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James Parxer has written the section on the architecture
and furnishings of the Tapestry Room from Croome
Court, except for the tapestry wall hangings and furniture
covers which are described by Epita AppLETON STANDEN.
Mr. Parker has also described the French XVIII century
furniture, except for the Stvres porcelain plaques which
occur on a number of pieces and which are described by
Carr CuristiaN Dauterman, and for the embroidered
hangings and furniture covers which are related to two
sets of seat furniture and are described by Miss Standen.

The descriptions of Sevres decorative porcelains are by
Mr. Dauterman; those of the Savonnerie rug and screen,
and the tapestry screen are by Miss Standen; the remaining
objects of French decorative art are described by Mr. Parker.






PREFACE

N MAY, 1958, the Samuel H. Kress Foundation gave to The Metropolitan Museum of Art the

magnificent cighteenth-century Adam room from Croome Court, Worcestershire, England,

together with its furniture and brilliant rose tapestries for walls and seat coverings. Simultancously
the Foundation gave to the Museum the world-famous French furniture and objects of art from the
Hillingdon collection, including Sévres porcelain vases, clocks, and other examples of French
decorative art, and added to them some related pieces from other sources, among them a magnificent
Louis XIV Savonneric carpet. Then the latc Georges Wildenstein, after years of search, was able to
recover the original fruitwood frames for the Croome Court furniture; and James Parker located in
England the commode which had long been missing from the Croome Court group. Finally, John
Walker, Director of the National Gallery of Art in Washington, who has had a long association with
the Kress Foundation, consented enthusiastically when it was proposed that all these items be con-
solidated with similar material at the Metropolitan Museum.

The installation of four galleries containing the Kress material was developed over a five-year
period in consultation with Trustees of the Kress Foundation, in particular the late Rush H. Kress
and Mrs. Kress, and was aided by the helpful and considerate cooperation of Guy Emerson, who
served for so many fruitful years as the Art Dircctor of the Foundation. Jack McGregor, at the time
Administrative Assistant in the Museum and now Director of the De Young Muscum in San
Francisco, and many others assisted the Director and the Curator in the preparation of the rooms.

The importance of these gifts and their value in enhancing our group of period rooms and related
collections of decorative arts has been heralded widely. This definitive catalogue describes the pieces
and gives known facts about them. Much careful research by members of the Museum staff, especially
by those who have written the catalogue, has been supervised by the Curator of the Department of
Western European Arts, John G. Phillips.

March 23, 1964 JaMES J. RORIMER
Director
The Metropolitan Museum of Art
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THE CROOME COURT ROOM

ATIENT planning, gencrous 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 Muscum. 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
cighteenth 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 pancling, 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 Iisse looms of the Gobelins Manufactory. The crimson ground Tentures de Boucher
tapestries of the Room form the subject of another part of this Introduction (pp. 7-22), and arc
fully described in the text (pp. 42-57). By all indications it was the sixth 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. s1-52), 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
exccuted 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 Muscum’s ceiling is an cxample of Robert Adam’s
carlicr, 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
scems 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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THE CROOME COURT TAPESTRIES
Gobelins Manufactory, 1764—1771

A royal edict of 1667 confirmed the establishment of the Manufacture royale des meubles de la couronne
in Thostel appelé les Gobelins’ in Paris. Here Louis XIV wished to assemble ‘bon peintres, maistres
tapissiers de haute lisse [upright-warp looms], orphévres, fondeurs, graveurs, lapidaires, menuisiers
en ébeine et en bois, teinturiers et autres bon ouvriers en toutes sortes d’arts et métiers.” The Manu-
factory, said the edict, was to be administered by ‘nostre amé et féal conseiller ordinaire en nos con-
seils, le sieur Colbert, surintendant de nos bastimens, arts et manufactures de France,” and managed
by the ‘sieur Lebrun, notre premier peintre, sous le titre de directeur.” For nearly thirty years, this
famous institution poured out the masterpieces of decorative art that are one of the chief glorics of
the ‘splendid century.’ It was closed in 1604 because of the King’s financial difficulties; when it re-
opened in 1699, it was much smaller and functioned primarily as a tapestry manufactory. This
tendency continued in the 18th century and even the number of tapestry looms decreased. Where
there had once been three haute 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
onein 1751. In 1766, there were, other than weavers, only five master silversmiths, with four journey-
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 Surintendant et Directeur
des Bétiments. In 1751, this position was given to Abel Frangois Poisson de Vandigres, soon to become the
Marquis de Ménars 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 Directenr
des Bdtiments, Le Norman de Tournehem. Under Marigny was the Directeur de la Manufacture; in
1755, the architect, Jean Germain SoufHlot, 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 Sévres. The three workshops at the Gobelins and the one at the Savonnerie had cach a head, the
entrepreneur, who reported to Soufflot.

