. The glaze is illconspicllousl ), chipped 011 OIlC 

l,lephall t's check. Some carerlll restoratioll has been done on 

Ihe base and Ol1e corner or the plinth. The other plinth also 
shows restoration. 

M"k,. O"e ;",;",<1 m l' L 

Artists. The modeling or the rorlll is traditionally cred ited 
to Duplessis pht', Thc Rower painter is unk nown. 

Comments. This pair is apparently unique in its decora
tion. Four somewhat similar examples, with Aoral sprigs 
and crossed ribbons 011 a libc ground or the 1770'S, arc 
recorded in an inventory or 1779 at the !labis de Bourbon. 
Chantilly. The presel11 pair or vases ma y be attributed to 
the collection of Princess Sophia 011 the strength of the 
Slatemcnt by j oseph Marryat (sec rderence below). as 
follows: ·Mr. Charles Mills, ofCalllclford I-Iouse, possesses 

. a set or rose Dubarry Isic] rrom the collection or the late 
Princess Sophia; the laner vases arc not only unrivaled in 
delicac)' or colollr, but also in beaut)' ofrorm, which is not 
usual with Scvres porcelain.' Marryat calls these ' 1IIlSt'S 

/Juph'ssis' . 

Comparable Examples. Vases or this shape may be round 
at Waddesdon Manor (Lane, GIlZ('(/C des BClw.\· !Irls. 1959, 
p. 4 I, fi g. 2; also j ames, Wndd;.'sdml, p. I I , 1'1. 9); and at the 
Wallace Collection (Verler, Si: llfl 'S, p. 203, pI. 28). Five 
examples exist in the collection or Mr. and Mrs. CharlL-s 
B. Wrightsman, New York. au d a pair in rMe POll/fllldour 
is illustrated ill the cat:tlogue of the Alrred de Rothschild 
Collection (D/'srrip/ioll ... vol. [I , no. 89). All or these differ 
rrolll the Kress cx:tmple in decoration. The plaster original 
at Sl:vres is illustrated ill Troude (!vim/tIcs, 1" 87). wllere it is 
credi ted to Duplessis lJt~(e (working 1747- 1774). Similar 
elephant heads, in apple green and white porcelain. appe:tr 
on a pair o r oflll01U-1110l1l1 ted \Vall brackets in a private 
collection in Paris. 

Ex Coli . Princess Sophia (1777- 1848), daughter of George 
[[I ; Sir Charles Mills, Bart.; The Lords Hillingclon. 

Exhibited . South Kensington Museum, London , Special 
Exh ibition, [862 (nos. t272 and 1273 in the catalogue); 
Sassoon House, London, Th ree French Reigns Exhibition , 
1933 (110. 468 in the cat:tloguc); T hc Mctropolitan Museum 
or An. New York. Masterpieces or European Porcelain, 
1949 (lent anonymollsly; not listed in the catalogue). 

Published. Princess Bibesco. 1-11 nCllaiSSllll((:, Paris, j une 
1933, p. 1212; 1-1' BlIlIe/iu de rArl C/ IHoliemc, March 1933. 
p. 14[; Alrrcd Darcel. Ga.!n'I/I· dt's He/IUx-A,ls, September 
1866, p. 270; Herbert [~ urst, Al'o/lIJ, Lonclon, April t933, 
p, 11 8; Andre jacquemart, Gllzelll: dl's BCIlIIX-Aw, Sep
tember 1868, p. )2; Joseph Maff},at, A Hislllf)' of POl/er), 
1ll,,1 [JO(ee/llir/ , Nfrdial'lild lIud IH lldl 'm, London, 1868, p. 422 
and pI. 1[[, no. 6; Carl C. Dalllerlllall , Metropolit:tn 
Musculll or Art Buff£'liu. May t960. PI'. 290- 291, fig. 15 
and cover. 



q li. Rose Pompadour ckph~lll canddabrum vase (Cal. no. ,l6b) 



. 
204- SEv n ES ponCELAINS 

J.p- I.., s. I'~ir or rose Pomp~dollr alld IUrqlloi:;c blue R~lIlbca\l vases (CaL 110. 37a- b). reverse 

37;1-b: Figs. 147- 150 

PA ll t OF llOSE POM PA D OU J\ AND TUR
QUO ISE BL UE FLAM BEAU VASES. D"c
marked for 1759. 58.75.94- 95 

Ty pe. Pot-p"llrri /i /I/,b:-dlfs. 

H eigh ts. 9:' inches :lnd 9 t~ inches. 

Descriptio n. These vessels :Ire of clbbash form, with 
Openwork. decon tcd in fl)sr H )II/pm/ollr. turquoise blue :lnd 
gold. Springing from the shoulder of e:lch v:lse is a pair of 
slottcd c:lndle socke t ~ on pb11l-likc stems bound with whitc 
ribbons. The upper portion of cadl vase develops a blloon
ing neck pierced with trelliswork and c:lpped with a nosc
g:ly: the conStriCtl'd lowl'f portion expands imo :I pierced 
base with strap scrolls and :t six-lobed fool. 
M [!D ... t. L1 0NS. The hC:lrt-sh:tped reserves :lrc Jl:linted wi th 

sccncs in thc Tcnicrs l1l:lnner. attributed to VieilJa rd. of 
pe:ls:l1lt couples drinking and d:lncing. Those on the reverse. 
by an uuidelllified hatH!. preSent clusters of flowcrs in 
which roses, tulips and anemon es :Ire promi nenc. 

Conditio n. Rcp:l;rs :lnd rcstontion s h:lve been made to 
both sockets of 0111.' :llld :I singlc sockct of its comp:llliot1. 
There is also a SIll:lIl :lTe:l of rcstoration whcre thc body of 
th e former is constricted. 

Marks. Only OIlC eX:lmple is m:lrked. It shows A 
dottcd crosscd L's ill blue, cnclosing :I G fo r ~ 
1759· • 

Artists . The form is attributed to Duplessis JI(~rr, the 
figure decoration to Vicillard /'lIillll, :lnd the flowers to the 
'M:lster of the Luminol1s Leaves' who p:linted nos. J7:1- b 
to 39a inclusive. 

Contempo rar y DocuUlentatioll . In the s:lles records 
(Archives. Scvres. Vt"II/cs. vol. 3. p. , 8 verso), all ell try for 
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149- 150. I'~ir orrosc Pompadour :md IUfl1uoisc bluc flambclu VlSCS (C:It . 110. J7a- ]) , o\wnsc 

May 30, 1760 lists the sa le of '2 flambea ux ell trois colcuTs'. 
at 960 /i l'f(!s. While this may be a reference to wall sconces, 
another entry of the sa me date mentions '2 POtS pouris a 
llobecbes en Trois Coleurs' , at 720 IiVTI'S. Neither of these 
may refer specifi call y to our vases, which are actually twO
colored (not counting the gold). Yet the latteT docs apply 
to candelabra like ours, which have openwork bases per
mitting the insertion of dried flower petals. 

Comments. A variant. and possibly derivative shape is 
illustrated by Garnier (Soji PMcl"ilfiJl. pI. XXXV). lt presents 
the basic forlll , withom the candlc sockets, and is credited 
to the collection of M. Goode. 
The claim nlay well be made that candclabra of this type 
rank among the rarest products of Sevres. Our attribution 
of the figure painting to Vieillard is based 011 a comparison 
with examples bearing his mark in the Kress Collection 
(nos. 40 and 41 a-b) and in a garniture of three f.1n-shaped 
vases in the Huntington Collection (Wark. FreJlch Dec()f/lfi 1'1· 

ArI, p. J 12, fig. II I ). Thc writer's reasons fo r attribu tin g the 
model to Duplessis are explained in the Metropo[itan 
Museum of Art Bulle/ill for May 1960, PI'. 291. 292. Sec 
also notes on Dup[essis, Vieillard and ·The Master of the 
Luminous Leaves' in the Imrodllction. 

Comparable Examples. T he collcction of J. Pierpont 
Morgan formerl y contained :l. p:lir of /'115('5 .Ilil1ub/"I/II'\" 

similar to th ese, also decorated with Teniers scenes 
(Chavagn:lc, Caw/I).!?"!', no. t07, p. 8R, pI. XXX II). The p:lir 
was sold at the Pa rke-Bernet Galleries, New York, March 
25, 1944 and is described and j!lusrrated as lot 6-17 in the 
c:Haloglle of that sale. It is presently in a Sou th American 
private collection. The lI\ark of Dodin an d the da te ktter 
for [759 appear IInderfoot. 

Ex Co il. The Lords Hillingdon. 

Published. C:lrl C. DallteTlnall. Metropolitan Museum of 
Art Blllletill, Ma y 1960, p. 29 1 and fIg . 17. 
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151. Rose POm l)~do\l r c~b~rct (C3t. 110. 38a-g) 

38a-g: Fig. 15 1 

RO SE POMPADOUR 
ll1:lrkcd (or r 759. 

Leng th of Tra y. r 1 J incht"s. 

CA B A RET. D:ltc-
58.75.96- 10 1 a-g 

Description. The service consists of an oval tra y (no. J8a), 
a sugar bowl with covcr (no. J8b-c) , tWO cups and two 
~:l \t ccrs (nos. J8d-c and 38f- g). It is painted with clusters of 
flowers and frui l :lga illSt :l whitc reservc bordercd by apple 
greell and gold scrolls on :l ground of f O$i ' Pmu/!(/dOrlf. 

Conditions. One cup is slightl y scr':Hched inside, on the 
bottom. 

Marks. All pans S:lve the cover of the sllg:lr ~ 
bowl :lre marked in blue with dotted crossed L's G 
enclosing the ,bte letter G. • 

The following incised lll:lrks art" also present: 13° (no. 

(no. 38e); 1""\....0\,1" (no. J8g) J3 
(no. J8 f). 

(no. 

Artist. The p:linter of the fior:ll dccor:ltion, the' M:lster of 
the Luminous Le:l ves'. is the S:lrtle h:lnd to be discerned in 
1105. 37:l-b :lnd 39:l. 

Comments. The tr:l Y, :l lthoU3h ofScv res porcebin , :lppe:lrs 
to be a replacement made at a time (pOSsibl y in the eighteenth 
century) wllel1 the full mastery over th e f MC Pompadour had 
been lost. T he ground color is pale and wa tery, the gilding 
Aat, and the gbze pitted, conspicuol1sly on the underside 
where re-glazi llg Illay have taken pb ce. as the glaze 
is very thick. The central design viobtes the Sh'res 
tellet of avoiding duplication , as it is an obvious modifica
tion of that on the saucer no . 38d, adapting it from a ci rcular 
to an o val composi tion. For notes on thc 'Mastcr of the 
Luminous Le:lves' , sec p. 187 above. 

E x Co Il. Sir Charles Mills, U:lrt. ; The Lords Hillingdon. 

Exhibited . South Kensington Museu m, London, Special 
Exhibition, 1862 (no. I JOJ in the caralogue) . 
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I P - IH. Two rose Pompadour and applc.grccil pcdcslal vases willI Rowers (Cal. 110 . . 19~-h) 

39a-b: Figs. I52-I 53 
TWO ROS E PO MP A D O UR A ND APP L E 
GREEN PE D ESTA L VASES W I TH FLOW
E R S. Daccmarkcd for 1759. S8.75.92ab,93 ab 

Height. 6 inches: with flowers, about JO inches. 

Description. These miniature pedestals arc of term shape, 
and arc fitted with a noseg:1 )' of multicolored porcebin 
flowers on metal stems, aflixed by :1 gilt bronze bayollner 
m Oll nt, which together with the flowers, is of bter date. 

M EDAL U ON S. l30th {lispby cartouches on :111 sides, one 
eX:1mple decorated wilh clusters of flowers and frllit. the 
other wilh flowers alone. The btter (no. 39b) is clearly in 
the 1ll:1ll11er of the pNS Imurris J /i(l/Icrhrs :1I1d c:1barel of the 
two precedi ng descriptions. 

Condition. One has :1 fIre crack at one corner and :1 glaze 
chip at the shoulder; the b:1se of the cOlllp:1llioll piece has 
h:1d some restoration. 
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Marks. One (no. 39b) is marked in blue, in the ~ 
manner of the two preceding groups, the other G 
simply with the royal cipher. • 

Artists. Two unknown decorators are represented here, 
one (that of no. 39a) may be identified with the floral painter 
of items 37a-b and 38b. 

Comments. It should be noticed that these pedestals are 
described as 'two' rather than a pair, as there are several 
slight differences between them. The one painted with 
flowers alone is potted with greater precision, and is gilded 
more expertly. By a very curious coincidence, the two 
others at the Wallace Collection referred to above exhibit 
the same inconsistencies. It is conceivable that at some time 
in the past the four pieces constituted two pairs, shared the 
same ownership and were later divided incorrectly. It should 
be recorded that the London examples are fitted not with 
ormolu mounts and blossoms, but rather with porcelain 
ring tops designed as bulb holders. The pedestal in the de 
Rothschild Collection (mentioned below) is of special 
interest in supporting a miniature vase which, like the 
pedestal itself, has a deep blue ground. 
For notes on the 'Master of the Luminous Leaves', flower 
painter of no. 39a, see page 187 above. 

Comparable Examples. Collection of Baron Alphonse 
de Rothschild (Garnier, Soft Porcelai/l, pI. XLIV). The 
Wallace Collection also has a pair, no. XII B 118, 119 
(Provisio/lal Catalogue, 1902, p. 176). 

Ex ColI. The Lords Hillingdon. 

Published. Carl C. Dauterman, Metropolitan Museum of 
Art Bul/etill, May 1960, p. 291 and fig. 18. 

40: Fig. 154 

APPLE GREEN FAN-SHAPED JARDINI
ERE WITH STAND. Datemarked for 1760. 

Type. Vase 'hol/alldais'. 

Height. 8t inches. 

S8.7s.87ab 

Description. Four bladed panels divide the surface of this 
flaring jardiniere into clearly defined areas for decoration. 
The shape in cross section is that of a cartouche. The low 
stand has four rectangular projections, and its shoulder is 
modeled with variously shaped apertures. It serves as a 
reservoir for water which seeps through the pierced base 
of the jardiniere. 
MEDALLIONS. Of the six figure medallions, all in the 
Teniers manner, the principal one depicts a pink-skirted 
wife, arms akimbo, berating her inebriated husband, who 
is propped into a sitting position by a companion; in the 
background, two couples are seated at a table outside a 
cottage. The two lesser medallions on the vase, and the three 

on the stand, are chiefly of architectural interest. The green 
backs of the vase and the stand are undecorated except for 
gilt moldings and a gilt floral spray on the vessel itself. 

Condition. Excellent. 

Mark •• M"k,din blue; ~the .ymbolobovotheL'. 

is an incomplete mark of the painter Vieillard. The stand is 
additionally incised with C. and ~, both of un-
determined meaning. ~ / 

Artist. Vieillard l' altu! is the painter of the six medallions. 

Comments. The scene of the irate wife and her drunken 
husband is found again, with variations, on two jardinieres 
formerly in the collection of M. Edouard Andre (Garnier, 
Soft Porcela ill , pI. V), and in the Henry E. Huntington 
Library and Art Gallery (Wark, Frellch Decorative Art, 
p. II 5 and pI. 112). The former bears the mark of Dodin, 
the latter that of Morin. The subject is again seen on a vase 
vaisseau formerly in the Morgan Collection (Chavagnac, 
Catalogue, no. 109, p. 90, pI. XXXIII), and on a jardiniere 
in the collection of Baron Schroeder (Christie's Sale, July 5, 
1910, lot no. 36). 
For notes on Vieillard, see page 191f above. 

Comparable Examples. The Jlase 'hol/alldais' type is 
represented at the Philadelphia Museum of Art (Kimball, 
Bul/etill, no. 46, p. 89, pI. IV); in the British Royal Collec
tion (Laking, SCJlres Porcelai/l, no. 53, p. 44, pI. 17); in the 
Wallace Collection (Verlct, SCJlres, p. 204, pI. 29); the 
Walters Art Gallery (Catalogue, Hodgkills, nos. 20, 23); and 
by four vases in the Jones Collection (King, Catalogue, no. 
115, p. 8, pI. 5 (a pair); no. 121, p. 10, pI. 4; and no. 151, 
p. 21, pI. 6). A rose Pompadollr example is in the collection 
of Mr. and Mrs. Charles B. Wrightsman, New York. 
Teniers subjects are represented in the first two of these 
listings. 

Ex ColI. Sir Charles Mills, Bart.; The Lords Hillingdon. 

Exhibited. South Kensington Museum, London, Special 
Exhibition, 1862 (no. 1516 in the catalogue). 

41a-b: Figs. 155-156 

PAIR OF APPLE GREEN FAN-SHAPED 
JARDINIERES WITH STANDS. Datemarked 
for 1760. S8.7S.8Sab, 86ab 

Type. Vase 'hol/alldais /louveall'. 

Height. 7~' inches. 

Description. The curved flaring contours differentiate this 
form from that of the preceding jardiniere; the stands also 
are deeper, and rest on four well defined feet. 
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T 54. Apple green rall~shapcd jlrdinihc wilh 5 1 ~nd (Cal. no. 40) 

M EDALLIONS. The principal reserves show pairs of 
Teniers-type peasanrs drinking and merrymaking beside a 
cottage. The male figmes wear deep ora nge jackcts, the 
females rose~p ink skirts. Two related bndscape p:lt1e1s with 
Aesh-pink masonry appear on the side of each vessel, and 
three upon the stand. 

Cond ition . One jardiniere has a crack dowll one side, and 
others in the cover. The companion piece has two slIIall 
cracks at the rim. 
One of the stands has four crack s descending frolll the 
rim; it is also pitted inside, 011 the bottom. 

Marks. The stands arc marked in bllle as 
indicated: The device above lI\e L's is the ~ 
mark of the painter Vieillard. The 1-1 sig- H 
nifies thc ycar 1760. 

The vessels arc :llso incised with 
undetcnnined significance. I.? :lnd 

Artist. Vieillard I'll/II':, :lS supported by his l11ark, tS the 
figure p:linter. 

Comments. For fuller !Iotes 011 Vieillard, sec page 19lf 
above. 

Comparable Exa mples. The shape is represel1ted ill the 
Frick Colk'ctioll (Hovey, Prick, vol. VII I. no. 6. p. 33. pI. 
XXXVI II); the HU!ltingto \1 Collecrion (Wark, Prfllc/J 
D('cortlrill/'A rl, p. liZ, fig. III (SCt of three); p. 114, fig. I J2 
(two p:lirs); the Ph ibdclphia Museum of Art (Kimball. 
B"IIt'rill, no. "5, p. 95, pI. V); the Walters Art Gallery 
(Cl1tllh'.!!III', J-hJ{~!!kiIl S, 110S. 4, 5: 33. 34): and in the Colll'ction 
of Her Majesty the Queell (Laking, st"/IT/"J POrtl'llIill, no . 51), 
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1 5S-1 Sr,. Pair o f apple gn.·cn fJlI-!.hapcd jJrdillicn"S wirh SfJlldll (C~ r . 110. ,p 3- b) 

p. 4/l. pI. zo). A related Tenias scene is found in the Jones 
Collection (King. Ctullh~~lU" no. II). p. 8, pI. )). 

Ex Co il . Si r Ch:trk-s Mills. Ban.; 1'111..' Lords Hillingdon. 

Exh ibiu..-d. South Kcnsington Museum , London, Speci:t\ 
E-.:hibition. I g6z (no. 1516 ill tlie cat:"Llogm'): S:tSSOOIl 
Iiollse. London, Tlm'e FT{'nch Ih'igns Exhibi tion. 1933 (no. 
454 in p:lTt , or 463 in pan, ill the catalogue); The Metro
polllan Museulll of Art, New York, Masterpieces of 
Eumpc:11l Porcelai n, 11).19 (lelll anollymol1sly; lIot listcd ill 
the c llalogul·). 

42:l-b: Figs. 157-T60 

PAIR 0 1: 
ANGU L A Il 

TUIlQUO I SE BLUE 
VASES. Abollt 1760. 

58·75. 11 8a- c, 

TIl I -

119a- c 

Height. 1 2~ inches. 

Descriptio n . A robust /mll/b,! appC:'lrancc dl:'lraCterizcs this 
pair. The sharply incurvate sides arc paneled wi th sunken 
o penwork trellises descending to three bulbous receptacles. 
and the lip has thc rough te:-aurc of sharkskin. The angles 
arc modelcd with husk feslOons and foliage scrolls. A thrce
tonglled cover continues the design of these :mgles and 
terminates in a bouquet o f SIlI:tt1 blossoms above a pierced 
l:mice. T he lip o f the vase is textured with a sharkskin 
surf.lce. 
MED ALLIONS. Each vase has three llleda lt io1lS: one wi th a 
panoply of martial attributes arranged abom a drum ; one 
with red apples and garden flowers; the third with a clllster 
of roses and other blossoms. 

Cond ition . The cover of one is somewhat restored . with 
the glaze ch ipped o ff at one end, and restorations have been 
made to the scrolled foo t of the other. The petals of the 
flower fin ials of both covcrs arc chipped. 
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t 51- ! jR. Pair of turquoise blue triangular \"3~es (Cal. 110. 4.!a- bl, ob\"~'rse 

Marks. One (no. 42a) is incised: I' . the mc:min g of 
which is unknown. ~ 

Artist. Tht' dt'sign of the vessel is attri buted to Duplessis 
phI". 

Comlllents. This is an exceedi ngly rare form of pOt
pourri vase, no other examples of which arc known to the 
writer. The trian gu lar plinrhs arc o([al(' date. For notes 011 

Duplessis, see page 184 above. 

Comparable Examples. Troude (MIJIINl's. pI. 87). illus
trates a plaster nlodel at the Manuf.1cture Nationale de 
Sev res, wl!ich is inscribed ·Va.se Oglio:i T rois Parties'. 

Ex ColI. The Lords Hil1ingdon. 