Soufflot’s correspondence with his superior, Marigny, has been published, as well as a number of
the entrepreneurs’ letters, so that a clear picture can be obtained of the difficulties of the task Soufflot
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 le portier.” But, always, and over-
riding all the other troubles, there was never enough money. Letter after letter throughout Soufflot’s
administration repeats the tale of misery and desperation. It was chicfly the entreprenenrs who suffered,
for they had to pay the workmen every Saturday, but Soufflot 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 Bdtiments 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, Soufflot helped the Manufactory in other ways. One of his greatest interests
was to improve the quality of the lower-priced basse lisse tapestrics, so that, as he wrote to Marigny,
in April 1757, ‘on parviendrait A faire d’aussi belles tapisseries & 230 livres 'aune que celles qui en
cofitent 360, i.c. the haute lisse picces. 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 if he 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 SoufHlot reported that he and Vaucanson had spent the day at
the Gobelins: ‘nous y avons établi le nouveau métier de basse lisse et, chose rare et 4 laquelle nous
ne nous attendions pas entiérement, il a eu une approbation générale de tous les ouvriers de ce genre
et de ceux méme de la haute lisse. Messicurs les entreprencurs cn sont également satisfaits, et on le
regarde comme I'époque de la perfection de la basse lisse; ceux qui la font répugnaient fort & mes
idées 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 micux que les métiers actuels on 'aurait trouvé; . . . aujourd’hui
ils m’ont fait réparation 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 haute 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 lowers, feathers, and fur.

SoufHlot 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 surintendant were supported by the Crown and educated by a painter and the master craftsmen.
It had disappeared by Soufflot’s time and one of his problems was to find room for it; a great deal of
shuffling of apartments was necessary before the pupils could have a workroom and quarters for
eating and sleeping. Soufflot 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 entreprenecur.

Soufflot 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 cnrichissez du portrait du Roi,” and that Louis XIV had been accustomed so to recompense ‘les
services des ministres des cours étrangeres nos alliées.” To SoufHlot 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 Soufflot, ‘ce premier marché ayant lieu pourrait étre suivi d’autres.” The King
had on his working agenda for May s, 1763, the item, ‘Vendre toutes les anciennes tapisseries des
Gobelins dont on pourra se défaire 4 un tiers moins de leur prix.’

It was Soufflot who attended important visitors, such as the king of Denmark and the Emperor of
Austria, when they toured the Manufactory; the last was travelling incognito and so would not
announce the time of his visit. ‘Il ira sGrement voir les manufactures au moment ott 'on s’y attendra
le moins,” wrote d’Angiviller to SoufHlot, who later received a diamond ring from the Emperor for
his pains. There is even evidence that SoufHlot’s artistic ability was used in the service of the Manu-
factory, for the first sketches of the designs that were to become the Tentures de Boucher are noted as
‘faites sur I'idée de M. Souflot.’

Of the entrepreneurs, 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 Soufflot 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 Soufflot 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 entrepreneur 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 a Jacobite 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 haute lisse weaver selected his own colors from the supplies of
wool and silk, this task, it was calculated, costing him a day’s time a week; in the basse lisse shop the
selection was made by the entrepreneur, so that each weaver accomplished another full day’s work a
weck. Payment was by the piece, but the haute lisse weavers received more per square ell.

Soufflot’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 Soufflot first took
over the directorship, he wrote to Marigny that he wished to restore the Manufactory to the ‘état
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brillant ot elle a été,” and that this would be done ‘en secondant les talents du sieur Neilson 2 y faire
des ouvrages qui approchent du prix de ceux de Beauvais, et engagent les particuliers 3 se pouvoir &
I'une comme i I'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 fabric, this
meant that the cartoon was copied in reverse, mirror-image. If, as sometimes happened, it was to be
copied on both haute 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 entrepreneur, 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 Musée des Gobelins. Neilson made the tracings himself; Soufflot,
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 aveéz vus
de sa fagon,” and again, in 1773, he wrote about ‘le travail de surérogation que le sicur Neilson fait
depuis plusieurs années en tirant les traits des ouvrages qu’il fait exécuter, et I'influence que cette
manceuvre 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 haute lisse looms, these being drawn on the warps them-
selves. Soufflot asked that Neilson should receive a substantial monetary reward for this work; this
was granted and it was recorded that he had brought ‘la basse lisse 3 un degré de perfection quil’égale
presque 2 la haute.’

Neilson was also concerned with the 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
entreprenetirs, but, from 1773 to 1784, alone, with the aid of a chemist. The secretary of the Batiments
wrote to d’Angiviller in 1775 that all three entreprenenrs were interested in obtaining good dyes,
‘mais surtout le sicur Neilson, qui met dans la recherche de tout ce que peut servir 4 son art beau-
coup d’activité.” Neilson had found a chemist and had helped him to begin an ‘immense travail,’
‘un tableau de toutes les couleurs et de toutes les nuances.” It was this work to which Neilson referred,
when he wrote, in 1783, that he had ‘deposé au magasin du Roi les procédés de plus de mille corps
de nuances, chaque corps composé de douze couleurs dégradées du clair au brun, dans I'ordre la plus
méthodique possible, avec le 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 ‘T'art de la fabrique 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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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 commencées.” It was also a matter of great importance to the entre-
preneur himself. He, and his colleagues of the haute-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 entreprenenr ‘ayant le besoin de ce mettier pour faire quelque petits
ouvrages pour un particulier.’

So vital were the private commissions to the entreprenenrs, 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 le public et le pays étranger,’ 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, 4 qui il est dd prés 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 himself.
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 Tentures de Boucher 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; cach 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 entreprenenr had expenses other than wages, but, according to
a memoir the three of them submitted in 1783, the profit on a single large picce, made for the King,
could be 448 livres. (On others, they lost, so that a complete tentire could cost them money.) But
Neilson also reccived small sums for all private sales of old tapestries; he had salaries (even though
gencrally 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 entrepreneurs cheated them, and, in 1773,
complained about Neilson’s method of paying them; Marigny wrote to Soufflot that Neilson should
‘compte avec eux avec tout le détail nécessaire pour qu'ils puissent voir clairement s’ils ont ce qui
leur doit revenir; vous le direz 3 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 Manufactory that did not express his personal style,
large-scale, noble, vigorous, and solemn. Even after 1700, 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 16th-century Months
of Luicas were being woven at the Gobelins as late as 1770. But by 1754, the entrepreneurs had come to
realize that they needed novelty; the customers were turning to Beauvais, where Frangois Boucher
had, from 1736 to 1753, provided forty-five designs completely in the rococo spirit, the ‘gofit
modern.” The Gobelins surinspectenr, the painter Jean Baptiste Oudry, with whom the entrepreneurs
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 I'on ne peut avoir 'ouvrage de particulier
et oblige les Entrepreneurs, pour ne pas renvoyé des ouvriers que leur ont coutés bien des peines et
des soins pour les former et ne pas les exposer a passer chez 'Etranger, de les employer pour le service
du Roy, et faire plus d’ouvrage qu’il n’en est nécessaire fautes de tentures et de sujets gratieux et de
peu de figures auxquelles les particuliers pussent mettre le prix.” Tapestries with few figures would
be cheaper, because weavers who were capable of making figures, the officiers de tétes, were paid two to
four times as much as the men who wove the rest of the tapestry.

The entrepreneurs went on to say that ‘la Manufacture de Beauvais ne s’est soutenue depuis prés
de 20 ans que par les tableaux gratieux que luy a fait le S* Boucher . . . le particulier peu connaisseur
donnera toujours la préférence 4 la nouveauté et se contentera des sujets traittés de la composition ct
du goust du dit Sieur Boucher. Pour prévenir la décadence de la Manufacture des Gobelins dont
vous étes, Monsieur, le protecteur et le soutient, il seroit nécessaire d’y attacher le S* Boucher . . . il
s’agit de maintenir la Manufacture Royale des Gobelins dans son ancien lustre et qu’elle conserve
toujours la Supériorité qu’elle a toujours eiie en ce genre sur les autres Manufactures.’