Exhibited. Metropolitan Museulll of Art, New York, 
Masterpieces of European Porcebin. 1949 (lent anony
mously; not listed in the catalogul·). 

Published. Ca rl C . Dautcrman, Metropolitan Museum 
of Art Hulle/ill. May 1960. p. 29 1 and fig. 19. 
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159- 1 (,0. l'~i f of IIIrCjllois<' bille Iri~lIgllbf vases (elL 110. 42a- b), reve rse 

43a-b: Fig . 16 1 

PA ll t OF BL U E- G R EEN 
C ES. Abo llt [76 1. 

Type. /lras d.' ("l'milll~I·. 

Heights. 17 :lIId 1 7~ in ches. 

WALL SCON-
58.75.65- 66 

Description. Each sconce consists of a bole!! ), moulded 
reverse-scroll bracket supporting two branching arms of 
curling leaves and berries. Rising along the front of the 
central bracket is a slender trumpet-like form which ends 
in fo liage and is wrapped wi th a spi ral ribbon. At the base 
is a cluster of berries anclleaves. The three candle mounts, 
ofharl11 onizi ng design. arc in gi lt-bronze. 

Condition. Doth repai red; some small details restored. 

Marks. Unmarked . 

Artist. The modelin g is traditionall y credited to Duplessis 
pl'·rl'. For notes on this designer, see page 178f above. 

Contemporary Documentation. In the r.1ctory records 
(Archives. Scvres, 1/1'1111'5, vol. 3. p. 85) for December 24. 

176[. it is recorded that Mme de Pompadour purchased 
;2 Bras de Chem ince Verd et or' at a price of 192/i li rt'S each. 
In the fllr'l" lIll1if/~ des Hi/'/Is !ll' Madam/! dl' Pompndoll f by Jean 
Cordey, the following item is listed among the contelHS 
of the Grand Cabinet de I' An gle of the Cha teau de Menars: 
' 1924. Deux bras de ehemince 11 trois bobcches de ellivre 
da re d'or lllo lllll.1e corps des bras de porcclaine de Scvres: 



l(il . I31 llc-green wall sconce (Cal. no. 43a). onc of 3 pair 
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priscc six ccns !ivrcs' . T ill': inventory was made on October 
18, 171l4. Sincc no~ . 43a :1I1d 43b fi t both descriptions, it is at 
least conceivable that the}' may be the oncs referred to in 
these doculllents. 

Comments. Th..:se sconces represcnt an object of very 
limited production. of which, in all probability, not more 
than six pairs have survived. (Vertct, S(~ r1f{'s, p. 2 IZ). One 
sel of gil t bronze lllountS is of 18th century cI:He and may 
be the original; the other though fully matching, appcars 
to bc of a later date . 
h is of considerable intercst to note that an inventory of the 
contents of thc Hotd de Rohan. made in 1756, records: 
' Deux brls de chC1I1i nce de porcebine de Vincennes 11 trois 
branches et scs bobcchcs' (Langlois, Les Hotels, p. Z46). 
The Vin ccn nes sconces, w hich forlllcd part of the furnish
ings of Ihe Grand Cabi net, arc sccmingly the earliest 
rccorded pair of their kind. 

Comparable Examples. The Victoria and Albcrt 
Museum owns a pair decorltee! in green, blue and gold 
(VerIer, St'·" ,(,S, p. 2 12, pI. 57). Another pair in blue and gold 
is ill the Metropolitan Museum of Art. the gi ft of R. 
Thornton Wilson (54 .147.20a- d, z la-<I). T he catalog lIe of 
the Alfred de Rothschild Collection (D,'scription . .. vol. II , 
pI. 96) illustra tes a pair in rose. blue and green. A private 
collection in Paris possesses a pai r in turquoise blne and 
w hite. 

Ex Call . The Marquise de Pompadour (probably); The 
Lords Hillingdoll. 

Publi shed. Carl C. Dautcnnan , Metropolitan Museum of 
Art Hrrlil,tirr, Ma y 1960. p. 292 and tig. zo. 

44 : Figs. 162-1 63 

MYRTL E-G REEN VAS E W IT H 
H ANDLES. Aboll t 1765. 

Type. VIIS/" ,I r/rwf,hius. 

Height. 13.\ inc l1 es. 

D O LPH I N 
S8 ·7S ·67ab 

D escr iption . To the slender ovoid body of this vase arc 
added white and gold handles, vigorously modeled as 
open-mou thed, spolil ing dolphins. and a gilded cover 
which simulates a gushing foun tain . 
M ED A LlI 0 N s. The oval medallion at the from shows a 
cherub reclining on a rose-pink robe llpon a rocky shore. 
He holds a classical Greek rudder in his right hand, and a 
plumb lin e in his left. At the back is a panoply of mi lil:lry 
and namical nttri bUics topped by a helmet wilh a golden 
wyvern crest. 

Condition . Four radial :tge cracks appear at the base of the 
bod)'. :tnd a small ch ip shows on the dorsal fin of onc 
dolphin. 

161. Myrtle grcen \I~SC wilh dolphin h~ndlcs (C~ r. no. 44). reverse 

Marks. The unidentified initia ls r T arc incised in th e 
glaze inside the foot ring. 

Artists. The figure decoration is attribmed to Dodin, the 
mi litary and namica l [ro phir's to l3uteux /'(Iful 

Comments. The subject of a cherub holdin g a rudder Illay 
be seen in a cup and sa ucer dated 1772, at the Victoria :tnd 
Albert M uscum (C 466 and A-192 1). The painti ng in that 
instance was dOlle by C habry fils. and evidently was 
deri ved from the somee used elrlier by Dodin. 
Signed examplcs o f trophies by l3 ulellx, lending SllppOrt 
to our att ribution of thc medallion on the verso to the 
same hand, may be seCll in the Jones Collection (King, 
Cnl(/I()S~I/(,. lias. J 18-1 19. Pl" 9- 10, 1'1. 8. 9) and in a stand 
for a fi gure at the Wallace Collecti on. 
Amiblltioll of the figu re painting to Dodi11 is based on a 
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163. MYrlie green v~se wilh dolphin handles (Cal. no. 44), obverse 

cOll1p~riSOIl with thc cherubs painted by him on ~ bille
green eandd~brulll in the Wallace Collection da ted 1756 
(Verier, St l}TI'S, p. 203, pI. 28). 
Altho ugh formerly regarded as having been designed to 
comlllemorate thc bi rth of thc Dauphin in 1781 , this model 
is recorded in at least eight entries in the Sevres sales records 
between 1757 and 1777. 
The shape is a modification of the model known as Vasl' 
ElmsqUl' n Carrels {Troude, ModNl's, pI. 105) . 
For notes on thc artists Dodin and l3utcux, sec pages 184f 
and 181 above. 

Comparable Examples. The model is reprcscnted in 
blell de roi:lt the Ccramic Museulll , Si:vres, whcre it is inset 
with a clock. Another example, in the same color, with 
gilded ol'il-dc-pertfrix pattern , is in thc Victoria and Albert 

Museum (Kin g. Clitali)gUl', no. 145, p. 19, pI. 21). Another 
mock-I employing dolphi n handles and fountain finial s is 
represented by a pair of v;lses at the Walters Art G:'Illery 
(Cl1f11/P,I!IW, , . 1-1i)~l!killS, nos. 54. 55) . 

Ex . Co il . The Lords Hillingdon. 

Published. C:'Irl C. Daurerman, Metropolit:l.n Museum 
of An BIIlll'rill, Ma y, 1960, p. 293 and fig. 22. 

450-b : Figs. 164-167 

PAlIt OF BLEU-DE- RO I VASES WITH 
M I LiT Arty SeEN ES. About 1765. 

T ype. lillie (/ pmllli'r1Ilx. 

Height. 16 inches, 

58.75.Su-C. S2a- C 

Description. The 'jeweled' eRect ofrhese gadroollcd ovoi(1 
vascs characterizes [hcm :l.t a gbnce, si nce the 1lI0llth, the 
sharpl y folded str:l.p h:lndlcs, and the cll:l.nncled dome 
cover arc all sHlddcd with gilded spherules. Frolll the 
shoulder, ;l nd p:lssing through the handles, arc moulded 
burcl SW:l.gs, suspcnded on small pegs. 
M ED ALLI ONS. The oval medallions depict military en
cam pments. In Olle, a seated grenadier in srraw yellow 
uniform and shako proposes :l. mast to a vivalldil~re who is 
plucking a bird; in the other medallion,:l. dragoon in green 
and ivory uniform converses with a seated cook who is pre
p:l.ring c:l.bb:l.ge, and a second soldier proAcrs a glass of winc. 
On th e reverse of each vase appe:lrs :l.ll OV:l.1 reserve wi th 
three cOiDoined wre;lths of roses, cornflowcrs :l.lld laurel, 
suspendcd from :l. lavender bowknot. 

Condition. There :Ire twO imperfect 'jewels' on one o( th..:: 

v"'''. ~ 
Marks. Doth bear the plain crossed L's of the 
f.1 ctory, in blue. 

Artists. The c;lmp scetles :l.re :l.ttribllted 10 Morin, the bo\\'
knotted wre:lths so Tandart. 

Comments. Om ascription of the military scenes to Morin 
is additionally reinforced by related miniatures appearin g 
on a signed cup :lnd saucer (C 41 1 ;lnd A- 1921, dated 1770). 
:l.t the Victoria and Albert Museum. 
The attribution of thc Aoralme(blliolls m T:lll(brt is b:l.sed 
upon :l. comparison with si1llil:l.r decorations on a cup :lnd 
saucer ill the Wilson Collection at the Metropolit:l.1I M USCU Ill 

of Art (50,21 I . '4 lab), bC:l.fing Tandart's lIlark in the form 
of three dots, accompanied by the datc-letter for 1767. It 
has been shown (Metropolitan Museum o f An BIIII.:till, 
May 1960, pp. 282, 283) that this mark was uscd by Jean
Baptiste Tandart Oil porccl:l.ins dating after 1760. 
For supplementary inform:l.tion abom Morin and Tandan , 
sec p;lgcs 187 and 190 above. 
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164- 165. Pai r orblcLI-dc-roi VJSCS wi th military scencs (Cat. 110 . . U~-b), rcV("rsc 

Comparable Exa mples. This form, in blI'IJ-dl'-r(/i, is repre
sen ted in the Collcction of Her MajeSTY the Qucen (Laking, 
SI~ IJfI'S Pflrrc/m·u. no. 92. p. 67. pl. 32) by a pair of vases com
bining coast scencs with triple wreaths. [t is also to be found 
in the Wallace Collection (Cox. Cuide. 1938, nos. 57- 58, p. 
(63). where the subject m:l.(ter and style of painti ng arc rhe 
same as in ours. Altho ugh these examples arc nO( Signed o r 
date,!. precise doclHllelHalion exists in a pair of·a!lliqul·.{t·rrt 
vases in rhe Wallace Coll ection (Verier. Sh'rl's . p. 2 [ 2, pI. ( 0). 

whe re the decor:nive schenle of ours is accompanied by the 
llIark of Morin an d the date [etter for J 767. Garn ier (Sly; 
PI)m·llliu . pI. XLVI) illustrates a I'IIS(" II pmmeau.\· as thl' 
propert), of Sir Richard Wallace. Bart. The forlll appears 
agai n in the K ]"l'ss Collection in nos. 27, 211 and 29. Troude 

(MIlfINI"S. pI. ( J J) iliustr:lIes rhe original plaster panern , 
preserved at the Manuf.1ctLlre Nationale de Scvres. 

Ex Call. The Lords Hillingdon. 

46: Figs . 168-169 
LARGE llLEU-DE-R O I URN W IT H D UEL
LING SC ENE. Abom 1765. 58.75.74ab 

Hcighr. r 1I ,3~ inches. 

D escripti on. This ovoid vase is typified not only by its 
conspicuous strap handles, which arc sharply angled at the 
sho ulder, but also by the applied mcanda pattcrn which 
enci rcles thc lower bod y and projects intO the oval medal-
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1(,(,- 1(,7. Pair o fblcu-d<'-roi vaS<'s widl miliTary srCIIl'S (Cat. 110. 4p- b). ObVCTS<' 

lions. The shoulders and handles arc draped with gilded 
oak garlands modeled in the full round. 
M EDAI. I. IO NS. The primary medallion shows a ca mp 
scene in which sold iers and a viv:mdi(ore halt a fight over a 
card game. On the reverse is a brilliant bouCJuet, rich 
especially in anemones, roses and convolvulus. 

Condition. Repa irs have been det ected on the cover, the 
neck, one handle and foor. A small portion of the insetting 
rim of the cover has been restored. 

Marks. A pai r of crossed L's is painted in blue ~ 
wi th ill the stem foot. ~ 
Artist. The figure painting is attributed to Morin. 

Comments. For notes all Morin. sec p:lge L 87 :lbove. 

Comparable Examples. A vase in the Collection of Her 
Majesty the Queen. Duckin glulll Palace, described :lnd 
illustrated :lS no. 5 L. p. 43. pI. L6 in Laking's S!~ ,Jr('$ Pam'
I"ill, is :l close cou nterpart to this piece. It is dated 176.1 
and is c:llled 'in the manner of Morin'. Garnier (Stiff 
H)redl/in , pI. XL VI) illusrr:ltes :l vase of the sa me shape, 
in the co llection of M. Schmidt. Another cX:llllple of 
this sh:lpc an d color is in the State Herllli t:lge Museum, 
Leningr:ld. See also no. 51 in the Kress Collection for one 
in turCJuoise blue. A ftoriform vase (no. XII 13 127) in the 
Wallace Collection combines a medallion of carousing 
soldiers with one of flowers by RosseL whose h:lnd lllay 
conceivabl y be represented here also. Thc duelling scenc is 
repeated, with min or diff'en."nces in the backgrolllld, in the 



((,8. Large blc::lHk-roi urn with due lling scenc (Cat. no. 46). revcrse 



169. Large blcu-dc-roi urn wilh duelling scene (Cal. 110. 46). obverse 
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170-171. Pair of bkll-dc-roi vaS(.·~ with pa~('OrlJ sccllr~ (C~ {, 110. 47~-b), r cVl'I':SC 

co llection of Alfred de Rothschild (Dm riplicl!J ... vol. II , 
pI. oS7). 

Ex Coli . The Lords Hillingdon. 

Exhibited . Metropol it:lI1 Museum of Art, New York , 
Masterpieces of European Porcelain , 1949 (lent anon y
!IIously; not listed in the catalogue). 

Pll blid lCd. Carl C. DaLHcrlnan , Metro politan Musc um of 
Art /J1I1I" l ill , May 1960, p. 29 3 and fig. 23 . 

47a-b: Figs. 170-I73 
PA I R OF Il L EU- D E- I\O I V ASE S WITH 
PA STO R AL SC ENE S. About 1765. 

58.7s ·8Ja- b,84a- b 

Type. V(I$/: a pa/mc/UJ.\' . 

Height. 13k inches. 

Description , This pai r resembles nos. 4Sa- b except that 
the reserved pands arc la rge cartouchcs rather than ovals. 
ME D ALLIO NS. The fig ure decoration employs a settin g 
of open fields, with a small girl milk ing a white goat in one. 
and a bo y preparing to mount a horse ill the other. The girl 
wears a blue bodice, the boy a I'mI'll' jacket. The dark iron 
red skirt of the former matches the pantaloons of the latter. 
The cartouches 0 11 the remainin g side are occupied by pairs 
of interlinked wreaths tied with lavender ribbon bowknots. 

Condition . The vases proper arc in excellent condition, 
but the covers have undergone so me restoration, especially 
to the insetting rims. 



C/\ TALOGUE NO . 4 7 22 1 

172- 17 J. Pair of bleu-<k--roi vases willI pastoral SC(" I1CS (Cat. 110. 47a- b), ob\'c rse 

Marks. Unmarkcd. 

Artists. Thc pastoral subjects arc attributcd to Dodin; thc 
bowk nottcd wrcaths to Jean-Baptiste Tandart. 

Comments, Thc left hal f of thc goatherd composition is 
borrowed litcrall y from a pre-existin g source. Compare the 
tin-enamellcd earthenware platC signed by Bartolonullco 
Terchi .and datcd [7 [8. illustrated in Bernard Rackham 's 
Cala /o.,!lIc oj !talinll Majo/icil (pI. [89, no. 11 74). 

Comparable Examples. The attribution of the fi gu re 
p.aiming to Dodin is subsl.aIltiatcd by a comparison with 
relatcd subjects at Waddesdoll Manor on two examples 
signed by Dodin and datemarked for 176 1, being a pair of 
l'asl'snc/tlphalllsin bpis blue with vermicular gi ldin g. Further 

suppOrt is found in the painting of the sheep on vasc no. j3b 
in thc Kress Collection . which again is signed by Dodin. 
A Mw-n.'-roi vase in the Wallace Collection illustrates a 
rclalCd 'Rustic Scenc with SoutheTll Peasants' (Pf(Jl/isjmlll/ 
Cllra").~I/!', 1902, no. 3), pp. 20j-.206}. apparentl y by the 
same hand. A so mewhat brger pair with pastoral scencs 
rcserved in an :a pple grccn ground. is in a private collection 
itt P:aris. For notes on Tandart . painter of the wreaths, sec 
pagc )84 above. Troudc (Modi·"·s, pI. Il [) illu$[T:a tes the 
original pbster paHern , preserved at the Manuf."lctllrc 
N:ation:ale ele Scvres. 

Ex Col. The Lords Hillingdon. 

Published. Carl C. Daulerman, Melropolit :all Museu tll of 
Art n" lIel i". M:ay, t960, p. 292. fig. 21. 
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174- 175. Bleil-de-raj vas.:: with 311cg;oric31 sccnc (Cat. 110. 48). tWO views 

48 : Figs . J74-J75 
B L EU - D E- RO I VAS E W ITH ALLEGOR I
C A L SCEN E. About 1765- 1770. j8.75.8oa- c 
Type. VI/se n PIII/III·tl I/X. 

Height. 19 inches. 

Description. The form repe:ns that of nos. 4:p- b and 
47a- b in this GH:dogue. It differs frolll thesc chieAy in its 
size alld ill the addition of gil dcd oak ga rlallds upon the 
neck. body and foot. 
M EDAI.LlONS. The primary medallion illustra tes all alle
gorical figure of Vicwry. in loose pink drapery, resting 
amon g mili tary trophies and scrolls, and rect-iving a gift of 
laurel sprays proRcn::d by tWO cherubs. The companion 
IlH.:d:lllioll COlll:lmS an exquisite bouquet of garden Rowers 
includin g a trailin g stem of pink convolvulus. 

Condition. The inside of the vessel reveals a fi re crack; the 
cover has had a few of its beaded ornaments regilded. 

Marks. UIIIIl:'lrked. 

Artists. The figure nledallioll is close to the style of Chabry 

.fi"-
Comments. For a descri ption of the style of Chabry fils, 
see p:'lge I R2 above. 

Comparable Examples . Other large exa mples of the 
type, though varying in decoration, include a vase date
marked fo r 1766 ill the Col lection of Her M:'Ijesty the Queen 
(Laking, S(~Jm's Porcelain, no. 70, p. 55, pI. 23. Two others in 
the Wallace Collection (nos. X II 57 and XII 58) are date
marked for 1765. The original plaster model as preserved at 
Sevres is illustrated by Troude (M(l{/t-/1·5. pI. I J I). 
Ex CoiL The Lords Hillingdoll. 
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176-177. Pair of malachitc grl ..... 11 goblet-form vasl.'S (Cat. no. 49a- b). (lbvaSl' 

49J-b: Figs . 176-179 
PAIR OF MALA C HI TE G REEN GOll LET
FO RM VASES. About 1770. 5S.75.70ab- 7 Iab 

Type. Vns/·.(rrtillc de hwrit' r. 

Heights. 12 and 12 1t inches. 

Description . Swirling. sunken gadroons reserved in 
white on the cover and body give these vases :I distincti ve 
appearance. So tOO do the gilded Il:llldies. sh:lped as Tam 's
horn scrolls and supporting wreaths of laurel . The Stelll 
foot is moulded with descendin g plan min IC:lves. 

M ED A l. lI ON S. O val minialllres display rural lan dsc:lpcs 
in the ll1:1nner of l3oucher, featurin g cherubs allegorical of 
Summer and W i1H(' r, their wings touched with hlue. On 
the reverse appe:lr. respectivt"i),. a cl uster of fruit s :lnd 
hlossoms, :Inc! a nosegay of roses :lnd other hlossoms, 

Condition. One is in excel lent cond ition. The other shows 
two slllall rim chips. :lnd :I glaze scratch Il ear am' h:lnd le: 
also, the gilding 0 11 the fi nial is somewhat Aak cd. 

Mock •. of). ~ I' Io;n " o,,,d L·, ;n ",cd; n", bh" 
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1711- 179. Pair of 111abchitc grl'Cll goblet-form vaiK:S (Cat. 110. 49l- b), reVf,:rsc 

OCClll' 0 11 l'~d l vesse l. ~ s do the inciscd i llili ~ l s, C J , as yet 
unident ified. 
Artist. The :llIegoric:l1 figure n1(·d~JJ ion s :Ire anribuled to 
Dod in. 
COlllmcnts. For ~ dl'scripliOLl of Dod in's style, sec page IS4 

:l bovc. 
Comparable Exa mples. T he type is represe1Hec\ in blell-nl'
fill' in till· Huntington Collection (W~rk, Prl'llc/J D aofl1rir't' 

Arr, p. tOS, fi g;, 1(9), This is ~ single L1111ll~rked v~se of 
si mibr sh~pe, wi th rebted decor~tion . Another is in the 
W~l ters Art C:llIery (C(l/lI lt~~lIf" HO~i!l:iIlS, nos, :so ~nd 51). 
G~rnicr (Sofi Pllrrt'lllill, pI. XX III) ill us trates still ano ther, 
belongin g to M. W erth ei mer. The basic form exists ill ~ 
plaster model al SCVTCS, illustrated by Troude (Mor/Mrs, 
pI. 105), 

Ex Coli . The Lords Hillill g:do n. 
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ISO. 13lc ll..dc-ro i j~rdillil."rc:: wilh wharfsccnc (Cal. 110. 50) 

50 : Fig_ ISO 
IlL EU - DE-R O I 
W H ARF SC ENE_ 

T ype. OWI'III' 1'.l'L'II' ''. 

J A RDI N I EI\E WIT H 
D:nc ll1 :trkcd fo r 1770. 58.75. 102 

Lcng th 9k inches; height 4 ~ inches. 

Description. This jard ini':re Witl l cartouche-shaped rim is 
bu lbous at the base, and rests upon tightly curled C-scrolls. 
The handles arc modeled as acanlims leaves. Two sunken 
panels, reserved in white and gilded with entwi ned laurel 
chains, flank rhe painted panel. 
M E D A L LI 0 N. The figure decoration depicts fou r ma riners 
all a wha rf, preparing to load cargo; two arc concerned with 
entries in a ledger; the others struggle with heavy bundles. 
A slack sail cuts a raking line behind the supervisor's head, 
and the tai ls of his blue coat flutter wi ldly in the breeze. 

Condition . Excel lent. 

Marks. An 'r', representing 1770, is enclosed 
within the royal cipher. A small 'Ill ' set at the top 
of the L's appears to be a hitherto unpublished 
mark of Morin. The emire mark is in blue. 

Artist . The single ((mcl is by Morin . 

Commcnts. For notes on the style of Morin , Sl'e page I S7 
of the Introduction. 

Comparable Examples. The wharf sccne depicted hefe 
appears again as an oval composition on a SCVfCS vase 
prescll ted by Gustav II I of Sweden to the Empress Catherine 
II ofRussi:t in [780. which is now in the Victori:t and Alben 
Museu lll (King, Cl1tllh~I!II!', no. 134. p. 14 :tnd .!i"muis: also 
Verlel. SCllrI'S, p. 218. pI. tl3). It occms also ou vase no. 55a 
of the K Tess Collection. 
One in :tpplc green, ,b tell1arked for 1757, is at the W:tlters 
Art G:lllery (Cnralo.~ /I(, Hodgkills, no. IS). Still :tnother, in 
rose Pmllpadmtr, and datcmarkcd for 1760, is in the T uck 
Collection (Cnrlllo.fllIl', no. 96, p. 28). Other exam ples of 
the nl iiNI/' 11 jit'l)r occur in the ViclOria and Albert Muselll1l 
(Kin g, Cl1ralo.~IU" no. t 17. p. 9, pI. 7 and no. 124. p. 11,1'1. 10). 
These, in turquoise-blue and yellow, respectivel y. arc (bte
marked for 1760 :tnd t763. T wo others, datellurkeci for 
1759 and 1762 , arc in the HUlHinglO11 Colk'ction (Wa rk . 
Frellch Drwrnti/I/' ArI, p. I [5, fig. 11 2) . Three pairs. includ
ing olle in M'II-dl '-roi with pastoral scenes :tllcil)!'il dl' padri.\' 
decoratioll. :tre in a private collection in Paris. The Wilson 
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I ~ 1- .1. Turquoi~ blue um (Cat. un. S I), two vkws 

Collection at Ihe Mctropoli tan MusCli m o( An has two 
jardinil'rl's decorated by Doclin with a Chinese pavilion, 
and T eniers' 1\ 11Irrill.I!" C,llltrIlU. on marbleized ((lS,' P(lllipru/(lli r 

and pale turquoise grollnds. respectively, A slightl y lIIorl' 
ornate variallt o( the vessel's (orlll is knowll as a (lIiss" II 
.//'·IIfS, H (TrollCk-, NI"dNcs, 1'1. 130) . 

Ex Coli . Sir Cha rles Mills, Ihn.: The Lords I-l illingc!on. 

Exhibited. Sou th Kensi ngtoll Muscu m. Londoll , Special 
Loan Exh ibition. June IS62 (110. 1521 in the catalogue); 
Metropoli tall Museum of Art, Nl'W York , Masterpieces of 
European Porcelain , 1949 (lent anonYlllously: not included 
in the catalog ue) . 

Published. Carl C. DaUtCTman, Metropolitan Museum of 
An 1111J1.'lill, Ma y, 1960. p. 295, fig. 27. 

ST : Figs. 181-T82 
T U RQUO ISE BLUE U R N. Datcmarkcd for 
1771. 58·75·1 15ab 

Heig ht . 181 inchcs . 

Description . Thc massive ovoid bod y is framcd by anglcd 
and upswcpt strap Im1(llc5, square in scction, and draped 
wi th gilded swags o( oak. 
M f.IlAl li ONS. Two oval mcdallions providc pictorial 
illlcresr. In onc, a young mother in an applc grecl! dress 
wi th rose undcrskirt c1utchcs at an overhan ging branch as 
she is swept aloft upon an improviscd sccsaw by hcr husband 
and tWO inf.11HS. The subject is takcn from J.-I-I . Fragonard's 
La JjasCII/I·. Thc other depicts a rural landscape. with a house 
and twO figurcs upon a bluff overlooking a waterfall. 
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Condition. A horizontal firecrack may be detected along 
the shoulder, passing through the upper portion of the 
pictorial medallion. The cover has a small chip on the 
underside of the rim. 

Marks. The marks in blue ~ 
consist of crossed L's en- S C J A.J II\. 0 

closing the letter S for J V oJ 
1771, and the accompany- K 
ing letter k, identifying the artist Dodin. There are also three 
unidentified incised marks, each occurring twice. 

Artists. The genre scene is by Dodin; the landscape is in the 
style ofVieillard l' allll!. 

Comparable Examples. The seesaw scene is found again 
on an apple green vase alltiqlle ferre in the Collection of Her 
Majesty the Queen at Buckingham Palace (Laking, Scvres 
Porcelaill, no. 85, p. 64, pI. 29). The landscape with water
fall is related to decorations by Vieillard after Louis Gabriel 
Moreau, as for example on a cup and saucer (no. C 1390-
1919) of 1756-1758 at the Victoria and Albert Museum. 
Three unmarked apple green urns of this type are at Waddes
don Manor (Lane, Gazette des Beallx Arts, p. 44, see fig. 6 
for illustration of one). Garnier (Soft Porcelaill, pI. XLVI) 
illustrates another of the same shape, then in the collection of 
M. L. Berthet. For an example in blell-de-roi, see no. 46 in 
the present catalogue. 

Ex ColI. Sir Charles Mills, Bart.; The Lords Hillingdon. 

Exhibited. South Kensington Museum, London, Special 
Loan Exhibition,June 1862 (no. 1521 in the catalogue). 

Published. Carl C. Dauterman, Metropolitan Museum 
of Art BlIlletill, May, 1960, p. 294, fig. 24. 

52a-b: Figs. 183-186 
PAIR OF APPLE GREEN VASES WITH 
CORD HANDLES. Datemarked for 1772. 

Type. Vase afiacoll. 

Heights. 13-} and 13t inches. 

S8.7S.72ab-73ab 

Description. These ovoid vessels are modeled with 
simulated gold cords passing through ferrules on the 
cylindrical neck and shoulder, and secured by a pair of oval 
buttons at the sides. 
MEDALLIONS. In each of the principal medallions, two 
maidens and a youth appear in a forest setting. On one vase 
they are engaged in bird-catching; on the other, fishing. 
They are depicted in the pastel colors and lush manner of 
Boucher, after known compositions by that master, called 
La Chasse andLes Villageois a laP&he. They are executed with 
the clarity achieved by few Scvres miniaturists other than 
Dodin. Their costumes are in tones of blue, rose, lavender 
and old gold. 

The trophies on the verso allude to the 'return to nature', 
utilizing attributes of gardening and hunting, hanging 
from blue ribbon bowknots. 

Condition. One shows some restoration to the neck above 
both medallions, and a diagonal restoration extending 
through the trophy to the base; the cover has been repaired. 
Inspection by ultraviolet light shows overpainting down 
the center, and the opposite side is almost entirely over
painted. The neck of the other shows some restoration 
above the figural medallion, and the cover has been re
paired. Ultraviolet light reveals that restoration has been 
made to the neck and cover. 

Marks. Both vases are painted in blue with the ~ 
factory mark enclosing a T for 1772, above the T 
small k of the artist Dodin. They are additionally 
incised under the glaze with the undeciphered K 
initials: C1... P 
Artists. The pastoral scenes are the work of Dodin; the 
trophies are attributed to Charles Buteux l' aille. 

Contemporary Documentation. The sales records 
(Archives, Scvres, Velltes, vol. 3, p. 43) yield the following 
entry: 'Mme Victoire. Dccembre 1772. 2 vases flacons verd 
pastorals 432 ... 864'. 

Comments. M. Pierre Verlet in the Art Qllarterly for 
Autumn, 1954 (vol. XVII, no. 3, p. 231), says 'The very 
rarity of these pieces permits us to vouch with a great deal 
of pro bability that these two vases of the former Hillingdon 
Collection were delivered in 1772 to Madame Victoire, 
daughter of Louis XV. A mention in the account book 
seems to fit them' (vide sllpra). For notes on Buteux, see 
page 181f above. 

Comparable Examples. A vase of the same rare design 
though in turquoise blue is in the Tuck Collection at the 
Petit Palais, Paris (Cataloglle, no. no, p. 32). It displays a 
dock scene by Morin comparable to that on our no. 41, 
and datemarked for 1771. The bird-catching scene of our 
pair is virtually duplicated in a vase a balldes at Buckingham 
Palace, except for the colors of the costumes. This also is 
signed by Dodin, the year being 1776 (Laking, Scvres 
Porcelaill, no. 166, p. 107, pI. 54). Two signed porcelains at 
the Victoria and Albert Museum support the attribution of 
the trophy medallions to Buteux, both featuring a gardener's 
broad-brimmed straw hat with a contrasting rim. The 
objects cited are a pair of bulb pots in gros bleil, dated 1757 
(C 368-1909) and a rose Pompadour cup and saucer for 
1759 (C 409, A-1921). 

Ex ColI. Madame Victoire (probably) ; The Lords Hilling
don. 

Published. Verlet, Pierre. Art Quarterly, vol. XVII, no. 3, 
Autumn 1954, p.237andfig. 10; Carl C.Dauterman,Metro
politan Museum of Art, BlIlletill, May, 1960, p. 294, fig. 25. 
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(S ,I- I ~ 4 ' I'~ir or lppk grccil vases WiTh cord h~ndk's (C~1. 110, 52l- b), reverse 

53 a-b: Figs . 187-J90 

P A IR OF A PPL E G l\E EN 
VASES, About 1770- 1775. 

Type. 1I/1SI'II IJll/u{/'s . 

Heights. 12U and 13 I~ inches. 

S PAD E- S H APED 
5S.75·6S,b-6!), b 

Descripti o n. The (orm is distinguished by a flllted, short 
neck flanked by jeweled Strapwork and gi lded laurel swags 
Ih:lt descend below the middle of Ihe t:ll'erin g cylindric:ll 
body , 
M I, D A LLIO NS. An ovalllliniantrc on the front of each vase 
depicts :I p:li r of young lovers in a woodbnd, in the man ner 

of Boucher. In one I1lcd:llJion, a youth ill a yellow-green 
CO:lt arrives for a rendezvous with a seated maiden, and in 
the other a shepherd with slit sleeves of blue :lnd old gold 
enterrains his sweethe:lrt by I'b ying :I flute. 
On the reverse :Ire OV:l1 reserves painted wi th luxuri:lnt 
clusters of v:lriegatcd blossoms, each with a cenlr:ll cluster 
of brge blossoms including roses, anemones an d :I pcony. 

Condition . One V:lse (no. 53:1) reveals :I. fine crack across 
the top of the medallion. A slllall chip exists on the str:lp
work of the cover, the finial o( which is repai red, and the 
rim restored on the underside. 
The companion vase has had repairs at one side and below 
the fI gure medallion, 
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185- 1 116. l'~ir of 3pplc grt't'll v~scs with cord handlcs (Cal. no. S~~-b), ObVCT5C 

Marks, The ropl cipher is smllloullted by 
the mark K, identifying the paimer Dodin. 
Below rhe L's arc the initials H P, fo r Prl:VOSr. 
All ma rks arc in rose. 

~ 
H p 

Artists. The courtship scenes arc by Dodill, the Aora l 
medallions by Prevost I' (llmr• 

Comments. The design represents the same model as the 
v(lse til' cot,i Filicollt'l ofTrol1de (MotfNl's, pI. 92), bllt with the 
addi tion of motifs in relief [n its complctcd form as a 
plaster lllodel it is illustrated by Troude (oJ!. til. pI. [OS) as a 
',I(lSt' Ii bmules'. The mark H P is here given to Prevost {lilllr 

notwithsmnding the work dates of 1754- 1759 assigned 
him by 13nmet and others. Obv iously, slIch datin g is in 

conflict with the Lo uis XVI characl(' r of the vase. It should 
be noted that HOlley (C.·tamie Afl, vol. II , p. 569) gives the 
years 1754-1793 for th is artist. He also Illeutions Prevost 
the second , working [757-[797, for whom no Ill:lrk h:ls 
been established. There remains the rossibility that both of 
these PreVosts shared the same lll :lrk, :'IS h:'ls been dellloll
strated in several installces in this catalogue (sec nos. IS and 
28). For discllssions of Dodin and Prevost /'l1imr, sec pp. 
184 and 190 above. 

Comparable Exa mples. The shape is found in tlK' British 
Royal Collection (Laking, Sh'rl'S P()fCl'illill, no. 125. p. S9. 
pl. 44) in a wrquoise blue exam ple, and again in deep blue 
(illitf, no. 166, p. lOS, pI. 54), both painted by Dodin, alld 
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187- 188. Pair of apple green spade-shaped \'ascs (Car. no. SJa- b), revt:rS(' 

dated respectively 177 1 and 1776. Vase no. XX II 23 in the 
Wallace Co llection is also similar. but undated (PTOI);S;O lltJ/ 
CI1f(/I{~~Ut, . 1902 . p. 285. 110. 23). 

Ex Coil. T he Lords 1'lilIingdon. 

Published. Carl C. Dauterm:lIl. Metropoli tan Museum of 
An Hul/l,t;lI. May. 1960, pp. 294 . 29:5, fig:. ;?(i. 

54a-b: Figs. 19]-194 

PA IR OF T U RQUO I SE 
VAS ES. About [775 . 

Type. IIdSt' trdip". 

B L UE FLUTED 
58.75.' J6ab- I 17ab 

Heigh ts. 14 and 14k inches. 

Description. Bell-Aowcred Aurings ill whi w :lIld gold 
enclose the ovocy lindrical body, and arc overlaid by an 
outset, moulded collar. The bell-shaped covers have knob 
fi nials. 
MIl[) AL LIO NS. The Illiniatures occupy horizontal ovals. 
T wo in the manner of Boucher depict yo ung lovers, and 
shepherdesses with a bill/'J dllu.\" and basket of Rowers, 
respectivel y. Pastora l tro phies adorn the verso. They feature 
a bagpipe an d a bow and quiver, looped wi th garlands. 

Condition. One has been repaired 0 11 either side of the 
trophy medallion, and its fin ial has a Slllail chip. T he 
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1 ~9- l')O. Pair or apple gTl:CIl ~padl'-sh:l pcd vases (Cat . 110. SJa- h). o\)I'crs<: 

;ompanion vase has a minute chip in the gold band below 
the figure mcdallion. C J 
Marks. Two unidentifi ed incised marks occur: 

Artists. The figme medallions nre auributed fO Dodin; 
the trophies arc in the manner of Charles _Durell x {'(lilll 

Comments. For notes on both artists, sec the Introduction. 
A dichotomy of styles is noted here between the vase form , 
which is completcl y neoclassical , and the dream ), id ylllc 
pastorales in a lingering rococo vein. The shapc as it appears 
in the original plaster model :l.( Scvres. is illustrated in 
Troude (kIm/Nt'S, pI. 99). 

Comparable Examples. The shape is repeated in a 

idl"ll-d" -f(li pair at the \Vahers Art GalleTY. pailll l'd with 
dock scelles by Morin (CIl/(!h '.~ I U' . 1-I(1~~kiIlS, !1l)S. flo, 6 1). 

Ex Coli . Si r Charles Mills. Bart.; The Lords l-l illitlgdotl . 

Exhibired. SOlllh Kensin gton MliSelltll. London. Speci:l! 
Exhi bi tion.Julle 1862 (nos. 1522 ,lIl el 1523 in rl l(' c:lI:l !ogue). 

55a-b: Figs. 195-198 

PA I R OF OL EU- DE-R O I 
URNS. About 1775 . 

Type. VI15C bOIl/dllf'. 

Heights. 1J ~ :In ti l.h l" inches. 

TA SSE LED 
SR·75 ·75ab- 76ab 
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1\,11 - 19.2. P~i r of turll Ll oisc blu,' fl U! <'d va§(:.~ (C~ t. 11 0. 5P - b), reverse 

Description . T he necks of these ovoid urns :I re modded 
wi dl gi lded cords tied w ith w hite ribbons and termina tin g 
in four tassels th:u hang:H each side. The damnl covers have 
g:ulandcd CO Il (' fi ni:lls. 
M I: DA LI. t O NS. O ne of the pa ir is painted w ith a dock scene 
:ti 1ll051 duplicating that on the Kress j :lHli nicrc no. 50. 
The ot her depicts a si m ilar scene ind ud ing an official in a 
clwrry red Coat who directs three dock hands. O IlC smoking. 
one scaling a cask, and one kneelin g. (c f: no. 58 . fi g. 205). 
T Il(' ovals 0 11 the reverse di splay milit:lry trophies, including 
:l pale blue shield, which arc suspended fro m a vio let ribboll 
bowknOi. 

Condition. Both vessels and theif covers have had rep:lirs, 

one :It tile shoulder :leross the troph y me(bllion, the o ther 
at the fig ure medallion. 

Marks. Unm:lrked. 

Artists. T he qU:lyside scenes arc attributed to Morin , :l lld 
the trophy medallions to Charles llutellX /',, ;11/:. 

COlll m ents. The styles of both artists arc described in the 
Introduction. 

Comparable Exam ples. The vase at the left of our photo
graph shows a dock scene varyin g onl y slightly fro m Olle 
Oll :l vase of 1780 at the Victori:l and Albert Museum (King, 
CIIII1 /(/gur. no. 134, p. 14 :lnd frontispiece). This is also 
illustrated by Verier (Shm's. p. 218, pI. 83) . The vase on the 
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L ~J- 194 . Pair of rL mll10isc blue Allied v~~'S (Cal. LlO. Ha- b), obvnsc 

right repcats, wi th sOllle modifications. a quayside vicw 
found on a turquoise bl ue I'IISI' li./IIIWII in the Tuck Collec
tion at the Petit Palais. Paris (C(l/I1 /(~~ lU" no. 11 0, p. 32). 
That exalllple carries the Illark of Morin and the date 
letter for 177 1. Vase no. 58 of the Kress Collection offers 
still another version of this view. The fi gme medallions of 
both vases arc c10scl y rclated to those on a pair at the 
Walters Art Gallery where the subjects have been treated 
as horizontal ovals, perm itting the inclnsion of additional 
fi gures (Cma/( )sue, H()(~~b/J s, nos. 60, 61 ) . 
T he form is represented both in the Huntin gton Collec
tion (Wark , Frel/( /i D l'(o flltir'r! Art, p. l OS, fi g. 103) with 
a turquoise ground, and in London at the Wall ace Collec-

tiOIl (Cal r!l().~ rr('J', 1924, p. 126. no . 152) with an app le 
green gro und . 

Ex Coli . The Lords Hillingdoll . 

56a-b : Figs . 199-202 

PA I R O F llLE U -DE-R O IIU N G-H A N D L ED 
URN S. About 1775. S8.75 .77ab-7Sab 

Type. VIIS(' r/, ' ((1/ (: !iL ' PI/r is. 

Heights. 1 2~- in ches and 1 J inches. 

Description. T hese half-ovoid urns arc dislingl,is], ec! by 



234 S EVlIE S I'On C ElAIN S 

1f)5- 196. Pair orbleu-de-roi IlSsded urm (Cal. no. ssa- b), reverS<.' 

:I shoulder band of wllite :lnd gold egg-ami-dart mmi vcs, 
;Ibo vc which rises :t conrracting, Autcd neck Ranked by a 
pair of looped hand les modeled with acanthus leaves and 
tcn lli ll :l ting in fixed rin gs. 
M I, D A 1. 1.1 0 NS. The fig ure medallions illustr:tte dock hands 
in pastel-colored g:lrIllenlS prcp:trin g :t cargo for shipment. 
An :ti r of excitcment is convcyed hy Ihc raking mast and 
ti ll' gcslicu lating fi gu re which appc:lrs in e:lcl! composition. 
The marine trophies on the hack incorporate rushes, oars, 
a conch shell o verflowin g wi th W:lter, and br:tnchcs of 
dee p red coral. 

Condition. One pl inth shows a small chip al the corner. 
lIot h covers ha ve been skilfull y f(' paired. 

Marks, The marks, in pllfplish gray, :lre~ 
the crossed L's of the f., erof}' accompanied 
by the script initials L G, apparently repre
sentin g the gilder. 

Artists. The design of Ihis vessel is the work o f the orna
mentalist Pierre-Adrien Paris. The quayside scenes af(' 
aurihuled to Morin, the nautical trophies to Nicholas 
Petit /'III·II! ~ . The gilder, whose initia ls arc L. C .. is probably 
Le Gila ), ph !". 

Com m ents . Thc dock scencs 011 these vases occur again 
with minor differences on twO saucers in the Kress Col1(·c
ti on, number 57f :tnd g. The combination of such scenes 
with n:luticll trophies is also found 0 11 a vase of 1767 in the 
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197- 198. Pair ofhlcu-c:ll'-roi 13sSI:kd urns (Cll. 110. S.p - h), ohwrSl.' 