Fortunately for the entrepreneurs, Oudry died early in 1755; Garnier d’Isle, Soufflot’s predecessor,
wrote in May of that year that this artist’s salary for his work at the Gobelins had been ‘une dépense
trés inutile, car n’estant pas peintre de figures il n’entendoit rien aux trais et, quant 2 la fabrique, il
ne conduisoit pas méme sa Manufacture de Beauvais.” These observations are effectively refuted by
the quality of the work produced at Beauvais under Oudry’s supervision, but certainly the Gobelins
entreprenenrs believed them; they had taken to absenting themsclves from their workshops when
Oudry made his weekly visits. It was consequently with 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 refusé les offres avantageuses qui lui ont étés faites de la part des directeurs de la
manufacture de Beauvais, pour s’attacher entiérement A nous,” and they promised to tell him all
about the difficultics 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 urbanité si necessaires aux Grand Maitres’ (to Boucher, he had written



16 THE CROOME COURT TAPESTRIES

that he must give advice to the entreprenenrs, ‘et diriger leurs ouvrages avec cette bonté et cette
urbanité si necessaires aux Grands Maftres;’ 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 le jour
indiqué,” and, most important of all, that ‘je comptois aussi sur ses ouvrages, qu’il les y verroit
exéeuter avec plus de précision qu’ils ne Pont été ailleurs,’ i.c. 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 des Dieus,
most of which was designed by other 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 entrepreneurs needed is a bill submitted by the painter
Maurice Jacques in 1758 for two oil sketches, each ‘composée d’une bordure d’ornemens, de trois
médaillons en ornemens, avec des festons et groupes de fleurs épars dans toute I'étendue de I'esquisse,
les sujets des milieux ont été faits chés M. Boucher . . . lesquelles esquisses ont étés faites sur I'idée
de M. Soufflot.” Each sketch cost no more than 150 livres, but they were to be developed into the
Tentures de Boucher (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 Gobelins 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;
Soufflot wrote to her brother that ‘comme c’est affaire d’ornement et que le S* Jacques le peint fort
bien, Mr Boucher luy a donné ses idées, et moy les mesures, pour qu’il en fasse une esquisse; d’aprés
laquelle il fera les tableaux pour I'exécution.” SoufHlot wrote again to Marigny a year later that the
painter ‘a suivi avec z&le les conseils de M* Boucher et fait avec plaisir les changements qu’il a pi
désirer dans le cours de I'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 alentours, and filled with flowers, animals, birds and a large
repertoire 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 alentour if the hanging had to be made narrower.
A sct with elaborate alentours 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 Don Quixote set, with medallions after Charles Coypel and
alentours 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
haute lisse 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 représente une étoffe de damas cramoisy.” But the idea had been
born earlier, for one of Jacques 1758 sketches for alentours to Boucher medallions shows a red damask
background, and it appears on some bed-hangings, which were sketched by Jacques in 1759 for the
Prince de Cond¢, though not woven until 1769.