Red Drawing RoolII at Waddesdon Manor, and on a place 
in che Musee Ccramiq ue de Sevres (accession number 8080). 
J30lh :Ire marked wi lh Ihe ' M' ror Morin, :lnd in addition 
the bner carries all unidentificd dL'Cor:ltor's lIl:lrk. The 
trophy paimings run her rescmble in style those seen on dle 
stand or I'Ammlr M,'uacm" by Falconet at the Wallace 
Collection (no. XIX 18). Sec ilIl1S1r:uion p. 188. Hcre the 
initials P. T. ror Nicol:u Petit faille' appcar in association 
with thc date Icner ror 1763. The trophies also bear a close 
:malogy to Ihose on a small square jardiniere in che Frick 
Collection marked with an 'A', thought to represellt Asselin 
(Hovey, Clllld()SU/', vol. VIII, no. J2 and 1'1. X LI X). 
Although it scellls likely that Le Gllay was the gilder, 

HOlle), (f:'lI rpf!"ml emllllir ArI, vol. II , p. s69) points to chc 
existence or :motllt'r gilder, Louis-A ntoi ne Lc Grand, whose 
lII:lrk waS seemingly the same as Lc Guay·s. It Illay bl' 
pertinellt to record here Ihal in the e:l rl iesc su n ' ivins book 
o r decorators' assignlllcnts :It SCvrcs. d:uing 1777- 1780, an 
account with the nor"lIr Le Gua)' appe:lrs (p. 167), while 
Le Gr:and's lIa1l1e is nO[ emered in chat volullle. 
For Paris. Pelit :lnd Le Gllay. sec pp, 188 :lnd tSS above. 

Comparable Examples. T roude (MIII/a"s, pl. 11 6) illus
Ir:l.tcs the origi nal pbster model and bbcls the type 'V:lSC 
de COtc de Paris, No.2' but re!,e:lls the illustration 0 11 

pbtc 125 where it is called 'Vase de Cot~ de P:i.ris. NO.3'. 

Ex Co iL Thl' Lords Hil lingdon. 
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199- 200. P3ir or blcu-de-roi ring-handled urm (Cat. no. s6a- b), reverse 

57a-h : Fig. 203 

BLEU-D E-RO I C ABA ltET. DatCJ11lrk cd for 
1775· 58.75.1 °3- 109 

Type. Sr'fIJjCI' {Crt'- i)- ICt,'. 

Size. Length of trly 151 inches. 

Description. The service is cO lllpris(-d of sevcn pieces: 

No. 57a. An oval tray wit h a M'II-nl'- ro; border. The outcr 

rim is moulded as a series oflooped gold scrolls, the twO end 
scrolls rising from rhe rim to form handles bedecked with 
whitc and gold bowknoued ribbons. Peta! Aurings form an 
in ner border enclosing gilded Ifl' iIIl/ge carro llches joined by 
garlan ds. 
The center displa ys a quatrefoil reserve depicting an official 
in a windblown pale bluc coat direcring four dock hands 
in hauling boxes and bl les. One of the !:arrer wel TS a 
bright green shirr. In the background, a leaning figure 
holds a hlwscr, and tWO stoopin g men l(ljllst a barrel. 
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.W I - ~O.!. Pair ofhku-ck-roi rins-haudk d urns (Cal. no. S6a- b). ObWTS<:' 

No. 57b, c. A cu p-sh:l.ped sug:lr bowl with cover. Its two 
oval reserves illustra te fishermen and their boat at the 
water's cdge, and stevedores preparing to load a boat. The 
moulded dome cover has a yellow Aoral fmial centered 
wi thin a wreath of natural istically painted blossoms all a 
white field. 
No. 57d. A pear-shaped cream pitcher, on three rustic feet. 
Beneath the SpOut is a medallion depicting five figures on a 
wharf, and a cauldron over an open fife in the foreground. 
Nos. 57e, f. Two deep cups. These arc decorated with 

wharf scenes varying in composi tion, rt'presenting figures 
cha tting beside a steaming kettle over an opell fire. 
Nos. 57g, h. Two saucers painted with circular medallions 
of varying dock scenes, each featuring:'l gesticulating stand
ing figure wearing yellow and pale lavender jackets. 
respectively. 

Conditio n. The tray shows three repairs on the IIndersick·. 
plus evidence of retouching of the ribbon borders. 
The scenes on the saucers show 50111(' abrasion as the 
result of tlse. 
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Marks. All pieces but the cream pitcher 
(which is unmarked) are inscribed in Jl1 
sepia with crossed L's enclosing an X, the~ 
date letter for 1775· All but the pitcher X 
and sugar bowl bear in addition the 'M' 
of Morin. The cups and saucers also 
carry the 'LG' ascribed to Le Guay. 
The following incised marks, unidentified, appear on 
individual pieces: 

Ii tray cup 

. Ja sugar bowl saucer 

~ g3 cup o saucer 

Artists. Morin is the painter of the quayside views; Le 
Guay is presumably the gilder. 

Comments. For discussion of Morin and Le Guay see 
pp. 185 and 187 above. 

Comparable Examples. The figures appearing on the 
tray are repeated in the Collection of Her Majesty the 
Queen, in a deep blue vase datemarked for 1775 (Laking, 
Sevres Force/aill, no. 154, pp. 102-103, pI. 51). The scenes on 
the saucers occur again in the Kress Collection vases, nos. 
42 and 43. 

Ex CoIl. The Lords Hillingdon. 

58: Figs. 204-205 

BLEU DE ROI VASE WITH ROYAL POR
TRAITS IN BISCUIT. About 1775-1780. 

58.7S.79ab 
Type. Vase a lIIedaillolls. 

Height. 15! inches. 

Description. The handles of this ovoid vase are in the 
form of gilded, kneeling putti engaged in draping laurel 
swags over the bisque medallion portraits of Louis XVI and 
Marie Antoinette, which are mounted upon the fluted neck. 
The king's portrait is in the classical manner, and depicts 
him in right profile, wearing a tie wig. The queen, facing 
left, wears her hair in a long curl entwined with a braid. 
The garlanded dome cover has a pine cone finial and border 
of white gadroons. 
MEDALLIONS. The front is reserved with an oval dock 
scene which in its composition differs little from that on vase 
no. SSb, except that a kneeling figure has been substituted 
for the standing one at the left. On the reverse is a cluster 
of marine attributes: among them, rushes, an oar, an un
rolled chart, a winged hourglass, and a branch of dark red 
coral. As observed in connection with vases nos. 42 and 43, 
the nautical attributes are of the type painted by Petit, 
Asselin and a third decorator whose mark cannot be traced. 

Condition. The neck and cover have undergone repair. 
One corner of the plinth has been chipped and repaired, 
and the insetting lip of the cover is chipped. 

Marks. Inscribed in pale:& 
lavender with the plain crossed 
L's of the factory, and the ini-
tials L G of the gilder, probably 
Le Guay pere. Also within the 
bell of the foot are incised marks 39 and .10. 

Artists. The design of the vase is attributed to Pierre
Adrien Paris. The dock scene is ascribed to Morin, the 
nautical attributes to Nicolas Petit l' al//{!. The gilding is 
presumably by Le Guay pere. 

Contemporary Documentation. As early as 1768, one 
finds a record (Archives, Scvres, Velltes, vol. 4, p. 163) of the 
sale of a 'vaze a Medaillon du Roi' (see also the mention of 
a vase of this date under 'Comments'). 
Apparently no time was lost at Scvres during the succeeding 
reign in creating portraits of Louis XVI and his Quecn. 
We note in the Factory records (Archives, Scvres, Velltes, 
vol. 5, p. 199) that '2 Medallions du Roy et de la Reyne' 
were sold to the Marquis de Choiseuil on December 3 I, 

1774. These were presumably of bisque. In the year follow
ing the coronation, the monarch himself bought for 720 
livres a 'Vase du Roy' (op. cit., p. 117). Also in 1775 was sold 
a 'vase portrait de Madame Clotilde' (op. cit., p. II5) and in 
1766 another of Mme Adelaide. The identity of vase no. 5 I 
appears to be hidden in the sales records among the occasional 
groups of expensive porcelains which are merely itemized 
as 'vases', without a supplementary word of description. 

Comments. On the basis of a study of dated portraits on 
coins and medals of the period, it seems reasonable to con
clude that those on vase no. 5 I rcpresent their Majesties at a 
time not later than 1780, when their faces became decidedly 
fleshy. 
Emile Bourgeois in Le Biscuit de Sevres all XVIIle Siecle, 
Vol. I, p. I illustrates a vase of this type, crediting it to the 
collection of the Manufacture Nationale de Scvres. He 
describes it as having a portrait of Louis XV, a green ground, 
and a datemark for 1768. It is possible that he had in mind 
a vase seen elsewhere, since the factory possesses no porce
lains at all, and the Scvres Museum does not have a vase of 
this description. 
For discussions of Morin, Paris, Petit and Le Guay, see 
pp. 185-188 above. 

Comparable Examples. Vases featuring royal portrait 
reliefs in bisque were known during the preceding reign. 
Among examples of the Collection of Her Majesty the 
Queen are an oval vase of about 1762, with two portrait 
medallions of Louis XV, and a 'vase ovale mercure' of about 
1768, also with two portraits, one depicting the King. 



203 . Blcu-dc-roi cabarcr (Car. 11 0 . 573-h) 
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~04-!OS. U1cU-dl'-roi V3SC w ilh royal porlr.lil s en biscuit (Cal. 110. 511) , IWO views 

Th('sc are described and illustrated by Laking (S(~lm's PIITe/'

/a;II, no .. p . p. ]6, 1'1. 12 and no, 98, p. 70, 1'1. 34. 

respcclivcir)· 
Thc principa l figures in the dock scene occur again 011 a 
l'iIS, ' /l.li/I(/. II (no. 11 0, p. 32) in rhe T uck Collection ar th e 
Pnit Pal:iis, Paris. accompanied by the lI\ark fo r Morin 311d 
thl' date lct ler S for 177 1. The composition, again wi lh some 
1ll00Iifi cations, is also 10 be $Cen on vase no. 5s b of the Kress 
Collecrion. 
The basic vase type, withoul, however, Ihe portra it medal
lions, is represcnted at the Wahers Art Gatlery in:lIl exa lllple 
datl'lnarked for 1779 (Calllh~~w·, Hml.(!kiJJs. no. 62) and by 
another formerly at the Imperial Palace of Pa vlovsk, ncar 

St. Petersburg (L's Tn'sars d'll ft t ' ll Russit', vol. VII , 1907, 
1'1. 131). This example is 1I0 t daled. A related pai r, 3gain 
without medall ions, is in the collection of Mrs. Horace 
Dodge. Crosse Pointe. Mich igan (sec Verlet. Art Quarfa/y, 
vol. XVII, 110. 3. AlItll lllll 195 4. p. 2]8, and fig. r I). What
ever lllarks it may bear arc concealed by bronze moun tS. 
C losest to no. 51 is the undaled pair, in bli:JJ-dl'-ro;, in the 
Huntington Collection. These represent still another 
depanllre in that the medallions at the neck arc gl:ized and 
painted with nursery to),s (Wark , Fm J(h D('(O((lf;l l t' Art, 
p. 108, fig. 10 -1). Troude (Mlma('s , pl. 11 5) illustrates the 
origill :!1 plaster lIlodel. which he captions 'Vase Cololllle de 
P:i ris' . 
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206-207· Pair of turquoise blue llrns with covers (C~t. 110. 59a- b). r~\'~rs<' 

Ex Coli. The Lords Hill ingdon. 

Exhibited. Melropolit~n Museum of Art, New York. 

M~sterpieces of European Porcebin. 19019 Oenr anon),
mously; 1I0t included in the cat~logue) . 

Published. Carl C. Dauterm~ll , Metropolitan Museum of 
Art BUn'lill , M~ )', 1960, p. 295, fig. 28 . 

P AIR 
W I TH 

59a-b : Figs. 206-209 
OF TURQUO I SE BLUE U RNS 
C OY E R S. Datcmarkcd for 178.2. 

58.75 . t I oab- 1 ll ab 
Type. Vas,' B dl' 178,). 

Heights. 1 5 ~ and lsi inches. 

Description. The l1llusual proportions of th ese pea r-sha p~·(1 

vases are accelHuated by the gilded scroll han dles wh ich 
tenninate in bcarded satyr masks, and by their tall AtL!ed 
stems. Descendin g acanthus leaves and cone fin ials add 
sculptura l ilHereSt to the dome covers. 
M EI) AllT ONS. The oval medall ions are (ram ed by o:lk 
garlands and bowknotled palm sprays in gilding, enclosi ng 
scenes depicting the metamorphosis of Dapll11e, and Apol lo 
and the Python. Appropriatcly varied vignettes o( bows, 
qui vers :lnd other symbols ornamelH the reverse. 

Condition. One vase is n.'stOred in the area of the trophy 
medall ion, the o ther :lcross the stem ~nd (oot. 
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20K-2~). Pair (>1' fUnluoisc blue urn5 willI covers (en!. un. 59~-b), obvCfse 

Marks. The mark s, in gold, consist of a p:a ir of :Q) 
Aorid cross('d L's Ranked by twO small'c's' (for e ~ 
1782). Bclow the f.1clO ry m:ark appcars, :also in 
gold. '2000' . symbol of the gilder Henri Fr:anlfois 1000 
Vincent (working ' 753- 1 K(6). One set o f m:a rks 
has been rt'scorcd. 

Artists. The figure p:aillling is attributed to Dodin . Thc 
gilding is the work o f Henri Franr;:ois Vinccnt Ie jl'rtUI'. See 
PI" 1)(4 ami 192 above for discussions of these ar tists, 

Comparahlc Examples . III a grea t dinner service ordered 
b)' Louis XVI for Ihe dining roOln of the King 's ap:mlllelli 
:at V(' rsail1cs, :and dating 1783 - 1792, the decorative theme 
is Ihe loves and COI'qIICStS of titt, gods of classical nl ), lhology . 

Dodin :and Philippi ne (liml shared in the figure painting, O n 
the basis of stylistic idiosyncrasies, as observed in a signed 
plaque on a sccrcu.i re in the Huntington Collection (Wark, 
Fn'l/ r" D('{o rlltir',' ArI, p. 85, fig. 67), it appcars that the 
scenes 011 these Kress Collcction vases m:ay safcl), be allri
bUled t"O Dodin (worki l1g 1754-1802). 
A plaster model fo r Ihe original, preserved at $cvres, is 
illustrated in Troude (ModCll's, 1'1. 122) and erroneotlsly 
captioned 'lime C de 1780.' Mile Marcelle Brunet , :l rchiviSl 
o f the Manufacture Nation:" e de Scvres, advises us that ill 
an r8 14 iIlVCll toT)' of rhe Factor}'. the shape is lis ted as 'Vas., 
H til' 1780: 

Ex Coil. The Lords Hillingdon. 
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HISTORICAL INTRODUCTION 

A manu£Lcture of knotted-pile fabric was begun in Paris by Pierre Dupont, who was given quarters 
at the Louvre by Henri IV in 1606. Among his apprentices was Simon Lourdet, who became his 
partner in 1626, but who set up his workshop in a disused soap works at Chaillot, bought for this 
use by the Crown. A royal edict authorized the partners to make 'des tapis et autres meubles £'l<;:on de 
Turquie' and forbad the importation of oriental rugs into France. The two men soon quarrelled 
bitterly, and Dupont, though supposed to move to Chaillot, remained at the Louvre until his death 
in 1640. He was succeeded there by his son Louis. Lourdet was having troubles at the Savonnerie, 
but the young Louis XIV, in 1663, re-established him and his son Philippe, 'avec la manu£Lcture de 
tapis et autre ouvrages du Levant.' 

It was shortly after this, apparently, that it was determined to beautify the Grmldc Galcric of the 
Louvre. This gallery,joining the Louvre to the Tuileries, had been originally conceived by Catherine 
de Medicis, though the building that included it was not finished until 1608. It had £'lllen into disrepair 
and had been used for storing grain. Its rehabilitation was certainly part of Colbert's plan to complete 
the Louvre, which he called, in a letter to the King of1665, 'Ie plus superbe palais qu'il y ayt au monde 
et Ie plus digne de la grandeur de Votre Majestc.' He had been appointed Surilltclldallt dcs Bntilllcllts 
the previous year. For the years 1665 to 1667, the COlllptcs dcs Bntilllcllts records payments for sculpture 
and 'restablissements des dehors' for the gallery; from 1668 to 1672, fresco painters· are at work on the 
ceiling, reproducing designs by Poussin, as well as stuccoists, carpenters, locksmitlls, and wood
carvers. In 1673, the final payment for the roof is met, and the next year the parquet floor is installed. 

Before the decoration of the gallery had been completed, orders had been given for carpets for it. 
According to the record of the final payment, they were begun at the Savonnerie Manu£'lctory in 
1664, but the first mention of them in the accounts is dated 1668. Francart was paid for designing some 
of them in 1670 and Yvart in 1678. Payments were made yearly to Philippe Lourdet, head of the 
Savonnerie workshop, until his death in 1670. After that, they were made botll to his widow and 
to Louis Dupont, who had left the Louvre and established himself at the Savonnerie; he and the 
widow Lourdet each ran a separate workshop. They received the same amount per square ell of 
carpet, but the greater quantity was almost always from the Lourdet shop. A final settlement was 
made in 1685 with the widow Lourdet for Gralldc Galcric carpets produced between 1664 and 1683. 
Later entries in the accounts refer to replacements for carpets given away by the King. The first 
deliveries to the Garde Meuble were made in 1670, but none of the carpets could have been placed in 
the gallery until the floor was finished in 1674. In the 168 I addition to the IlIvclltairc gelleral dcs mcublcs 
dc la COUr01l1IC, they appear as 'Quatre vingt treize tapis, d'ouvrages de la Savonnerie, ordonnez pour 
Ie plancher de Ia grande galerie du Louvre.' With the replacements, there were eventually 102 or 
103 carpets in all. 

The descriptions of the Gralldc Galcric carpets in the 11lvclltairc gel/eraf are £'lirly full, so that existing 
examples can be identified with some certainty, except when pairs of carpets were made with the 
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same design. There were fifteen of these pairs, not counting replacements made when the King gave 
away carpets from the set. But there is only one description, that of the 179th carpet of the inventory, 
the 38th of the set, that corresponds to the Kress gift (figs. 210-213); it is exact, except that both 
of the blue bas-reliefs at the end are said to represent Fame, whereas in the carpet one is clearly 
symbolic of another quality, probably Strength or Fortitude. 

Louis XIV abandoned the Louvre for Versailles in 1678; in the accounts, the Louvre is still the 
first palace listed until 1680, but, after that, it comes at the end of them all. The only expense given 
for the Gralld Galerie after 1678 is the minute sum paid the 'concierge du chateau du Louvre, pour 
tenir nettes les grandes et les petites galleries, les ouvrir et fermer, pour ses gages.' Here, presumably, 
all the carpets were on the floor by 1685, and the last replacement by 1697. The room was occupied 
sometimes by civic dignitaries and foreign ambassadors when they were invited to watch festivities 
taking place on the Seine, but, in 1687, a series oflarge models of fortified cities began to be moved 
in. About half the gallery was used for an art exhibition in 1699 and a contemporary print of this 
event shows a bare floor. By 1754, there were some 120 city models, filling the whole room,which 
was then known as the 'Galerie des plans;' the Marquis de Marigny had wall-hangings removed 
in 1756, because the bats that sheltered behind them damaged the models. It appears that the carpets 
were removed to the Garde Meuble in 1697, where they remained in storage, a few of them occa
sionally being taken to Versailles or elsewhere for special events. Only fifty-nine are listed in a 1775 
royal inventory, most of them as in Paris, including the Kress example. Forty-nine are known to 
exist, in whole or in part, today. After the Revolution, forty-four were bought by a firm of dealers, 
Bourdillon, Raimond and Co. ; among these was the Kress carpet, which later came into the possession 
of the Dukes of Marlborough. 

Bertrand Louis Dupont, the head of the Savonnerie manu£1ctory after 1689, produced much less 
than his predecessors, owing to the disastrous conditions brought about by Louis XIV's wars. Some 
large carpets were made for the chapel at Versailles between 1702 and 1712, but more frequently, 
the orders were for small pieces to be used as upholstery for benches and stools, and as panels of 
screens. In 1712, the Duke d' Antin, SlIrilltelldallt des Batilllellts, tried to re-establish the manufactory 
on its old footing, repairing the buildings, making new regulations, and giving it the name of the 
'Manu£1cture royal des meubles de la couronne, de tapis £1<;on de Perse et du Levant.' The King's 
first painter, Jean Jacques Pierre, was made artistic adviser and Jules Robert de Cotte, director. 

Dupont was succeeded in 1716 by his nephew and pupil, Jacques Noinville, who made a few large 
carpets, but produced chiefly large and small screen panels, and covers for benches and stools. When 
he resigned in 1742, his assistant, Pierre Charles Duvivier, took his place and continued to make the 
same type of articles. The designs of the Kress panels (fig. 214) were frequently reproduced from 1714 
to 1755, with the various motives often differently arranged. As one screen is described in 1740 as 
from a 'dessin de Fontenay,' it is probable that one of the two flower painters of this name was 
the artist who made the original designs. 



60: Figs. 210-213 

CARPET. French, 1664-1680. Made at the order of 
Louis XIV as number thirty-eight in a set of ninety
three for the Grm/de Gahie of the Louvre, Paris. 

58.75. 129 
Measurements. Length 30 feet, width 15 feet. 

Technique. Savonnerie Manufactory, Paris. Knotted 
fabric, Ghiordes knot. 

Description. The material is wool, with linen warps and 
wefts. There arc about 90 knots per square inch. In the center 
is a yellow sunflower surrounded by four large pink flowers 
and blue acanthus leaves on a white ground; around this is 
an oval with a pattern in blue, yellow, and pink, encircled 
by a yellow wreath. At either end of the oval arc the French 
royal arms, surmounted by a closed crown and flanked by 
pink trumpets. On either side of the arms arc wings, with 
palm and laurel branches. A similar smaller motive is seen 
on the sides of the carpet, though the arms arc replaced by 
crossed L's (the monogram of Louis XIV) on a blue ground 
and the palm and laurel branches arc omitted. The spaces 
between the motives arc filled with floral swags and blue 
ribbons on a white ground; the flowers include roses, 
tulips, lilies, poppies, convolvulus, and daffodils. At either 
end of the carpet is an eight-sided medallion in blue and 
white. One shows a seated woman, resting her ann on a 
broken column, with a lion at her side (presumably a 
personification of Strength or Fortitude). The other has a 
winged youth, wearing a wreath and blowing a trumpet; he 
is seated on a collection of weapons and represents Fame. 
The spaces between the medallions and the borders have a 
black ground with sections of imitation pink marble; they 
arc filled with acanthus scrolls and naturalistic flowers and 
fruit. These include sunflowers, roses, poppies, and con
volvulus, with pears, plums, grapes, pomegranates, and 
apples, in shades of yellow, pink, blue, brown and white, 
with green and blue foliage. The border has a design in the 
same colors, with a yellow fleur-de-lis at each corner. 

Condition. Several sections of the border have been cut 
out and replaced; the replaced sections arc faded. The 
colors arc all probably less brilliant than they were originally. 

Artists. Charles Le Brun (1619-1690) was appointed head 
of the Malll!factl/re royale des mel/bles de la COl/rOlllle when that 
institution was established by Colbert in the 1660'S. He had 
been a pupil of Simon Vouet and studied in Rome; on his 
return to Paris in 1646, he soon became the most prominent 
artist of his day. In 1657 he was working for Fouquet and 
directing the Minister's tapestry manufactory at Maincy. 
After Fouquet's fall, he worked for the King, and was 
ennobled and named Premier peilltre in 1663. He was, in 
effect, dictator of the arts, and everything produced by the 
royal manufactories at this time is in his style. After the 

death of his patron, Colbert, in 1683, his power and influence 
declined, but, at the time of his death in 1690, the Mercure 
de Frm/ce wrote 'M. Ie Brun estoit si universal que tous les 
arts travailloient so us luy et qu'il donnoit jusques aux 
desseins de serrurerie.' 
Among the many artists working under Le Brun's general 
direction for the royal manufactories, those who arc known 
to have made carpet designs are Baudouin (or Baudrin) 
Yvart and Franc;:ois Francart. Yvart (16II-1690) was a 
member of the Academic royale in 1663 and appears in the 
Comptes des Batimellts in 1665 as receiving a small sum for 
cleaning V eronese' s Feast ill the hOl/se of SitIlOIl, given to the 
King by the republic of V enice. In 1668, he is first recorded 
as working for the Mmllyactl/res de Frallce, earning sub
stantial payments for designing tapestries and tapis de pied, 
producing over lIS square ells for the latter. With another 
painter, he shared the cost of paying the workmen who 
decorated the academy for the Easter exhibition of 1671, 
and, in 1673, was again paid a large st1ln for tapestry 
designs at the Gobelins, where he held the position of 
Peilltre ordillaire dll roi et garde des tableallx, dessills, modcles et 
cartolls. He is credited with 3060 livres 'pour 85 aunes quarrcs 
des desseins du tapis de la grande gallerie du Louvre' in 
in 1678. 
Franc;:ois Francart (c. 1622/8-1672) was paid for designing 
over 65 square ells of 'tapis de pied de la grande galerie du 
Louvre'in 1670, but he seldom appears in the accounts as a 
carpet-designer. He was paid in 1666 for having 'mis au net 
tous les desseins des platfonds et autres ouvrages fait par 
M. Le Brun,' and his name is usually found associated with 
similarly small jobs, such as painting and gilding a boat in 
the canal at Versail1es. He was a member of the Academy 
of St. Luke, but not of the Academic royale. Both these artists 
worked under the influence and probably the close super
vision ofLe Brun, who may indeed have made preliminary 
sketches for all the carpets. One in the Mobilier National 
has a medallion that reproduces exactly one of his drawings 
(Madeleine Jarry, 'Tapis Louis XIV du Mobilier National,' 
Gazette des Beal/x-Arts, vol. 59, February 1962, p. 75). 
The head of one of the Savonnerie workshops in the 1660'S 
was Philippe Lourdet; in November, 1668, the jOl/rtlal dll 
Garde Mellble records that he delivered a 'tapis pour Ie 
commencement de la grande galerie', but a marginal note 
states that this carpet, together with ten others 'pour la 
grande gal erie,' were not received until June, 1670 (Jarry, 
op. cit., p. 71). Payments to him for the carpets had begun in 
May, 1669. He had previously made carpets for the Ga/erie 
d'Apolloll in the Louvre. His widow, Jeanne Haffrey, took 
over his shop after his death in 1670, and delivered eight 
carpets to the Garde Meuble in 1671. It is again noted that 
her carpets were 'pour la grande gallerie du Louvre' in 1674 
and 1678; in the latter year, 70 II/12 ells of them were 
'livrez dans les magazins de S.M. pour la grande gallerie du 
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Louvre.' Yearly payments for carpets, at 165 livres per ell, 
continued until June of 1685, when the widow received a 
final payment 'pour solde de comte des tapis qu'elle a 
livrez pour la grande gallerie du Louvre, depuis l'annee 
1664jusqu'au5 novembre 1683, montanta 274.037/. 6s. 3d.' 
Nevertheless, she was paid for another carpet in July, 'un 
tapis de laine contenant six aunes de long sur quatre aunes 
de large. .. fourni pour la Grande Gallerie,' and in 1687 
she was paid for 'trois tapis de laine ... faisant la suitte de la 
grande gallerie du Louvre.' She had the title of'Tapissier et 
directeur de la manufacture de la Savonnerie.' The last 
payment recorded to her is in 1689 for some furniture
coverings. 

At the same time, Louis Dupont, head of the other 
Savonnerie workshop, was also receiving yearly payments 
for carpets. His father, Simon, had made carpets for the 
Galerie d'Apolloll in 1666, and, though the Grallde galerie is 
not named in connection with Louis' work, from 1671 on, 
his name usually appears immediately after the widow 
Lourdet's, as receiving payment, 'a compte desd. ouvrages,' 
or 'a compte idem.' The sums he received, and, when it is 
listed, the number of square ells he produced, are generally 
less than the widow's. He was succeeded by his son, Bertrand 
Louis, in 1687, who became the sale elltreprellellr at the 
Savonnerie after the death of the widow Lourdet. 

Contemporary Documentation. Entry in the 1681 
Illvelltaire gelll!ral des Meubles de la Courolllle: 
'Quatre vingt treize tapis, d' ouvrage de la Savonnerie, 
ordonnez pour Ie plancher de la Grand Galerie du Louvre, 
Sc;avoir: ..................................... .. 
179. Le trente-huitiesme: un tapis fonds brun, repre
sentant la Renommee, sur lequel il y a un grand comparti-
11lent fonds blanc rem ply de festons Ie fleurs, par les bouts 
les armes de France, par les costez les chiffres du Roy avec 
les aisles de la Renommee, dans Ie milieu d'une grand rose 
fonds jaune, et aux deux bouts dudit tapis deux bas-reliefs 
bleus representans des Renonunees long de 7 aunes l, sur 
4 aunes mains * de large' (29 feet 4 inches by 15 feet 4 
inches). 

Comments. A set of ninety-three Savonnerie carpets, all 
about thirty feet long but of varying widths, are recorded 
in the January 1681 inventory of Louis XIV's possessions as 
having been ordered made for the Grallde Galerie of the 
Louvre. They are not listed in the 1673 inventory, but pay
ments for them had begun in 1669. Ninety-two are described 
and one more is given a number (36), but is said not to have 
been made by that date. Another (77) was given away in 
1682 and replaced in 1683. Five replacements for carpets 
from the set given away by the king are listed in an addition 
to the inventory of 1685, and four more of the same type 
are recorded as having been made to be used as presents to 
ambassadors. There were thus 102 or 103 of these carpets in 

all. Forty-three have landscapes in the medallions at the 
ends and forty-four have bas-reliefs; the original intention 
would seem to have been to alternate the two types, as, 
indeed, they are listed in the inventory (Jarry, op. cit., p. 73). 
The carpets did not long remain on the floor of the Grande 
Galerie, as in 1697 a number of large models of French 
towns were installed there, and the carpets were removed 
to the Garde Meuble. The Joumal du Garde Meuble records 
that six were sent to Versailles in 1724 for temporary use in 
the chapel. The Illvelltaire gelleral des Meubles de la CourOlllle 
of 1775 lists only fifty-nine, most of them then in Paris. 
Some were sent to Versailles in 1789 to decorate the room 
where the nobility and clergy were meeting as part of the 
states-general (Jarry, op. cit., p. 78). 
The 1681 inventory description corresponds to the Kress 
carpet closely, except that both medallions are said to 
represent Fame. In the 1775 inventory, no. 179 (this piece) 
was noted as being in Paris, and in 1797 it was one off orty
four carpets bought from the Revolutionary Government 
by the 'citizens' Bourdillon, Raimond, and Co., a firm of 
dealers. (This information has been kindly supplied by 
MadeleineJarry and Paul Verlet.) 

Comparable Examples. The Mobilier National in Paris 
owns thirty-five complete, or almost complete, carpets, 
three much mutilated examples, and one in two pieces' 
(Jarry, op. cit., pp. 67, 68). Of other examples in public 
collections, one is in the Metropolitan Museum (52. II 8); 
this is one of two carpets made between 1685 and 1697 of 
the same design as the eleventh in the set, which had been 
sent to the king of Siam in 1685. It is probably the one that 
was held as a possible present for ambassadors, not the one 
placed in the Gra/lde Galerie (Guiffrey, Illvelltaire gel/eral, no. 
251; Edith A. Standen, 'A king's carpet,' M.M.A. Bulletill, 
N.S. vol. XIII, 1955, May, pp. 257-265). The other replace
ment for the eleventh carpet is in the Henty E. Huntington 
Library and Art Gallery, San Marino, California; the 
medallion at one end has been removed and another 
substituted, possibly one of those originally on the eighty
sixth carpet (Guiffrey, Illvelltaire L~elleral, no. 244; Wark, 
Frellc" (/ecorative art, pp. 73, 74). 
The Huntington Gallery also owns the thirty-first carpet 
of the set (Guiffrey, Illvelltaire gelleral, no. 172; Wark Frel/c" 
decorative art, p. 73) and the Philadelphia Museum of Art 
has the sixteenth or the twenty-sixth; a fragment of the 
other is in the Mobilier National, Paris (Guiffrey, Illvel/taire 
gelleral, nos. 157 and 167; Joan Prentice, 'A Savonnerie 
carpet from the Grande Galerie du Louvre,' Burlillgtoll 
Magazille, vol. LXXIX, 1941, pp. 25-27). 
Waddesdon Manor, Aylesbury, Bllckinghamshire, has 
part of the twentieth and of the fifty-seventh carpets 
(Glliffrey, Illvelltaire gel/era I, nos. 161 and 198; Madeleine 
Jarry, 'Savonnerie carpets at Waddesdon,' Burlillgtoll Maga
zille, vol. CI, 1959, pp. 259-264). The central part of the 
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.l l I . D~I~il frolll ~-~ rp-c i (C:U. nn. (10) 

thirtidh nrpc t i~ in thc Nissim de Caillondo MuseuiIl, 
Pa ri) (ClIiRrey. hWI'III"ifC .~':II ,:raf. no . 191; Union Central 
des Arts Decoratif). Nfll s,:,' Nissilll dl' CI!IIWlltill. Paris, 1960, 
no. 170). Poniolls of the cighry-sl'ven th ar~- in the Ephrllssi
lk- Rothschild Museum, Sain t Jea l1 Cap Ferrat. France (011/
I/l/iJ.<illl('· d .. s AfI.'·, 110. 12 " March 1902, p. 7R) . 
EX:l!llpk-s in private collections include the se"ellt y-tbird, 
\lWlll,d by M r. and Mrs. Charb B. Wrightsman (Gui Rrey, 
1III" 'IHair,' x,:"':ml. 110. :! 14) and the cl'mTal portion of the 
Il inety-f,rst, whicll was given to a Danish minister in 1682, 
o r Its rq)iacC l11Cllt. forlll erl >, owned hy Edwa rd T. Swtes
bllf)" Whi temarsh. 11:1. (GuiR-re y. 11/1'1'lIll1ifl' .~ i:II':'I1I , nos. 
.23.2 or 239: Pr"IIlIsyl!',wia JH IISI"IJJII HIII/I'l ill, vol. XXVJ[1, 
1932. p . .2:-1) . T Ill" fifH'elHh or the thirry-fourth is in :1 private 
collection in Pari s (Gu iffrey. 1I111,,"lu in' .~':lIhll/, nos. 156 an d 
175: M ll)~e des Ans d~cora (i fs, 11aris. Ql!lJI fI' sio"rfn dl' II/pis 

frrw(rliJ. 1949, no. g) . The )l'vcnty -second was forme rly in 
the pos~ession of a Frl"llch deak-r (GlliR-rcy. I IIIII'II/Ilire 
~1 :II,:ral, no . .2 13). 

Ex Ca ll. Louis XIV : French rOY:l1 collections: Bomdillon , 
Rail11ond, &. Cn .. :1 ft l'f the French Hevollition: The Dukes 
I ,f M:lrJ boroLigh. 

P I! hlished . Jules GuiRre),. /lll'/"lIIlIi,,' .~'!II/rill till lIIobilil" f de In 
(,m r,'uw'. Paris. IXRS, vol. I. p. 398, no . 179. JH.A'f. lI. 
/l uff,'fill N.S .. vo l. XV III. 1960 (May). PI'. 307. )08. fi g. 43. 

6T: Fig. 214 

T H REE PANEL S FO R A SC REEN . Frmcb. 
flrst h:1lfof rhc 18thccllttlT),. 58.75.128 

Measurements. I-lei ght: 9 feer. Width of each panel : 
2 fect .2 inches. 

Technique. Savonneric M:lIlu f.1Ctory. P:l ris. Knotted 
f.,bri c, Ghiordcs knot. 

Descrip tion . The material is \\"001, with linen wups :lnd 
\\"l·fIS. There arc :lhOllt 120 knots to :t squ:1 re inch. Each 
panel is fmlll ed by an arbor, rising on go lden vertica l b:l TS 
from the base to a leaf), roof. At the botto m of each panel is a 
golden urn filled with flowe rs on :I hlue :r.nd yellow pedestal. 
Th e arhor roofs, though basic:tll y simiiar, arc different in 
e:tch panel. The backgro und is grccn behind the UnES and 
cTeam-colored for the resl of each p:1nel. l'xcept for the 
mcd:lllions, where it is blue. On the lcft-h:lnd panel, swags 
of flowe rs and fruit hang from the tOp of the arbor; below 
thelll is a bow of hlue ribhou su pponing a golden Ih yrsl1s 
:lnd ewer, with bunches of grapes, a sy mbol of Bacchus. 
In the flower-encircled cemralmedallion arc a green wood
pecker and an oriole. The center panel has swags of flowers 
hanging: from the arhor roof, then a bow of hlue ribbon 
supportin g a golden fl aming larch and qui ver of arrows, 
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a symbol of Cupid. The central medallion has a flying 
magpie and ajay. The right-hand panel has swags offlowers 
hanging from the arbor roof, then a bow of blue ribbon 
supporting a golden sheaf, a wind instrument, and a sickle, 
wreathed with blue cornflowers, a symbol of Ceres. The 
central medallion has a red and a blue and yellow parrot. 
There are ears of wheat and poppies among the flowers in 
the urn at the base. 

Condition. Some moth damage in small areas. Mounted 
on a modern frame. 

Artists. The designs are probably by Jean Belin, called Jean 
Baptiste Blin (or Blain) de Fontenay (1653-1715), or his 
son of the same name (1688-1730). The elder Fontenay was 
a pupil of Jean Baptiste Monnoyer, whose daughter he 
married, and whom he succeeded as flower painter at the 
Gobelins manufactory in 1699. He became a member of 
the Academie rorale in 1667 and had a lodging in the Louvre, 
working at Versailles and other royal palaces. His paintings 
are mostly flower and fruit pieces, often including vases. 
His name appears in the Gobelins accounts from 1687. He 
designed the King's tapestry dais and the marble mosaic 
pavement for the choir of Notre Dame in Paris in 1714. His 
son took over his post at the Gobelins after his death and 
made designs for tapestry borders and furniture-coverings 
until 1730. 
The head of the Savonnerie workshop when these panels 
were made was probably Jacques Noinville, who held that 
position from 1716 to 1742. 

Comments. Screen panels with arbors above and vases of 
flowers below, but with devices of the Empress Maria 
Theresa in the center, were woven fourteen times in 1713 
and 1714. Six different central medallions, each with two 
birds, were substituted for these devices, probably in 1714; 
the descriptions of the birds include 'un geai et une pie,' 
'2 perroquets (1 rouge, 1 bleu et 1 jaune)', and 'I loriot et 
1 pivert,' which correspond to the birds on the Kress panels. 
Screens using these designs were delivered to various royal 
palaces in 1735,1736,1737, and 1740. In the entry for the last 
delivery, the words, 'Dessin de Fontenay,' were added to 
the description. The manufactory was still making panels 
of this type in 1755. (This information has been kindly 

supplied by Pierre Verlet from his research in the Savonnerie 
manufactory records.) 
The way in which these and similar panels were originally 
arranged is shown on a screen in the Nissim de Camondo 
Museum, Paris. This consists of six leaves, each composed 
of two Savonnerie panels of the same design, placed back to 
back. It was obtained from descendants of Pierre Charles 
Duvivier, director of the manufactory from 1742 to 1773 
(Union Centrale des Arts Dccoratifs, Mllsee Nissim dc 
Call1olldo, Paris, 1960, p. 43, no. 141). 

Comparable Examples. The same basic design and several 
of the same motives (symbols of Bacchus and Ceres, medal
lions of birds, etc.) appear, somewhat differently arranged, 
on six Savonnerie panels in the Mobilier National, Paris 
(Ernest Dumonthier, Lc Mobilier Natiollal, Etoffcs ct tapis
series, Paris n.d., pIs. 22-24). One panel of a three-panel 
screen in the Swedish Royal Collection repeats the design 
of the Kress panel with two parrots, slightly altered (John 
Battiger, Svcllska Statclls Sallllillg oj vajda tapeter, Stockholm 
1898, p. 73). A four-fold screen in the Abbaye de Chaalis 
(owned by the Institut de France) has two panels with the 
design of the central Kress panel (Louis Gillet, 'Institut de 
France, Musce Jacquemart-Andrc, Abbaye de Chaalis', Lcs 
Arts, no. 151 ,July 1914, p. 19). Similar screens have appeared 
in a number of sales. A six-panel screen in the Societe 
Seligmann sale, Galerie Georges Petit and Hotel Drouot, 
Paris, Marcl19-17, May 5-9, 1914,no. 343 of the catalogue, 
consisted of two repetitions of the designs of each Kress 
panel. The design of the central Kress panel appeared on 
one panel of a four-panel screen in the Monsieur X (Bou
cheron) sale, Galerie Jean Charpentier, Paris, May 28, 1935, 
no. 76 of the catalogue. Ten panels of the type were in the 
Mme d'Yvon sale, Galerie Georges Petit, Paris, May 30-
June 4, 1892, no. 673 of the catalogue. Six of these repeat 
the designs of the panels of the Kress screen and were in the 
Seligmann Collection, Paris, in 1960 (Musce des Arts 
Decoratifs, Paris, Lot/is XIV, Faste ct Decors exhibition, 1960, 
catalogue no. 774). Three panels of a six-panel screen in the 
Mme. C. Lelong sale, Galerie Georges Petit, Paris, April 
25-26, 1903, no. 452, repeat the central panel of the Kress 
screen, and one of the other panels repeats another Kress 
panel. 
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C LOCK W I T H MU SIC AL M O VEMENT. 
Fr(' l1 ch, about 1750. 

T ype. Pcudlll!' lII't'r Iwill' 11 mlls;qlll'. 

Measurem ents. Height : JoA inches. Width: 23~ inches. 
Depth : IO! inches. 