In his ‘Mémoire des ouvrages de peintures de desseins . . . faits dans le courant de 'année 1760,
Jacques included furniture-coverings to harmonize with the damask-ground wall-hangings: ‘deux
tableaux pour dossier et si¢ge de fauteuil, fonds de damas cramoisy, orné d’un groupe de fleurs liées
d’un ruban,” and ‘deux tableaux de 7 pieds de long chacun pour dossicer et siége de canapé, fond de
damas cramoisy, orné de grouppes et de différents 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 composés d’un fonds de damas cramoisy,
orné d’'un bouquet de différentes fleurs colorées . . . Plus les quatre bras desdits fauteuils, méme fond
de damas cramoisy et décorés aussi d’un bouquet de fleurs colorées.” In September, 1763, he made
six more chair-designs, in this case stating that the bouquets were ‘noués d’un ruban,” and, in 1767,
four more, the backs with bouquets, and the seats with ‘fleurs jetées négligemment.’ 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’étoient point du genre dudit
St Tessier.’ Three backs and two armrests of the six Croome Court chairs are after designs by Jacques
or Tessier that are still preserved in the Musée des Gobelins; as Tessier did so many more than
Jacques, they are 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 pi¢ces plus belles et plus
brilliantes que les autres.” It was used on the Don Quixote set, the Tentures de Boucher, and the Portiéres
des Dieux, 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 Tentures de Boucher; this is described as ‘un tableau
composé, colorié, représentant un Apartement tel qu'il doit &tre, avec les tentures de la tapisserie, le
lit, le fauteuil et le canapé. Ce projet a été fait pour disposer et faire décider les particuliers qui dési-
roient cet ouvrage énoncé.’ 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 rcadiness 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. Honoré,
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 dessus 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 cast 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 if it were wallpaper. To design and weave so many separate
picces 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 of Tenier’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 17597?). 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 Tentures de Boucher
rooms, there is the dining-room at Inverary Castle, Argyllshire, which has Beauvais tapestries of the
Pastorales @ Draperies Bleues 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 Don 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 the 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 the Gobelins, work proceeded apace. Boucher’s
paintings for the medallions (figs. 18, 19, 21, 23) are dated 1763 (Vertunmus and Pomona and Aurora and
Cephalus, now in the Louvre) and 1764 (Neptune and Amymone, now in the Grand Trianon, Versailles).
The fourth painting, Venus and Vulcan, also in the Grand Trianon, is not dated, but all four were
listed in the accounts of 1765. Jacques’ bills for details of the alentours 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 this shop, dated 1765, 1766, and 1768, which suggest that the 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 oécasion. Jacques’ bills for the panels
flanking the mirror and for the panels between the windows and the side-walls are dated 1766, and,
in the following year, Neilson, writing to the French ambassador, says: ‘Il reste quelques pi¢ces de
Tapisseries  faire passer 3 Londres pour compléter celles que j’y ay envoyé & M. le Duc de North-
umberland, 3 Me® Coventry, & Ms* Fife et & M. Weddell.” The first indication that 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 the
partners went to Croome Court, ‘about the Tapestry.” By October, the furniture 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 that year that 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 livres for his comparable tapestries; this was something like
£ 1200 at the time, as the livre was worth 10}d. (John Lough, An introduction to cighteenth century
France, 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 alentours. This procedure was recommended
in 1785 for the Baron de Breteuil’s set: ‘Pour accéler la décoration 'on estime qu’il faudroit faire
exécuter des fonds, . . . et '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 attachés ou suspendus
par des Guirlandes, est la plus susceptible de former un ensemble agréable et de faciliter une exécution
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 Muscum, 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-Soufflot correspondence as always occurring when tapestries were stored.

The success of the Tentures de Boucher is apparent from the number of times they were woven and
from aletter the three Gobelins entrepreneurs wrote to Marigny in 1768. They said they wished to make
known their need for ‘Tableaux d’un genre plus convenable pour le particulier que ceux qu’ils ont
pour le présent,’ their present designs being ‘trop graves, et de proportion de figures trop grandes
pour les appartemens de Paris.” Even the Don Quixote subjects were ‘dans un alentour tellement
chargé d’ornemens, qu’elles deviennent chers i I'exécution, et ne plaisent pas aussi générallement que
pourroient plaire des sujets plus guays.” After some other suggestions, they went on: ‘Pour faire unc
variété également agréable et qui sera longtems de mode, et revienne & moins de dépense pour le
particulier, par le fond de Damas qui fait la plus grande partie de I'aunage des piéces, ce seroit que
vous voulussiez bien ordonner aux peintres qui ont fait 'alentour de la nouvelle Tenture pour la
Basse-lisse qui s’exécutte successivement pour I’Angleterre avec succés, et qui renferme les Tableaux
ovalles de M. Boucher, den faire un autre dans le méme genre et varié pour la Haute lisse qui renfer-
ment égallement des Tableaux ovalles de méme 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 ‘moinsdispendieux et propres i s’adapter 2 différentes grandeurs d’apparte-
mens.” Marigny sent the letter to Soufflot, who agreed that more pictures of this type were desirable.
Marigny’s reply stresses the fact that ‘le changement qui s’est fait depuis quelques années dans le gofit
ct dans la distribution ainsi qui I’étendue des pitces des appartemens exigeroit des changemens dans
le 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-
factory, but they were for Neilson’s use in later versions of the Tentures de Boucher; the haute lisse
entreprenenrs 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 surin-
spectenr 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 Tentures
de Boucher. 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 gofit 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 nouveauté et par sa grandeur,
clle a eu icy le plus brilliant success,” and says that it has been greatly admired in Paris, ‘ou il a été
fété 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 alentours 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 1767, 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 Tentures de Boucher 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 richness, and both design and execution are so masterly that every
flower is a small triumph in itself. Walls so hung do indeed provide ‘infinite riches in a little room.’
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owned by the Croome Estate Trust documentother plaster-
ing jobs 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 on July 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 cleven 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 and his circle in Edinburgh and Rome, by John Fleming,
London 1962, p. 133). Though he produced various busts
and finished monuments, was given the post of Statec 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.” (Nollekens and His Times, by John
Thomas Smith, edited and annotated by Wilfred Whitten,
London, 1920, vol. 2, p. 113.) 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 od.” The whitc marble
caryatid chimneypicce in the Galley at Croome Court
(The Architecture of Robert & James Adam (1758-1794), by
Arthur T. Bolton, London, 1922, vol.1, 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,
see 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 of John Hobcraft, the carpenter and builder,
are not known, but his address in London was on Titchfield
Street. He was a protegé of the landscape gardener and
architect Lancclot ‘Capability” Brown (scc COMMENTS),
and worked for him at the country houses called Corsham,
Castle Ashby, Claremont, and Broadlands. He secems to
have acted both as architect and builder of Padworth House,
Buckinghamshire, and the plans of the house arc signed by
him and dated 1769. He also worked for Robert Adam on
the building of SirJ. Grifhin 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 exccuted for Lord Coventry at
Croome and in London between 1754 and 1764.

Sefferin Alken, 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-
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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 Architecture of Robert & James Adam (1758-1794), by
Arthur T. Bolton, London, 1922, vol. 1, p. 183), work for
which he billed Lord Coventry in 1765. He also performed
other carver’s jobs which included two stone chimney-
picces, 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
60.31.1, .2, 60.50 B). Alken’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, Shardeloes, 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 Alken,
who was also a carver (Dictionary of British Sculptors, 1660~
1851, by Rupert Gunnis, London, 1953, pp. 15, 16).

For the firm of Incc 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 Muscum. The design cost ten poundsand 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 10s. 0d.” 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 10s. 0d.” 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. od.” Joseph Rose’s bill for the exccution 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. od.” (‘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 125.8d.” (‘breakfast room’ was an alternate name for
the Tapestry Room; it is so named on the plan of Croome
Court given in Vitruvius Britannicus, by John Woolfe and
James Gandon, vol. s, 1771, plate 29 (fig. 1v) ). 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. od.






32

... 13 ft. 0 in. of Ovolo 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 scction of the
ceiling cornice carved as a plasterers’ model. The term
‘raffeled leaf” or ‘rafHle 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 ringeaux, inscribed ‘“Tapestry room at Croome’,
no. 25 in volume 53 of the Adam drawings at Sir John
Soanc’s Museum, London (fig. 8). The responsibilities of
carpenter and woodcarver are clearly defined in the entrics
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 s, 1769, of Ince
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 sameentry
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. cach,
and are itemized in detail: ‘13 yards of Super fine Crimson
Tammy at 22d. £1 3s. 10d. 15 yards rich Crimson Silk Lace
11s. 3d. 3% yards of rich Deep Silk Fringe [ 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 10s. 6d. 40
yards of Crimson Silk Linc & 4 Ditto Tassells £1 165. 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 Worcestershire, before
he succeeded to the title in 1751, and employed Lancelot
‘Capability’ Brown as landscape gardencr and architect.
The carlicst 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
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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
carlicr 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 s1 of the Adam
drawings at the Soane Muscum, London, are inscribed
‘Lord Coventry’ and dated 1701.

In addition to the furniture made for the Tapestry Room by
the firm of Ince and Mayhew, given to the Muscum by the
Kress Foundation and replaced in the room (see under nos.
2~4), other picces of furniture arc illustrated there in
photographs taken before the tapestries and tapestry-
covered furniture were removed and sold in 1902-1904
(sec 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,
Metropolitan Museum of Art Bulletin, 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 chimneypicce. 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 $9.8). There is also a pair
of carved and gilded wood pedestals against the wall to the
right of the chimneypiece wall (Metropolitan Museum of Art
Bulletin, 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
$9.128.1, .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 11, 1948, no. 147, described in the catalogue as: ‘AN
ATTRACTIVE LARGE OLD ENGLISH CARPET. the rose
ficld semme 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.