Descripti on . The d ock and music box arc of mat and 
burnished gi lt bronze and chased brass. TIll' en'S! consists of 
a scro lled foliate spray Ranked by br:lllCh{'s of le:lVl's :lI1d 
berries spri ngin g fro m under the legs of the d ock case, T he 
sides of the cirCl1lar dial ha ve elliptic:'!! openings fr:l.1ll cd by 
scro lls :lI1d filled wi th brass pam·ls chased wi th openwork 
Roral moti ves backed with g reen d:lIlI:I.s).;, :Ibovc sh:lpcd 
panels o f gi lt bronze rcticll b tcd motives. The ci rcular glass 
lens is (ramed by a pbin moulded gih bronze bezel. w hile 
thc dial is sct in an as), lIl1llclricai crimp"'d and goffcrcd 
collar o( gilt bronze. The dial is o( whit e cn:'lInried mctal 
paimcd in black w ith a circle o( minutes. marked with 
Arabic nUl1lerals at intervals o( five minutes. outside an 
hour circle o( Roman IltHllerals, and ,he hands art' o( brass. 
chased w ith rin(caux. T he pendulum ~\\' i ugs in the hour
glass-shapl'd space bclow the di:ll :lnd is shielded on Ihe 
(ront by a !':lne o( gbss, The (rom apron o( ,he clock is 
ch:lscd widl a scro lled (oli:lte ca n o llclll', :111(1 dll·legs consisl 
o( (o li:l le double C-scro lls, A p:luel o( brass cll:lscd wi lh 
opt'nwork (oli:l le Illotives (orms the b:lck o( the clock. SCI 
in a (r:lllle o( scro lling (o liate motives. A door (r:lllll'd by :I 
plain gilt bronze Illouldi ng opellS in Ihis panel by means o( 
a knob. permitti ng :lccess to dte back o( Ihe clock move
lIIent. T he clock stands on a g ilt bronze I11l1sic box, its top 
dl:lsed to resetl! ble a patch o( l:mdscapt' wi th :I low Rowering 
plant and a Iret' trlmk. The sides o( the music box converge 
slightl y to Ihe (roll t :lnd Il:Ive sh:lpecl opl'nin gs (ramed by 
scrolling Ir:lils o( leaves comai nin g Opl'Il\\'o rk brass panels 
o(floral moti ves b:lcked with grcen damask, T he (ront p:lnd 
o( the box is hinged on Ihe lower edge :lml prO\.ided w ilh 
a lock at tilt· lOp, T ilt, shaped (rall1t' o( this p:lnel is dl:lscd 
with tWO scrolling leaves on top and encloses a gilt bronze 
tasseled trophy 0(:1 bagpipe, a AUle, and an oboe. against :In 
o:lk and acorn branch. set on an open work brass ground o( 
floral Illotives back ed with green damask. The back panel 
o( the music box is :llso hi nged and opl'ns by means o ( a 
knob at the 101'. T he sh:lped gi lt bronze (ramc o( this panel 
is chased w ith a shelllllotive and lea( sprays in the center of 
the lowcr cdge, and a rriplc Ica( motive in the ccnter o( tile 
top edge: the (rallle encloses :In openwork br:lss panel o( 
Aor:ll lIlotives b:lcked w ith green damask. The gi lt bronze 
lowcr edgl,'$ 0 ( . the apron :Ire chascd in the cctHer with 
scrolling shelll110rives on (our sides of the music box, Til(' 
joined stiles and fee[ consin o( tripl l' C- M:ro lls chased with 
le:l( spra ys. The musical movement in the music box IS 

COlli posed o( a set o( stl'd bells struck by hammcr) trippe(1 
by :I revolving drum. A rod which rl'iease) the lIlusica l 
lllOVl'lllelll passl's (rom til(' clock through the tree tfunk on 
top o( thl' box . 

Cond it ion, TIll' incised imcriptiull on the hinged paud of 
Iheb:lck o( thclllllsic box (H'l' SIGNIITUllh AND MIIllK ") 
which :llImlcs to Mme. de b Valliht' and Louis X IV. ha~ 
110 rdevanCl' to the clock and may have bl'cn added in 
the 1H1l('tecmh century in an eRon 10 ("nhann' its vaille with 
histo rica l associations. 

Sig nature and Marks, Tlw d ial i) si~lled ",lr.II1'II1: II 
nOIl I)Elr. UX in bl:lck cnalllel, and Ih{' b:lck pbte o( thl' 
dock is in cised With the inscription ' M:l rlre A Bordeau 
No 37' ((Ig. 2 IS) . Th e name DUI\I ONT is inll>resscd wi th a 
fl eur de Irs lllark into ,he 111('Ial under th e gil<ling behind 
the spray 0 11 the crest o( Ihe clock (fig, .! I 5), The nallll' 
]) U M O NT appears agai n on top o( Ihl' illllSic box 111ldl'f thl' 
clock, and Hem de Iys mark s occm agai n on Ihe b:lck edges 
o ( 111(' clock C:lse behind the dial. and on lilt' (ront and back 
edges o( the music box. An inscri ption is inciscd Oil the 
lower edge o( the hin gcd panel :It the back o( iiI(' llIusic 
box: 'Louise Francoise el l' la B:tU llll' k Bbnc Louis XIV 
Mad. la DuciK'sse dl' la Valliere M:lf 19. 1670' (fig. 219, m' 
CON DITIU N), 

Arfists , Noth ing is knowll n( till' Bo rdclais cloekmakl'f 
Manre. whose 1l:llllC appl'a rs on Ihe mo"elllen t o ( Ihi ~ 
clock. o r o( the brollze caster DUlllont, who signed ti ll' gill 
bronze. SOl11e si milar clock c:lses exht )igm'd by DUIllOIll, 
wi th 1ll0Wllll'IHS sigm,d by otht'r clocklllakers (sec 
COM I' IIII IIHlf. f.XAMI'LL: S). 

CO llllllents. All o rdillanCl' was passed 011 Ma y 26. 175 1, 

enjo inin g Parisian Illaster brollzt' casters to mark their works 
and to registcr Ihese mark s with tl1l' o tlicers o( the guild, 
as a llle:l llS o( cn(orcing the privileges of guild Ill('mbl'rs 
(His/Ilirc Ghll~T11I,' iI. ,s Arts Appliqllh /1 /'Iudusui, ', LI' M II!.;/i.., 
nil Xll l/c .'/ ml XIIII Ie Sihl!'. by Emile Molinier. Paris, 
n.d .. p, (1 0), The works o( FH'nch gi lt bronze casters are 
not usuall y signed and D umont lIIay Ila\'e signed the case 
o( this clock wh ile this o rdinance was still in eRecl. 

2 15, SignalLlfc .m d l!,' dock (C:u . 11". 6:) 
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:!IO. \lack or clock wi th 1l1ll~ic3 1 111f1VcnU"IU (Cat. no.o:!) 



:.?17. C lock wilh musk~l mOVcllICilt (Cat. 110. 6.!) 



~I~. lbck pbh: nflhe dock with incised imcriptioll (Cat. no. 62) 

~I<). L,III'C'r l'dgc' "fthc' hingnl p~lld at ,he back (Ifthl' IllnsiC" box with hlclscd inscription (Cat. no. 62) 



CATALOGUE NO. 63 

Comparable Examples. A similar gilt bronze and brass 
clock with a musical movement, the crest consisting of a 
reclining female figure, the leaf and berry branches on the 
sides of the clock replaced by clusters of flowers, and the 
pendulum housing set with a gilt bronze trophy of musical 
instruments, was sold from the collection of M. B. Kot
schoubey, at the Hotel Drouot, June 13-16,1906, no. 354; 
the dial of this clock is signed 'Gudin, a Paris'. Another 
somewhat similar clock and music box, the dial signed 
'CHARLES BALTAZAR A PARIS" and the gilt bronze 
signed by Dumont was sold from the collection of Baroness 
von Seidlitz at the Galerie Charpentier, Paris, June 26-27, 
1951, no. 159, and a third similar example with a crest in 
the form of a p"tto, the dial signed 'BAILLY L' AINE A 

PARI s' and the gilt bronze signed by Dumont was published 
in an unidentified collection ('Von der Sonnenuhr zur 
Pendule Louis XV', by J. Otto Scherer in Alte "lId Nelle 
Ktlllst, vol. 9, no. 4, 1958, p. 17). 

Ex ColI. Sir Charles Mills, Bart.; the Lords Hillingdon. 

Exhibited. Metropolitan Museum of Art, New York, 
Eighteenth Century Design Exhibition, January 19-May 2, 
1960. 

Published. James Parker, M.M.A. n"lletill, May, 1960, 
pp. 305, 306. 

63 : Figs. 220-222 

w ALL CLOCK-THERMOMETER AND 
MA TCHING BAROMETER-THERMO
METER. French, 1764-about 1770. 58.75.58-59 

Type. Pelld"le et therll/oll/ctre ell cartel. Baroll/ctre et ther
mOll/ctre. 

Measurements. Clock. Length: 40! inches. Width: II 
inches. Depth: 3~ inches. Barometer. Length: 40! inches. 
Width: II inches. Depth: 3~ inches. 

Description. The wall clock and matching barometer are 
of oak, painted black on the back of the clock, faced with 
gilt bronze and porcelain plaques. A gilt bronze heart 
motive finial surmounts each case, supporting a bowknot 
that ties the ends of two cornucopias, their curving horns 
crossing above the clock and barometer dials, framing an 
oval porcelain plaque. The cornucopias open in triple leaf 
motives on both sides above the dials, and peaches and pears 
with grape clusters and leaves spill from their mouths. The 
circular glass lenses of the clock and barometer dials are 
each set in a mat and burnished laurel leaf and berry bezel 
within a beaded guilloche moulding. The clock and baro
meter dials are of white enameled metal marked in blue 
and black enamel. The dial of the clock is marked with a 
circle of minutes, each interval of five minutes indicated by 
an Arabic numeral, outside an hour circle similarly indicated, 

and the barometer dial is marked with the nl1lubers 27, 28, 
29 and the weather indications: 'TRESSEC, BEAU-FIXE, 

BEA U-TEMS, VARIABLE, PL UI OU VT, GRANDE-PE, 

TEMPETE.' The hands of the clock and pointer of the 
barometer are of blued steel wrought with openwork 
motives. A gilt bronze gadroon motive conforms to the 
lower segments of each round dial above a shaped Scvres 
porcelain plaque framed by a gilt bronze leaf motive 
moulding. Below this, the shaped oblong thermometer 
dial of the clock is of white enameled metal painted with 
a blue enameled border, temperature indications from 
one hundred and twenty-five degrees to zero degrees, 
and English inscriptions: 'THERMOMETER, FAHRENHEIT, 

Fever heat, Blood heat, Summer heat, Temperate, Freez
ing.' The corresponding white enameled metal thermo
meter dial of the barometer is painted with a blue border 
and gray temperature indications from forty-one degrees 
above zero to thirteen degrees below, and French in
scriptions: 'TlIERMOMETRE, SELON REAUMUR, Paris 
1793, Vcrs a Soie, Tempere, Glace, Paris 1740.' Both 
thermometer dials are set in mat and burnished gilt bronze 
leaf motive mouldings flanked by falling laurel leaf and 
berry clusters. The lower edges of the clock and barometer 
are finished with mat and burnished gilt bronze pendants, 
each consisting of a projecting tasseled leaf motive mould
ing above a shaped Scvres porcelain plaque framed by a 
leaf motive moulding terminating in a leaf motive and 
berry cluster. 

Porcelain Plaques. Three porcelain plaques lend colorful 
embellishment to the clock through their pictorial decora
tion and their green and gold borders. An oval medallion 
above the dial depicts a cloud-borne cherub clasping a large 
telescope to his left shoulder. Immediately below the dial is 
a scalloped panel painted with a cherub seated in a woodland 
setting, measuring distances upon an astrolabe; a chart and 
a spyglass lie on the ground before him (fig. 222). In the 
pendant below the thermometer is a shaped plaquette show
ing a winged hourglass sailing upon a cloud. 
The first of these plaques is to be regarded as a replacement. 
The green border does not match those of its companions; 
the gilding is coarsely and mechanically tooled; and the 
painting of the figure conveys the sentimentalized softness 
and sweetness of delineation which bespeak nineteenth 
century workmanship. This panel is unmarked. 
The largest plaque carries the interlinked L's of Scvres 
accompanied by the initials K and L. In interpreting these 
inscriptions, there is a possibility of confusion resulting 
from the apparent interchange of the letters designating 
the year and the decorator. Normally the letter within the 
crossed L's is a symbol for the date, while that outside the 
L's identifies the decorator. In this instance, the style of the 
painting is so clearly that of Dod in that we must conclude 
that a mistake was made in the marking. Dodin's device, a 



WALL CLOCK-THERMOMETER 

K, occupies the center of the factory mark, where under 
other circumstances it would mean 1763. A Roman L 
below the Scvres mark is apparently intended as the date 
letter, for 1764; as a decorator's mark, this could only apply 
to Denis Leve (1754-1805), who is not known as a painter 
of figures. Therefore we credit the painting to Dodin and 
interpret the date as 1764. 
It may be added that the panel's underside reveals that it was 
adapted from an oval dish, the foot-ring of which has 
been almost totally ground away to permit the porcelain 
to lie within the shallow recess cut into the wooden case. 
The hourglass plaquette at the base is of unmarked Scvres; 
it is strongly in the manner of Dodin, as illustrated in its 
'signed' counterpart in the matching barometer, the subject 
of which is a carrier pigeon delivering a note. 
The barometer is fitted with plaques conforming in shape 
and subject matter to those of the clock. The tooling of the 
gilt borders displays a fine free-hand quality, but does not 
correspond in design to that of the preceding examples. All 
three panels arc rather fully marked, as follows: 

(Top) ~ (blue) 0# a., (red and blue) 

cZ CNtU{ (red) 

(Center) ~ (pale blue) Il a"lM... (blue) 

JJ~ (pale red, under glaze) 

(Bottom) ~ (blue) J QAl1..J..Jl..I{ (pale red) 

The astronomical theme chosen for all six panels on the 
clock and barometer is explained in the text of an open book 
propped behind the astrolabe in the principal barometer 
panel. It reads 'PASSAGE de Venus sur Ie dis que du ... Juin 
1769'. The missing words arc cut offby the interposition of 
the astrolabe. The transit of Venus is a rare astronomical 
event which occurred twice in the eighteenth century, in 
1761 and 1769, and was not to be repeated for over a hundred 
years. These two appear to have caused great excitement in 
French scientific circles, as they were expected to provide 
greater accuracy in measuring the distance between the 
earth and the sun. The inscription obviously refers to the 
second transit of Venus. The subject of the closely related 
panel on the clock, while carrying no inscription, must by 
virtue of its datemark - 1764 - be an allusion to the earlier 
phenomenon. Thus between them the clock and the baro
meter record both eighteenth century transits. 

Condition. The date 1793 inscribed on the Reaumur 

thermometer dial of the barometer may be a later addition 
or may indicate that the dial itself is a replacement. 
Signature and Marks. Signed on the low edge of the 
barometer dial 'Passement Opien A PARIS', for Claude
Simeon Passemant. On the front plate of the clock move
ment arc the scratched inscriptions 'Cleaned by G. Boakes 
26-10-1890', and 'G. F. Imes 9-98'. 

Artists. Claude-Simeon Passemant, whose name is mis
spelled on the dial of the barometer, was an inventor who 
bore the title of illgclliellr dll Roi. He was born in Paris in 
1702 and was destined for a legal career, but completed 
instead an apprenticeship which fitted him for the position 
of marchand bOlltoll/lier, or button salesman. In 1733 he 
married Marie-Louise Ollivier, to whom he relegated the 
duties of his shop, on the rue de la Monnaye at the sign of 
the golden apple, in order to devote himself to scientific 
experiments. In 1748 he was granted a pension of one 
thousand livres and a lodging in the Louvre in return for 
services rendered the crown. In 1749 an astronomical clock 
designed by him and executed by the clockmaker Daut~iau 
was presented to the Academie des Sciences, and later gIven 
to Louis XV at the Chateau de Choisy. After a new gilt 
bronze case was made for the clock by the bronze casters 
Jacques and Philippe Caffieri, it was installed in 1754 in the 
cabinet dll Roi at the Chateau de Versailles, which thereafter 
took the name of cabinet de la pelldllie. This extraordinary 
clock with an orrery was signed 'Inventee par Passemant, 
executee par Dauthiau', and excited much admiration at 
Versailles, augmenting Passemant's reputation. It was 
displaced at the time of the Revolution, but restored to 
Versailles in 1829. Another clock with a terrestrial globe 
and planisphere was commissioned from Passemant by 
Joseph-Frantyois Dupleix, governor of Pondicherry, as. a 
gift for an Indian potentate. This clock never reached IndIa, 
and is now exhibited in the cabillet de la pC/ldllle at Versailles. 
('Sur Deux Pendules de Passemant du Musee de Versailles' 
by Gina Ciancioni, in Archives de l'Art Frallfais, new period, 
vol. 22, 1950-1957, pp. 179-186). In addition to clocks, 
Passemant also devised microscopes, telescopes and baro
meters, which were to be seen at his workshop in the 
artisans' quarters of the Louvre. In October 1767 he delivered 
two barometers, one of which was designed for use at sea, 
to Louis XV at the Chateau de Bellevue, and he also made 
a barometer-thermometer for Madame du Barry (see 
COMPARABLE EXAMPLES). Passemant wrote treatises 
on microscopes and telescopes and on optics, thereby 
qualifying as an 'Opticien' (see SIGNATURE and MARKS), 

and devoted the years from 1765 until he died to schemes 
for making the river Seine navigable by ocean-going vessels 
as far as the city of Paris. After his death on November 6, 
1769, his workshop at the Louvre was managed by a brother
in-law and one of his workmen called Nicollet. Passemant's 
name on the dial of the barometer indicates that the works 
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were made in his shop. Thc barometer case was exccuted 
dsewllere prob:lbly :lfter 1769, the date pa inted a ll one of 
its porcelai ll plaqucs, :lnd cOllsequt,llt ly afler Passelllant's 
d~':lth. 

COlll l1lents. In th c second half of ti l(' eighteenth ccntury, 
the Il ~aul1lLIT and Fahrcuh eit temperature sC:l les were both 
in usc. T he Rbu11lu r sca le prevailed ill France, while the 
Fahren hei t scale was widespread in England. Holland and 
Germany. The dates l11 arkl~d on thcrmomctcr dials refer to 
ycaTs whell ex rremes of heat or cold Dccmed. T he inscrip
tioll 'V ers ~ Soic' 011 the thermometer dial of thc barometcr 
is an :Il lusion to the dl'grec o f hea l at which silk WOflns were 
raised. 

Comparable Examples. Madame cil! Ihrry oWlled a 
simi lar barometcr- therm oille ter by [i3S$CI11 3n t. del ivered to 
hn by the de31ef Simoll- Philippe Poirier 0 11 Decc mber 20, 
17(19. :l1Id described 3111 0ng her furnishings at the Chateau 
de Vcn3illes: ·. . 1111 b3rOlllctrc e t Ull thermolllctre de 
P3s~l'lIl ant , montes trcs-richclllclH ell bronzes dores d'or 
!IIoul u. et omes de trois plaques de porcelainc de France, a 
ell f.11HS en minia ture.' A trace of it 1113 )' be found ill a pos
th umous il1 vemory o fi wr cRects at th e villa of Lou vecielllles 
lIear Versai lles. d rawn up on Februar y 10. 1794: ·No. 26. 
Un b:lroillenre ct terlllOllle{(re 3vec cartoudl cs!I fi gures de 
porcelaill e de Scv res' (' Deux Mobiliers d'AtHrefois' , by 
EdoL13 rd ell· BC3l1l110nt in C II::Nl t· an Ht·IIlJ.\'-Arts, 2nd 
pl'Tiod, vo l. 5. 1872, pp. 133, 137 footnote) . No indic3-
tions h3vc come to light idellt if},i ng the barometcr at the 

22.!. I'urcdaiu pbquc OIL 111(' baro mcter: Cal. no. 6)) 

Muse ulII 35 the foriller property of M:ldal11e elu Barry. 
T wo similar eX3 111ples o f barol11eter-tlll'rl11o l11etcrs signed 
by PaSSCl1l alH :'I re known. The first eX31llple, set wi th three 
turq uoise-bordered porcelain plaques, the subjects of the 
lower twO of which resem ble the subjects of the correspond
ing plaques 011 the Museum 's b3rometcr. W3S so ld frolll the 
collection of Mortimer L. Schiff 3t C hristie's, June 22, J 93 8, 
no. 47. 130th the baromcter and thc thermollleter dials o f 
this instrument are signed by Passelilant, and the barometer 
tii31 is d3tecl Novcmber 22, 1768 , while the thermo meter 
di31 is dated 1774. The other example was sold from [he 
collection of Urig3dier-Gcneral R. J. Cooper 3t C hristie's, 
O erober 30, 1947, no. 99, 3nd now bclongsro M. R.J. Grog, 
Paris. This baromcter is set with threc porcelain plaques 
painted with Hlrq uoise borders 3nd meteorological subjects, 
and is also signed by PaSSem31H on both the barometer and 
thermometer di3ls; the thermo meter dial be3rs the dates 
1709, 1740, 1755, 1768 31ld 1776. There is furthermore a 
simila r b3romcter-thcrmo mcter :It 3 New York dealer's, 
set with three copper plaques painted with vignettes of 
cllpids, its dial Signed CA Il. CA N Y O I' T I C I I,N I) U R O Y. 

III addition to thesc barometer-thermometers, there is a 
scries of b3rol11eters 3nd w311 clocks, each sct with two 
porcelain plaqucs, shorter than the Muscum's examples bur 
with cOIll]>3rable gilt bronze decoration. A baromctcr of 
this sort. with dissimilar porcclain plaques, its dial signed 
I' AS SEMANT A U LO U VIH: . is in the Jones Bequest at thc 
Victor;3 and Albert Muscum. It l11e3Sllfes twenly-six inches 
in height, and its decoration tcrmln:l tes in 3 gilt bronze 
scrollcd pcndant below the sh3ped plaque under thc round 
di:ll. A similar baro mcter, the dial also signed I'A SS EMA N T 

A U LO U V II E, is ill the collection of Mrs. J31lleS dc Rothschild, 
W addesdon Manor, Buckingh3lllshire. The twO porcelain 
plaques of lhis barollleter, which 3re not Illarked with date
letters. are paimed with greel! borders and resemble the tWO 
upper plaques of the Museuill 's clock. A similar barometer. 
its dial signed I'ASSE MA N T AU I. OUVIlt: , was sold with :l 

matching wall dock signcd 'Ernc. Lcnoir a Paris' at Christie's. 
April zo, 196 t , 110. 49. Oa th barometer and d ock arc set 
with pl3ques paintcd with turquoise borders and subjects 
resembling th ose all Mrs. de Rothschild 's baromcter. 
Anot her barometer 3nd 1113tchin g wall d ock with dissimilar 
porcelain plaques W3S sold from the collectiou of Robert 
Hoc, Amcrican Art Galleries. New York, March [, [9t I, 
no. zii I 7. The dial of this b3romcter is signed L E I'A G il A 

" A III S, 3nd of the d ock L E I'A UTE II I) U HOY A I'A I!l S. 