CATALOGUE NO., 2

2a-h: Figs. 11-14

SET OF SIX ARMCHAIRS AND TWO
SETTEES, COVERED IN TAPESTRY. The
frames English, 1769. $8.75.15—22

Measurements. Chairs. Greatest height: 42§ inches.
Width: 28% inches. Depth: 264 inches.

Settees. Height: 44 inches. Width: 75 inches. Depth: 324
inches.

Description. The chairsare 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
ribbonsin 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 scats 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 sct 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 arc framed
by plin 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 clliptical rosettes. The arm supports are
baluster-shaped and arc carved with leaf sprays in low relief
and a beaded moulding at the foot of each baluster. The
front scat 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 scttees are serpentine shaped,
their side scat 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 cach 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 of falling lcaves, 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 sct are slanted backwards. For the tapestry
covers of this set of furniture, sce under no. 6.

Condition. The back right legs of two armchairs, accession
numbers $8.75.17 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 $8.75.17, .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
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Muscum, 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 (sce 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 (sce CONTEMPORARYDOCU-
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 furniturc 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 Household Furniture. 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 arc only dcal, and
to be painted white, he charges [so for.” (The Architecture
of Robert and 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 cighteenth century label which it
bears: ‘Mayhew & Ince most respectfully announce that
they have an Assortment of French furniture, consigned
from Paris, forimmediate Sale, very much under the original
Cost, which may be seen at their Warehouse, Broad Street,
Soho.’ (Selskabet Kunstindustrimuseets Venner Gennenm Femog-
tyve Aar, by Vilhelm Slomann, Copenhagen, 1936, p. 78.)
A set of mahogany chairs was delivered for the dircctors of
the Westminster Firc Office, London, and is authenticated
by bills from the firm of Ince 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 Country Life, vol.
110, 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 tapestrics 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 Warchouses, 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 finc 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 Universal System of
Houschold Furniture. These include a pair of mirrors at this
Museum, accession numbers $5.43.1-2 (‘Rococo and
Formal Order in English Furniture’, by James Parker, in
The Metropolitan Museum of Art Bulletin, vol. XV, no. s,
January, 1957, pp. 120-133), and a mahogany stool formerly
in the Winkworth collection (Georgian Cabinet-makers
¢. 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 1811, the year of
Mayhew’s death.

Contemporary Documentation. The costs of making
this set of furniture for the Tapestry Room at Croome
Court, Worcestershire, are itemized in Ince and Mayhew’s
bill to Lord Coventry, dated October s, 1769, one of the
twenty bills of this firm now owned by the Croome Estate
Trust. The six armchairs cost £77 8s, the two scttees
£ 56 105, while calico dust covers for the set cost L0 165 8d.
A second less expensive set of covers of checked material,
costing £7 1s 11d, 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. 43 White Shammy Skins, 3} Yards of Callico
Wrapper, Thread & making one Casc, 5 more Cases for
Gilt Elbow Chairs the Same. 12 White Shammy Skins, 8
Yards of Callico Wrapper, Tape, thread & making a Case
for Settee, Another Case for the Same. 47 Yards of fine
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Crimson % inch Check at 22 d., Tape, thread & making
Cases to the 6 Gilt Elbow Chairs & the 2 Settees, Compleat.
52 Yards Ditto Check at 22 d., 5} Yards fine Scots Cloth,
25 Yards of Boottape, thread & making Stockings to the
6 Gilt Elbow Chairs & the 2 Scttees.’

The total cost for packing the six armchairs and cartage was
L4 17s, itemized in the same bill from Ince and Mayhew
under an entry dated November 18, 1769: ‘4 Close Cases
Measrs 281 ft. 11 Garden Matts, 16 ft Inch Deal Battens,
24 Strong 2 Inch Screws 60 20d & 100 6d Nails, s00tacks &
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 L4 ss 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
Scttees. Paid Cartage & toll, with Ditto to the Inn. Mens
Time, packing all the before mention’d Furniture.’

The Bull and Mouth Inn was on the site now occupiced by the
General Post Office at the corner of Angel and Newgate
Streets near Saint Paul’s Cathedral. In the eighteenth century
it was a depot for goods which were to be shipped out of
London (Losndon, Past and Present, by Henry B. Wheatley,
London, 1891, vol. 1, 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 Ear] 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.
Subscquently 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. 11). 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 warchouse 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 Coll. The Earls of Coventry; private collection, Paris.