T he IIpper plaque of the baro meter at' the Museum is p3intcd 
with 3 p WI U lookin g through a telesco pe and resembles the 
paiming on 3 si milar green-bordcred I'l aque set ill tlte crest 
of 3 t3 blc d ock, its eli31 signcd by Louis Montjoye, at the 
Rijksillusclini. Amsterd3l1t . This coillpa r3 ble plaquc be:lrs 
3 date letter for thc year [776 and the 1113rks of the p3imer 
Dodin and the gilder Ch:luveaux ni /JI1• 
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Ex Coli. Sir Charles Mills, llart.; the Lords Hillingdon. 

Exhibited. 2) Park Lane, London, Three French Reigns 
Loan Exhibition, February 2J- April), J9H (no. -l45 of the 
cataloguc) . 

Published. Carl C. Dautennan and Jamcs Parker, J\rJ.M . .-'I. 
BII/lelill, May, 1960, pp. 282, 284. 

64: Figs. 223 -225 

C LOC K. French, about 1770. 

Type. Pelldull'. 

Measllrements. Height: 2Ji inches. Width: [3 :1 inclws. 
Depth: 9! inches. 

Description. The clock is of mataud burnished gilt bronze 
set wi th Scvrcs porcelain plaques. The gill bronze crest is a 
troph )' consisting of a helmet and cuirass, a palloply of six 
banners with hcraldic deviccs, a laurel wreath, a f.,sces, and 
a qlliver of arrows. This troph y rests Oil a gilt bron ze shaped 

platform chased wi lh f.1l1ing clusters of blm:1 leavl's and 
berries at the four corners. each of its fom sidt·s SC I wi th a 
shaped Sl'vres porcelain pl:lqllC. 13e1ow the pbtform a Illat 
:lnc! burnished gilt bronzc moulding of grapes and vine 
leaves extends along till' four top edges of the clock. A gilt 
bronzc leaf :l nd bead mou lding extends :lIang the frol1\ of 
the d ock under the projecting cop, and is repea[ed on the 
sides and back. Thl' front and back stiles arc c:lllted all(\ the 
frail[ s[iles under the top arc set with oval roseltes above 
voluted acalHhus leaf c:lpita]s, each hUllg with a g:lrbnd of 
flowers and fruit, and beaded voilited acanthus leaf b:lses. 
th e b:lck stiles arc set with recessed spra ys of laurel leaws 
and berries. The oblong panel of th e frolll of the clock is set 
0 11 each side above the dial with a sp:l ndrel-sh:lpcd Scvres 
porcelain pbque in a plain moulding, whik' a single shaped 
Scv res porcelain plaque in :l silll ilar mOlilding is set imo the 
panel below the dial. The circu lar glass lells of the clock is 
fralll ed by a gilt bronze bezel chased with beaded and 
striated mouldings. The dial is of whi te ell ameled metal, 
lI1arked with concentric circles o f lllilHm.'s. (lays of the 

223. Gilt brollz<' creSI of the dock (Cat. 110. 64) 



166 C LOCK 

.' 
I'or(d~ i ll pb q Llc on thc clock (C~ t . !lO. 6~ ) 

lllOll th. hOllrs. alld cla ys of the week. T he ROlll :m nlll11 cr:ds 
of the hOll rs. the nUlllbers illdicatin g the quarter hours. :tnc! 
the dots for thc minutcs arc p:tillled ill black en:tlllcl. the 
abbrcvi:ations fo r Ihe da ys of thc wcek and the llumbers of 
the d:a ys of Ih e mOlHh in violct, while a dm :lIld l'riplc le:af 
Illative of ru by-colorcd ell :a tllcl 1l1:arks e:ach inlerval o f fi \'c 
mi llllles. The brass hOllr and Illinllte h:ands :tre ch:ascd with 
openwork Illm iws and th c stee l poilHl'rs for the day of the 
week :tnd the day of the month :tre wro ught with interbced 
motivt·s. E:ach side of tlw d ock is sct wi th :1 circula r Scvres 
porcelai n plaque betwecn tWO shaped plaqucs in plain gilt 
bronze mouldings. The b:tck of thc clock is equi ppcd with 
a circular glass lens in a gi lt brollze \)('zci with :t stri:a(('d 
1ll0livc mou ldin g set in :t " laill oblong gi lt bronze p:tncl 
wi th recesses corresponding to th c three Scvres plaq ucs of 
[]l(' fronl. T he proj ('cting gi lt bronze base is rounchl on the 
from corners. callted on thc b:lck corners. :tnd its to p edge 
is set with a beaded moulding :tnd :l quartcr- round cgg and 
leaf mor jvc moulding ex tending :a long the fO llf sides of the 
dock . The fro nt of the base is set in the ccnter with a reccssed 
motive t)f trai ls of bl'rr ies and vin e leaves and two corn u
copia~ of fl owers :lnd fruit. their scrolbl fol i:a te ends tied 
togcther, fbnh'd on Ih e ro unded comers by recessed g:lr-

lands of berries alld vine leaves, repeated on rhe sidcs of the 
b:tse. T hc cantcd corncrs of the back of the base arc set wi th 
S(]llarC rosettes which flank :a plain gilt bronze p:lncl. T he 
clock st:t llds offom mat and burnished gil t bronze groo vcd 
cylindrical feel. 

Porcelain P laques. T hc case is inset wit h :l total of twelve 
Si:vrcs plaqucs, :tll without marks or inscriptions of any kind. 
Their lIIili t:a ry motives, akin to t h os(~ of vases nos. 45:a - b 
and 46 suggest a tcntative date of 1765 to 1770. T he marti:tl 
allusions in :lll probability rcfer to the recently concluded 
Seven Year's War (1756- 1763), whicll gavc rise to a (lcmaud 
for military scencs at Scvres. The painter most frequt'utl), 
:associatcd with such subjects was Morin. 

Sig nature . None. 

Comments. Because of the mili ta ry cast of its decof:a tion, 
this clock may have been madc for:t SII lolI ill' g"rrr/,. or room 
ornamelHed wi th mi litary themes. The coats o f arms Oil 
the bann crs of thc crest are in ventions and ha vc no hcr:aldic 
significancc. 

Published . C:arl C. J)aUlerm:ll1 :tud James Parker, M.M.A. 
Bulll'/ill , M:J Y, 1960. pp. 283 . 284. 
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NECH E SS CI.OCK 

65: Figs. 226-228 

NEG ltESS C LOCK with Illusical movcment. 
Frellch, abom 1785 . 58.75 .127 

Type. PCI/dllie N4:~rt·SSI'. 

Measurements. I-Ieigh t: 29 inches. Width: 16t inches. 
Depth: 9 inches. 

Description . The clock is of black :lnd whitc m:lrble, 
t·n:J.111c!ed bronze, :lnd m:lt :J.1lC1 burnisl1(>d gilt bronze. The 
ncgress wears :J. gilt bronze turb:J.n, g:J.thered in :J. knot 
behind :lnd f:.,lling in fringed folds. set on the front wi th :I 
spr:J.y of:l Aower sprig. two plumes :lIH\:J. fe:l.ther shC:lf. tied 
wi th :J. bow knot on the b:J.lld of the tII rb:lll which is chased 
with oval be:J.cls and lozenges in relief: To cach of the 
negress\ cars is anaclled a gilde<\ wire filigree ca r-ring con
sisting of twO ova ls, banded around Ihe middle. and hUlig 
wi th a ball pmd:J.1H. Thc ncgress's f:,ce is painted with 
browll t'11:1md. the lips :Inc! corners of the eyes wi th red, 
and the leetll and whites of the eyes wi th white, while 
the brown iriSt'S :J.nd bbck pupils arc of glass P:J.stc, :lIld a 
mechanislll pnmits them to drop and the hour and minu te 
indicator whcels to rise in their pbccs (fig. 228): this 
mechanism is SCt in Illotion by pulling the Ilegress's lefr ear
ring. The vt·rtical hour and lIlillllle wheels arc paimed ill 
black cnamcl with the hours and llIinllleS marked in white. 
T ile Roman numcrals of the hours can be read in the Il egress' s 
right eye, while the Arabic 1ll11lll"Tals of the minllle wheel. 
which is graduated at illlervais of twO millllles, appc:lr ill 
her left eye. A string of gil t bronze beads f:.,lls fronl the back 
of the lH'grcss's wrban, crosses her right shou lder, :lnd meets 
:I g:trbnd of roses and rose leaves, morning glories, lily of 
ti ll' valley. pink s, and pri Illroscs. which passes :lcross her left 
shoulder. I-k r gilt bronze robe f:.,115 from one shoulder. its 
neck linc trimmed widl fur and its sleevcs with fri nge. A 
gilt bronze tassdnl bow and ta pering fm-lined quiver arc 
crossed on hcr back. The bust is plact·d on a gi lt bronze 
hou rgbss-shaped pedestal with a crimped colb r, and cgg 
and guillochc mOl1lding arol1nd the base. A sql1are white 
marble plinth bdow this pedest:J.! is fitted on the froll! with 
a rectan gL1lar plaque painted in blue enam.:! witll a twisted 
rope llloti ve border painted in gold enamel. and twO 
ros(' tles wi th white p("tals and ruby-colored centers flanking 
the name of dIe clock maker in gold. This plimh rests on a 
gilt bronze projecting pbtform, til(" edges trimlllcd on the 
frollt and sides with a shaped rib and tonguc Illative mould
ing, chased on dll' frolll corners with leaves. Below this 
pblfoflll another square white marble plillth is flanked by 
I WO plain gilt bronze platfoflllS each occupied by a gil t 
bronzt· se:t ted winged Jll/lta holding a fragmellt of a bell
Aower garland . Below this plinth and divided frolll it by 
a gil t bronze torus moulding a rectangular white marble 
block forms the fron t of the lllusic box. SCI with a gilt bronze 

plaque chased in low relief with a vignettc represcilling a 
hunting parry offour plllti. onc wearing a horn and holding 
a f:.,icOIl, while two others carry a litter piled with oak leaf 
sprays and (lead game. Two flanking recessed rcctangular 
tiles of white lIIarblc on the from of the clock :a n:: framed 
by plain gilt bronze mouldings and set wi th gilt brollze 
lllotiv(·s each consisting of a vase of frui t and fl owers, its 
handles draped witli beaded swags, supporred on fWO 

flanki ng acanthus leaf and flower riu,eau x from which 
sprin g flami ng torches. Each side of the Illusic box is set with 
a gil t bronze p::tnel consisting of Mercury's winged cap 
above a caduceus to which two flanking sprays of laurel 
le::tves and berries arc tied, against a pcrforated ground 
framed by a plain rcctangulal' moulding . Thc back of Ihe 
Illllsic box consists of a gi lt bronze rectangular perforated 
panel hinged on thc lower cdge and provided wi th a carch 
on 101" The lower edge of the music box is fini shcd on 
rhe front :ami sides wi th a gil t bronze stepped moulding, 
its tOP edge chased with an S-clITved band of acanthus 
leaves and leaf sprigs. Thc tiered base of the clock consists 
of a block of white marble overlapped by one of black 
marble, its tOp edge set on the fro nt and sides with a rububr 
gilt bronze striated moulding. The six cylindrical gilt 
bronze feet arc chased with striated and twisted rope 
moti ve mouldings. The musical movemcnt in the music 
box consists of a miniature bel lows and pipe organ pla yed 
by keys which arc tripped by a revolvi ng drulll. A rod 
whicll releases tile musica l movement p::tSSt'S frolll the bust 
of the negress through the pedestal 10 the music box below. 

Condition . The negress's right car-ring may originall y 
have becn connected with a coupling which releascd the 
musical llIovemen t, as descri bed ill the A111woircs SI'm·ts (sce 
COM J'AIlII II U, EXIIM I' I.ES), but th is mechanism is \lOW 

missing. The brown enamel of the negress's face ::tnd neck 
has flaked. revealing patches ofbrollze underneath. 

Sig narure. Signed in gold enamel ' Furct I-Iger elu Ro i' on 
,he blue enameled metal plaque fitted to the front of rhe 
marble plimh below the ncgress's pedt·sral (fig. 226) . 

Artists. Jean- Baptiste-A ndre Furet, who signcd the ena mel 
pbque on thc fro nt of the clock was the SOil of a clock maker 

n6. Sigllaturc 01\ Ihe ncgn..'SS clock (Car. no. (5) 
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and one of a number of clockmakers with the name ofFuret 
working in Paris in the eighteenth century. He was admitted 
to the clockmakers' guild as a master on November 18, 1746, 
and was cited in 1758 as clock maker to the king: 'horloger 
ordinaire du roi pour sa bibliotheque.' He lived on the rue 
Saint-Honon: at an address given as 'vis a vis Ie Grand 
Conseil', and his death is recorded on April 7, 1804 at 236 
rue Saint-Honon:, probably the same address. On July 4, 
1784 he put on view a negress clock, a clock in the shape of 
a bird cage, and another in the shape of a terrestrial globe, 
which excited interest among Parisian amatel/rs, and were 
commented upon in Bachaumont's Mcmoires (see COM

PARABLE EXAMPLES). He worked with Franr;ois-Louis 
Godon, clockmaker to the court of Spain, and a clock 
now in the Palacio Real, Madrid, is signed on the dial 
with the names of both clockmakers (see COMPARABLE 

EXAMPLES). 

Comments. A document detailing the sale of the negress 
clock formerly in the French royal collection to the dealer 
Lajarre in 1797 records an elliptical glass vitrine, with doors 
for winding, which accompanied the clock, and was prob
ably originally made for it ('On Peut Encore Lire l'Heure 
dans les Yeux de la Negresse de Marie-Antoinette', COIl
llaiSSallce des Arts, no. 49, March, 1956, p. 65). The Museum's 
clock may have been provided with such a vitrine, which 
would have served to keep dust out of the works and per
haps to prevent breakdowns which frequently beset clock 
movements in the eighteenth century. 
Comparable Examples. The clock exists in several 
versions. One was shown to an interested French public by 
Furet in 1784, and was commented on in Bachaumont's 
Mcmoires under the entry for July 4th of that year: 'On va 
voir chez M. FI/ret horloger, trois pendules de sa composi
tion tres curieuses. La premiere represente une Ncgresse en 
buste, dont la tete est superieurement faite. Elle est historiee 
tres-elCgamment & avec beaucoup de richesses & d' orne
ments. Elle a, suivant Ie costume, deux pendeloques d'or 
aux oreilIes. En tirant I'unel'heure se peint dans l' oeil droit & 
les minutes dans l' oeil gauche. En tirant l' autre pendeloque, 
il se forme une sonnerie en airs differents, qui se succedent.' 
(Mcmoires Secrets pOl/r Servir a I'Histoire de la Rcpl/b/iql/e des 
Lettres ell Frallce depl/is MDCCLXII jl/sqll' alios 10l/rs ... by 
L. P. de Bachaumont and others, London, vol. 26, 1786, 
p. 78). This clock presumably entered the French royal 
collections, for accounts of crown expenditures list a pay
ment to Furet of 4000 /ivres in July, 1784. In 1796, after the 
collapse of the monarchy, a clock of this description was 
transferred from the Garde-Mellble of the former royal 
family to a clockmaker called Richard for repairs, prior to 
its sale in 1797 to a dealer called Lajarre ('On Peut Encore Lire 
I'Heure dans les Yeux de la Negresse de Marie-Antoinette', 
COlllwissallce des Arts, no. 49, March, 1956, pp. 64-65). This 
clock may now be identified with a clock in a private 

collection in Paris, its movement signed by Furet, Godon, 
and the repairer Richard. This version differs in several 
details from the clock at the Museum: the negress's bust is 
provided with plain ring ear-rings, and the Arabic numerals 
of the hours and minutes which show in her eyes are painted 
in black on a white ground, while the enameled plaque with 
Furet's name is missing, the projecting marble front of the 
music box is set with a gilt bronze plaque of dissimilar 
p"tti, and the feet are of different shape. Another version of 
the clock is at Buckingham Palace, London, originally 
acquired by the Prince Regent in the late eighteenth or early 
nineteenth century for his residence at Carlton House 
('Some Royal French Furniture in the English Royal Collec
tion', by F.J. B. Watson in The COllllOissellr Corol/atiollBook, 
London, 1953, pp. 69-71, and BI/ckillgham Palace, its Fumi
tllre, Decoratioll & History, by H. Clifford Smith, London, 
1931, p. 207, fig. 249). This version also resembles closely 
the example at the Museum, but is not signed by Furet, the 
back plate of the movement bearing the inscription 'Lepine 
hger du Roy A Paris 1790'. Besides lacking the enameled 
plaque, this clock differs in detail from the subject of this 
entry: the negress's bust lacks the string of gilt bronze beads 
over her left shoulder, a similar string appearing in the spray 
of the turban, and her ears are hung with plain stud and 
tear-drop ear-rings, while the feet of the clock are of slightly 
different shape. Parts of the gilt bronze decoration of this 
clock were cleaned and re-gilded in 1807 by the London 
firm of Vulliamy when the movement was repaired. A 
fourth version of the negress clock belongs to Mrs. Herbert 
A. May of Washington D.C.; the movement of this clock 
is unsigned, the bust lacks a string of beads, the numerals 
arc painted in white on a black ground, and the gilt bronze 
pedestal and feet are different. A fifth and presumably later 
version exists in another private collection in Paris, its 
movement signed by Antide Janvier (Colllwissal/ce des Arts, 
no. 3, May 15, 1952, p. 43). 
A clock in a private collection in Paris consists of a bICH-de-roi 
Sevres porcelain vase with horizontal hour and minute 
bands resting on a marble music box resembling the music 
box of the Museum's clock. The corresponding white 
marble block in the base of this clock is set with an enameled 
label inscribed 'Furet Hger du Roi', identical to the enameled 
label on the plinth of the Museum's clock. 
A large black and white marble and gilt bronze clock in the 
Palacio Real, Madrid, its dial signed 'Furet & Godon Hrs 
du Roy A PARIS', is set with gilt bronze mounts and plltti 
holding garlands, bearing a general resemblance to the gilt 
bronze of the Museum's clock (Illustrated Gllide to the Royal 
Palace of Madrid, by Felipa Nino Mas and Paulina Junquera 
de Vega, Madrid, 1956, p. 62, fig. 50). 

Ex CoIl. Leopold Double; the Marquis de Lambertie; C. 
Ledyard Blair. 
Leopold Double's collection was sold at his house, 9 rue 



227. Nt'gro'M dock with lIlusic;aI IllO\'CIIlI.'!lt (Dr. 110, 65) 



228. N~grc~~ clock showing thc timc (Cat. no. 65) 
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Louis-Ie-Gra nd. Paris, May 30-Jun c 4 , I !lS I. The Muse um's 
clock is described undcr entry no. 274 of the sale cata logue, 
identified by 'tlllC plaque d.email a fOlld blCl1 (qui) porte k' 
nom de PH"'I, "(lrl'~~"r dll roi' . At the time of the sa le, the 
negress's bust bore ::t med::tllion with a cipher 'execllte cn 
roses'. This may have been :l llleda ll ion of rose diamonds 
sct ilHO dI e bow kllot of the negress's tmb:lIl, which shows 
in all o ld photograph of the clock. 

Exh ibited. Frl'nch and Com pan y, 978 Madisoll Avellue, 
New York. Opening of the New Galleries Exhibition, 
O ctober 725 . H)S8 (11 0. 9 o f the ca talog ue) . 

Published. Jamcs P:lrker, M.M.II. Hrd/I'fil/, May, 1960, 
PI'· 30-t. 306, 307· 

66 : Figs . 229-230 

JJ A ROM ET E It - TH ERMO M ET El t. 
about t770. 

Type. lJ(/r(1m(~l r,' rl l/,,'rm(IlIIhfl'. 

Frc tlch, 

58.75 .61 

Meas urements. I-!eight: -t6.\ inches. Width: 1St inches. 
Depth: -t~ in ches. 

Description . The barometer is of oak. painted black. f.1ced 
wi th tortoiseshell and mat an d burn ished gilt bronze. The 
gi lt bronze crest consists of a rounded urn, the cover chased 
with a baud of ovnbpping le:lves set with :l pineapple finial, 
and tI ll" baud of the front edge chased with a wa ve pattern 
and S(' I on each side with a foliate eyebolt from which hangs 
a bmd leaf and berry wreath; the concave bow l of the urn 
is Autl·d and its circubr pedestal has spiral fluti ng above a 
pla in stepped base. Uelow the urn a g il t bronze aca nt hus leaf 
spra y springs frolll the joining of a scrolled pediment, the 
topS of the scro lls set wi lh la urel leaf and berry dusters. The 
circular barometer dial is flanked O il the sides by gilt bronze 
architectura l ele ments, each consisting of a triple fluted 
pilastl'r provided wi th a leaf llloti ve capi tal and base, (he 
capital surmounted by a pli n th ami sha ped pedestal suppOrt
ing a scored sphere set with three tllfts ofAame on the [01' and 
sides: each pilastcr stands Oil a plain band chased with a boss 
0 11 th e frotH above an hou rgbss-shaped lea f and berry pen
dant. The sides of the case Aanking the dial arc each se t with a 
rectangular panel of [OrtoiseshelJ framed by gi lt bronze 
stepped mouldin gs. The ci rcular glass lellS of the barometer 
dia l is framcd by a g il r bron u' bezel with a laurel leaf and 
berry moulding crossed by two bands of ribbon at the top. 
The dial of the barometer is of white enameled metal w ith 
a black enameled ci rcle of weather iudica tions: ' TIl ES 

SEC. U HAU-F I XE, UEIIUTEM S, VIII! I II IILf.,I'LUYE OU V T , 

CDE I'l UYf., TIlMl' i: TE', o lltside a cirde graduated into 
twO series o f !lumbers each starting at zero on top and 
cx tending around llalf (he circt!lllfcrellcc [0 rhe ll ul1lber nine 
hdow. The hIlled sted pointer of tile baro lll etl'r dial is 

219. IhrolllcWr-tlu:rmoll U" tcr (C3t. 110. 66) 
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I} . : lIe} "11 I/O 
\ 

230. Barometer dial (Car. no. (6) 

wrough t wi th a quatrefoil and with openwork frets and 
circles. A gilt bronze frett ed moulding conforms to the 
lower seg Lllent of the dial and extends down each side of the 
froll[ of the case below the dial, tcrminating in a horizontal 
section of grooved striated mouldin g chased on the front 
with:l boss. A gilt bronze garland ofburclleaves and berries 
is swagged and tied with a bow knot over a boss in the center 
of the case below the dial, and each trailing end of the garland 
is loopcd over a boss on the sides of the case. Below the swag 

on the front of the case, a shaped gilt bronze framc, its lower 
edge set with t WO guttae Illotives, cOLll ains the rectangular 
stecl thermometer dial incised with temperature indications 
from one hundred and (Cll degrees above zero 10 twcmy-six 
degrees below, and the inscriptions: 'lliood I-leat, Sumr 
Heat, Temperate, Freezi ng' . The glass bulb of the mercury 
tube is set ill a gilt bronze acanthus leaf cup. The sides of the 
case Aanking the thermometn dial arc set wi th IOrtoiseshcll 
panels framed by stepped gilt bronze mou ldings. The lower 
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edge of the barometer is finished on the front and sides 
with a gilt bronze acanthus leaf spray with leaf and berry 
pendant. 

Signature. Signed in black enamel on the white enameled 
metal dial of the barometer LANGE DE DOURDON FAISEUR 

DE DAROMETRE DU ROY and 'Martiniere Emailleur, du 
Roy' (fig. 230). 

Artists. The dial of the barometer is signed by the baro
meter-maker Lange de Bourbon and the enameler Antoine
Nicolas Martinicre. Little is known of Lange de Bourbon, 
who signed other barometers of the period. Antoine-Nicolas 
Martinicre was born in 1706 and lived in 1738 on the rue 
Haute-des-Ursins and in 1741 on the rue des Cinq Diamants 
at the sign of the enameled dial: a l' ellseiglle dll Cadrall d' ell/ail. 
He is known to have executed enamel painting for Louis XV 
(Wallace Collectioll Catalogues, Fumiture, by F.J. B. Watson, 
London, 1956, pp. 34, 35, fig. I), and for Madame de 
Pompadour. He died in 1784. 

Comparable Examples. Other tortoiseshell barometers 
by Lange de Bourbon are known. An example with Boulle 
marquetry of tortoiseshell and brass was summarily described 
in the catalogue of the sale of Monsieur Gaignat, Paris, 
February 14-22, 1769, no. 196: 'Un Barometre & thermo
metre de Lml.!Ie de Bourboll. La monture est de marquetrie 
de cuivre & ecaille, garnie de bronze don:'. In the Wallace 
Collection, London, a gilt bronze barometer provided with 
an enameled dial signed BOURDON A PARIS may be attri
buted to Lange de Bourbon (Wallace Collectioll Catalogues, 
Fumiture, by F.J. n. Watson, London, 1956, p. 121, fig. 61). 
The case of this barometer and of its matching wall clock 
with movement signed by Michel Stollewerck are cast and 
chased with motives resembling those of the Museum's 
barometer. 

Ex Coll. Sir Charles Mills, Bart.; the Lords Hillingdon. 

Published. James Parker, M.M.A. Bulletill, May, 1960, 
pp. 30 5, 30 7. 

67a-b: Figs. 231-232 

PAIR OF FIVE-LIGHT 
French, about 1780. 

CANDELABRA. 
58.75.63-64 

Type. Paire de calldelabres a cillq brallches. Candelabra of this 
type were also called giralldoles or challdeliers. 

Measurements. Height: 3d inches. Width: 17! inches. 
Depth: 9! inches. 

Description. The candelabra are of mat and burnished gilt 
bronze and white marble. The lighting equipment of each 
candelabrum consists of gilt bronze sprays of lily flowers, 
buds, and leaves, grouped on the front in a semi-circle of 
four stems with one taller stem in the middle. Each stem is 

provided with a candle-holder formed by a lily flower, set 
with a socket chased with a twisted rope motive moulding 
and a bobeche with a beaded moulding. Each spray of 
flowers springs from a leaf motive collar capping a gilt 
bronze cornucopia chased with straight and spiral fluting, 
ringed by two bands of ribbed and herring-bone motives, 
terminating in a cup of leaves and bead pendant. The 
gilt bronze figures of the nymphs with upraised arms holding 
the cornucopias, their drapery falling from their hips, stand 
on white marble columns carved with fluting set with gilt 
bronze foliate reeding. Each column rests on an octagonal 
white marble base, its top edge set with a circular gilt 
bronze convex twisted rope motive above a beaded guil
loche moulding. 

Condition. The ten lily candle-holders of these candelabra 
have been drilled for electrical wiring, subsequently re
moved. 

Signature. None. 

Artists. The candelabra are not signed and the bronze 
caster who executed them is not known. The figures of the 
nymphs derive from models by the sculptor Etienne
Maurice Falconet (1716-1791), who provided such models 
for bronze casters and gold- and silversmiths. A pair of 
plaster groups each consisting of two nymphs holding a 
cornucopia was exhibited in the Salon of 1761 at the Louvre, 
and described in the catalogue of the exhibition as the work 
of Falconet: 'pour ctre executes en argent'. A copy of this 
catalogue illustrated by Gabriel de Saint-Aubin contains a 
sketch of these models (Catalogues de Velltes et Livrets de Saloll 
Wustres par Gabriel de Saillt-Aubill, by Emile Dacier, Paris, 
191 I, vol. 6, p. 28, no. 119). The attitudes of the nymphs in 
this sketch resemble the attitudes of the gilt bronze nymphs 
holding the candle branches of the Museum's candelabra. 

Comparable Examples. There are three pairs of candelabra 
with similar figures of nymphs. One pair was sold from the 
collection of the Marquise de Ganay, at the Galerie Georges 
Petit, May 8-10, 1922, no. 23 I. The nymphs of this pair of 
candelabra are of patinated bronze, stand on gray marble 
columns set with paterae, and hold three candle branches 
differing from those of the Museum's candelabra. Another 
pair of candelabra was sold from the collection of Madame 
Andre Saint, at the Galerie Jean Charpentier, May 20-21, 
1935, no. 103. The gilt bronze nymphs of these candelabra 
stand on bleu turquill marble columns set with gilt bronze 
chain swags, and hold three candle branches differing from 
those at the Museum. A third pair of candelabra is at a New 
York dealer's. The gilt bronze nymphs of this pair stand on 
circular blell turqllill marble pedestals and hold triple candle 
branches unlike those at the Museum. 
A somewhat similar patina ted bronze figure of a nymph 
holding three gilded candle branches stands on the chimney
piece in an interior scene painted by the Swedish artist, 
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" III "; Ie,*:(# II "' ---
2J 1- 2]2. I'~ir of flVC"-Jiglll c~lItkbbr~ (ClI. 110. 67) 

Alex:lI1 ,k'r Rosli n, signed an d dated 1785 . This painting 
cont:tins full-l ength portr:tits of the artist's daughter, 
Alex:tndrin c Elisabcth. and her husb:tnd. Cl:tl1de-Frall\ois 
M:trtincal1 de Floriant. and is now in :t private collcction in 
France (Roslill, Ul' o(h Vl'fk, by Gunn:tr W. Lundbcrg , 
Malmo, 1957, vol. 2, fig. 168, vo l. 3. frontispicce). 

68o-b : Figs . 233-234 
P A IR OF FI VE- LI G H T CANDE LABRA. 
French, :toout 1785. 

Type. Pairc dj' ((II/{I(.!t,b rj·s II cilii/ {mllle/ws. 

Measurements. S:ttyr candelabrum. accession nU!llber 
58.75. 123 . Height: 4S} inchcs. Width: 13! inches. Depth: 

171 inches. Sa tyress canddabnlill. accession 1I11111 bcr 
58.75.124. I-leight: .ut inches. W idth: It) ~· inche~. Depth : 
17 J inches. 

Description . The candebbf:"l arc of patinatcd and mat and 
burnished gilt bronze. and green serpentine stone. The gilt 
bronze lighting eq uipmelll of each candelabrum consiSIS of 
fOllT S-shaped candle bf:"lnches SCt in the fom quarters of the 
top of a corn ucopia with a sin g le taller straight candlc br:tnch 
in thc middle. The curved br:lI1chcs arc chased with ribbed 
Auring and twisted rope tll otiV{'s and acanthus leaf scrolls 
set with be:tdcd flower motivecolbrs; each ofthl'se branches 
terminates in a bt'aded inverted leaf collar and foliate cu p 
that suppOrtS a drip pan wi th :\ stri:\lcd mo ulding, a 50ch'r 
chased with rinccallx :tnd striated bands, and a bob~chc \\"i lh 
:t stria ted moulding. Each central branch takes the form of a 



233- 2]4. Pair of fiv e-light candelabra (Cat. no. 68) 
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spray of tulips with a tulip flower and bud, the flower serving 
as a candle-holder set with a bobcche chased with a striated 
moulding. The tops of the cornucopias between the candle 
branches are set with gilt bronze leafy clusters of roses, 
jonquils, tuberoses, clematis, pears, grapes and apples. Each 
of the gilt bronze cornucopias is chased on top with a 
projecting egg and rib moulding extending around the 
mouth of the cornucopia, and on the sides with spiral fluting 
terminating in a band of herring-bone motives above a leaf 
cup with a beaded pendant. The cornucopias are held in the 
upraised arms of patinated bronze figures of a satyr and 
satyress posed in motion beside patinated bronze tree stumps. 
The satyr wears a headdress of grapes and vine leaves, and 
gilt bronze pan pipes slung from a strap over his left shoulder, 
while the satyress wears a similar headdress and a garland of 
grapes and vine leaves falling from her right shoulder; a gilt 
bronze ewer and tambourine are linked together and bolted 
to the patinated ground under the satyress's hoo£ The 
figures stand on ten-sided pedestals of green serpentine stone 
resting on circular gilt bronze bases each chased with a beaded 
moulding above a moulding of acanthus leaves in strap
work loops interspersed with berry sprays. 

Condition. The gilt bronze tambourine on the base of the 
satyress candelabrum is not visible in the photographs of the 
Seillicre sale catalogues (see EX co LL.), and must have been 
added afterwards. 

Signature. None. 

Artists. The bronze caster who executed the candelabra is 
not known. The figures of the satyr and satyress derive from 
models by the sculptor Claude Michel, called Clodion 
(1738-1814), who provided other models for bronze casters. 

Comparable Examples. A similar pair of patinated bronze 
candelabra figures of a satyr and satyress standing on 
pedestals and holding cornucopias each set with six lights 
is in the Cleveland Museum of Art (Catalo

L
l!lIe of the Elisa

betlt Severallce Prelltiss Collectiol/, French Furniture and 
Sculpture, by William M. Milliken, Cleveland, 1944, p. 56, 
figs. 39, 40). The pedestals, cornucopias, and candle branches 
of these figures are unlike those of the Metropolitan's 
candelabra. Another pair of comparable patinated bronze 
candelabra figures is in the Huntington Library and Art 
Gallery, San Marino (Frellclt Decorative Art ill the HIlIltillgtoll 
Collectioll, by Robert R. Wark, San Marino, 1961, p. 100, 
fig. 90). The satyr and satyress figures of this pair each hold 
a gilt bronze cornucopia with five candle branches bearing a 
general resemblance to the corresponding lighting equip
ment of the Museum's candelabra, but differing in arrange
ment and detail, and the pair of figures stand on pedestals 
unlike those at the Museum. A third pair of candelabra 
closely resembling those in San Marino was sold from the 
Stroganoff collection, Rudolph Lepke Gallery, Berlin, 
May 12-13, 1931, nos. 149, 150. Another corresponding 

pair of candelabra is in the Pushkin Arts Museum, Moscow 
(Mllselllll Life, Bulletill of the MllseUIII of Fille Arts iu MoscolP, 
no. I, 1925, p. 13, illustration). This pair of candelabra 
stands on bases similar to those at the Museum and the figures 
hold dissimilar candle branches. Another pair of comparable 
candelabra was sold at Christie's May 31,1962, no. 23, and 
still another pair is at a New York dealer's shop. 
In addition to the candelabra figures of this model, there 
exist pairs of candelabra figures deriving from a closely 
related model, also attributed to Clodion. These figures of a 
faun and bacchante hold cornucopias with candelabra in 
attitudes resembling those of the Museum's satyr and 
satyress. The Louvre owns two pairs of these related 
candelabra (Musce du Louvre, Les Objets d'Art du XVIIIe 
Sicc!e ... Epoque de Louis XVI, by Carle Dreyfus, Paris, 
1923, p. 8, figs. 7, 8). Other pairs of such candelabra are in 
the Palacio Real, Madrid, in Buckingham Palace, London, 
at Waddesdon Manor, Buckinghamshire, at Ostankino 
House near Moscow, and in a New York dealer's shop. 
Similar pairs were formerly in the collection of Sir John 
Murray Scott, Paris, and in the Lebeuf de Montgermont 
collection, sold at the Galerie Georges Petit, June 16-19, 
1919, no. 378. A wash drawing by an unidentified eighteenth 
century artist in the Musce des Arts Dccoratifs, Paris, shows 
a bacchante candelabrum of this model, placed on a pedestal 
(Dessills Origillaux des Maftres Dccorateurs, XVIIIe Sicc!e, 
Fill du Rcgue LOllis XV et Rcglle de Louis XVI, by Leon 
Deshairs, Paris, n.d., p. 12, fig. 129). 

Ex. ColI. Baron Achille Seillicre (sale catalogues, Galcrie 
Georges Petit, May 5-10,1890, no. 507, and March 9,1911, 
no. 79, sold to Seligmann). 

Published. Histqire GCllcrale des Arts Appliqucs a ['Illdustrie, 
Le Mobilier au XVIIe et au XVIIIe Sicc!e, by Emile Molinier, 
Paris, n.d. pp. 213, 215; James Parker, M.M.A. Bulletill, 
May 1960, p. 307. 

69a-b : Figs. 235-236 

PAIR OF THREE-LIGHT WALL BRAC
KETS. French, about 1780. 58.75.125-126 

Type. Paire de bras a trois brallches. 

Measurements. Bracket, accession number 58.75.125 
(right): Height: 31~ inches. Width: 14i inches. Depth: 9! 
inches. Bracket, accession number 58.75.126 (left): Height: 
32! inches. Width: 15 inches. Depth: 9 inches. 

Description. The wall brackets are of mat and burnished 
gilt bronze. The crest of each bracket consists of three sprays 
of lily flowers, buds and leaves, with two short laurel leaf 
and berry branches between them and three taller branches 
behind. Each bracket has three candle-holders formed 



CAN D E LA l.!n A 

b)' flowers 011 each of the IiI)' sprays, set with bobcches 
chased wi th beaded mouldings. The stems o f the leaves and 
flowers spring from rounded vases. each of which has a 
f.1sccs moulding around the lip, fluting wi th foliate reeding 
on the neck, a bowl set with recessed rinceallx between 

, 

ra ised beaded mouldings its underside fitted with leaf and 
strap-work Illotives, and a foot with a laurclleaf and berry 
mo uldin g. An ova l profile medallion in low relief of Louis 
X VI wea ring the order of dt e Sail/t-Esprit, surlllollnted by a 
bowknot, foliate scrolls, and a closed crown with fl ems dc 

:!lS- l16. 1'3ir or rhn'C-light wall brackcu (Car. 110.69) 
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Iys, is set on the front of the vase of the wall bracket, accession 
number 58.75.125. The matching bracket is set with a 
medallion of Marie-Antoinette, similarly crowned. A 
swagged garland of roses, forget-me-nots, primroses, asters, 
peonies, trumpet flowers and bell-flowers is tied with ribbon 
bowknots to the sides of each vase, and trails along the sides 
and lower edge of the oblong panel below. This oblong 
panel is framed by a leaf motive moulding, and takes the 
form of a niche, with a flat projection above and below, set 
with a figure of a winged p"ttO in relie£ The lower edge of 
each bracket is finished with an acanthus leaf cluster and a 
leaf motive pendant. 

Condition. The lower right-hand swag of the garland is 
missing from the wall bracket, accession number 58.75.126. 
The six lily candle-holders of the wall brackets have been 
drilled for electrical wiring, subsequently removed. 

Signature. None. 

Comparable Examples. A pair of similar gilt bronze wall 
brackets is in the collection of the Baronne Edouard de 
Rothschild, Paris ('The House of Rothschild' by Frederic 
Morton, in Holiday, vol. 30, no. 3, September, 1961, p. 37). 
A single comparable left-handed bracket, set with an oval 
medallion of Marie-Antoinette, is in the collection of Mr. 
and Mrs. Jack Linsky, New York. 

Ex ColI. The brackets are reputed to have come from the 
collection ofT. P. Thorne, Paris. 

Exhibited. 25 Park Lane, London, Three French Reigns 
Loan Exhibition, February 21-April 5, 1933 (possibly no. 
540 of the catalogue, described as 'Two Appliques in 
Ormolu. Gouthiere.', lent by Lord Duveen); 'Trois Rcgnes, 
Louis XIV, Louis XV, Louis XVI', by Princesse Bibesco, in 
La Rellaissllllce, vol. 16, no. 6, June, 1933, p. 120, illustrated 
in the Three French Reigns Loan Exhibition. 

Published. James Parker, M.M.A. Bulletill, May, 1960, 
pp. 306, 307. 

70: Fig. 237 

TAPESTRY PANEL FOR A FIRE-SCREEN, 
showing a boy holding a bagpipes. French, c. 1760-88. 

58.75.3 8 

Measurements. Height: 34 inches. Width: 25 inches. 

Technique. Gobelins Manufactory, Paris; horizontal-warp 
loom. 

Description. The materials are wool and silk, the latter 
predominating, tapestry-woven, 22-25 warps to an inch. 
There is no hatching except in the sky, but many small 
slits are used to cmphasize the drawing. 
The background is crimson, with a darker scction below. 

A simulated carvcd frame in gold, bluc, lavendcr, and othcr 
pastel shades is partially wreathed with flowers and foliage; 
roscs, honeysuckle and convulvulus can be recognized. 
Within this is a landscape with trees in the background, a 
fence, and a pedestal supporting a vase of flowers. A flower
pot on a table stands below. A small boy, holding a blue and 
red bagpipcs, leans on the pedestal. He wears a large yellow 
hat with a blue ribbon, a pink coat, red belt, yellow breeches, 
and blue lcggings. At his fect is an overturned basket. At 
the lowcr right corncr of the medallion is a watering-can. 
The colors, except for the reds and blues, and the dark tones 
of the face (for which wool is used), arc all now vcry pale. 

Condition. A number of small repairs and somewhat 
faded. 

Signature. Neilson. ex 

Artists. Figure probably after a design by Fran'rois Boucher 
(sec entry no. 5). Director of the workshop: Jacques 
Neilson (see entry no. 5). 

Comments. The Gobelins invcntory of 1792 lists among its 
holdings of Boucher paintings, '31 petit tableaux repre
sentant des Jeux d'EI![allts, tant originaux que copics'. Five 
of these are extant and show figures of children that often 
appear as tapestry chair-coverings in sets that somctimes 
include the Boy with the Bagpipes. They arc believed to be 
copies after Boucher. Another design of the serics also 
shows a boy with a bagpipes, but in a different attitude and 
accompanied by a dog and sheep. 
A set of eight figurines of children, by Blondeau after 
Boucher, were produced at the Scvres Manufactory in 1752, 
and arc known as the 'Enfants dit de Vincennes, ou premier 
enfants Boucher' (Emile Bourgeois, Le biscuit de Sevres, 
Paris, 1909, vol. 1, pp. 43, 44). Of these, Le joueur de llIusette 
011 de comellIllse closely resembles the figure on the Kress 
tapestry panel, except that the design is reversed and the 
boy has no hat. An example of the figurine, in biscuit, is 
in the Cleveland Muscum (Bulletill, March 1961, p. 55). 
Thrce of the figures on the sets of tapestry chair-backs that 
include the Boy with the Bagpipes are also found, reversed, 
as porcelain fig uri les of this set. The prints of the Premier 
livre defigllres d'apres les porce/ailles de la MllIllljac(lIre Royale, 
illvelltees ell 1757, par Mr. Boucher, drawn by Falconct the 
Younger and engraved by P. J. Tardicu, are from a latcr 
series. 
The attribution to Boucher of the original design for the 
boy on the Kress panel and the comparable Scvres figurine 
is thus well establishcd. 

Comparable Examples. The same boy with a bagpipes, 
but surroundcd by a floral-wreath with bows instead of a 
flower-wreathed frame, appears on a chair-back in a suite 
of furniture owned by the executors of the late Sir George 
Cooper, now on loan at the Ashmolean Museum, Oxford 
(Francis Bennett-Goldney, Some works oj art ill the possessio/! 
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of Sir George A. Cooper, London, 1903, pp. 13-24). He is 
also seen on chair-backs in the Rijksmuseum, Amsterdam 
(called Beauvais on modern frame, from the F. Mann
heimer collection, Catalogl/s vall Mel/belell, Amsterdam, 
1952, no. 477); formerly at Grimthorpe Castle, Bourne, 
the property of the Earl of Ancaster (sold at Sotheby's, 
London, II May, 1934, no. 168); at the Chateau de B .... 
(sold at the Hotel Drouot, Paris, 26 April, 1900, no. I); 
and in the collection of Lord Michelham (sold at Hampton 
and Sons, London, 23 November, 1926, no. 36). In each 

case, the chair on which the figure appears is one of a set, 
usually of six, of which all the chair-backs show similar 
tapestry upholstery panels with children in the style of 
Boucher. Those in the Ancaster sale are oval and are mounted 
on English frames, said to have been purchased by the 3rd 
Duke of Ancaster about 1760. The chairs from the French 
collection also have oval backs, but, on the Michelham 
chairs, the tapestries have been adapted to the nearly square 
shape of the backs. 

Ex CoIl. Sir Charles Mills, Bart.; The Lords Hillingdon. 
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