Published. James Parker, M.M.A. Bulletin, November,
1959, pp. 88-89, ‘The Metropolitan’s Room from Croome
Court’, by James Parker and Edith A. Standen, in Auntigues,
vol. 77, no. 1, January, 1960, pp. 81, 83; ‘The Tapestry
Room from Croome Court’, by James Parker, in The
Connoisseur, vol, 147, no. §92, April, 1961, pp. 111, I13.
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Ex Coll. The Earls of Coventry (sale catalogue, Sotheby’s,
June 25, 1948, no. 149).

Published. James Parker, M.M.A. Bulletin, November,
1959, pp- 88, 89; “The Metropolitan’s Room from Croome
Court, the Architecture and the Furniture’, by James
Parker, in Antiques, vol. 77, no. 1, January, 1960, p. 81; “The
Tapestry Room from Croome Court’, by James Parker, in
The Connoisseur, vol. 147, no. 592, April, 1961, pp. 112, 113.

4: Fig. 16

SIDE TABLE WITH MARBLE TOP. The

table frame, English, latc cightcenth century. The top,

English, with Italian and other marbles, 1759.
58.75.130

Measurements. Table frame. Height: 37 inches. Width:
60} inches. Depth: 314 inches. Marble top: Height: 1%
inches. Width: 61§ 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 (scc coMMENTTS), fitted into a carved wood guilloche.
The four front legs and two back legs have block capitals
cach sct on the front and sides with oval composition rosettes
above inward curving collars; cach of the leg shafts is of
inverted bulbous shape, carved with a band of falling leaves
above fluting that tapers to a crown of leaves above another
inward curving collar, terminating in a pine conc foot witha
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 antico marble, red and white jasper,
dark red rance 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 whitc fleur de pécher marble and Cerfon-
taine breccia, black and gold Portor marble, black and white
nero antico marble, white Carrara marble, and blue lapis
lazuli.

Signature. Nonc.

Artists. A bill preserved among the papers of the sixth Earl
of Coventry records that the firm of Ince and Mayhew (see
under no. 2) provided a gilded table frame in 1794 for
Lord Coventry, which may be identical with the Muscum’s
frame (scc 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 topin 1759. Wildsmith may have beenanappren-
tice of the English sculptor and chimneypicce-carver,
Thomas Carter (died 1795), for whom he probably worked
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setting up chimneypicces at Welbeck Abbey in 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 chimneypieces, onc of which may be identified
with the Veronese marble chimneypicce in the Tapestry
Room from Croome Court (sec p. 31), while the descrip-
tion of the other chimneypiece, carved with ‘“Turtle Doves
in freze and festoons’, applies to the white marble chimney-
picce in the Library at Croome (The Architecture of Robert &
James Adam (1758-1794), by Arthur T. Bolton, London,
1922, vol. 1, p. 183). Another billin 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 1,
1769, at his yard ‘near St. James’s Church, Piccadilly’, and
included chimneypiece tablets and ‘3 marble boxes inlaid
with different sorts of marble’ (Dictionary of British Sculptors,
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 subscquently
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. cnrich’d with patteras &c. on turned legs,
neatly carved and the whole gilt in burnished gold £17 1o0s.
a green baize cover for the Slab with deep border and scpar-
ate do. for the six legs to tyc and the whole lined with leather
and bound complete L2 ss. a strong close packing Case,
battens, screws, other materials.. . . packing do. and booking
L1128 2d.

John Wildsmith’s bill for the table top is dated July 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 £42 105 od. By paid for 1 square
of Lapuis lazer and 1 Sq of Plumb pudding Stone £3 13sod.
To the Carthire for Table to the Bell in Wood Street
Cheapside ss.”

The term ‘Plumb pudding Stone’ of this description
could apply to any of the conglomerate stone squares set
into the marble. The Bell Inn mentioned in the last sentence
of the bill was on Friday Street off Wood Streetin the Cheap-
side district of London. It was a coaching inn which, like
the Bull and Mouth (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 cighteenth
century pieces of English furniture. Composition, which was
a mixture of whiting, resin, and size, was poured into
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Comparable Examples. A carved and gilded side table
frame with some carved motives similar to those of the
Muscum’s table was sold at Christic’s, December 11, 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 of
English Furniture, 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 (Sammlung
Stroganoff, Leningrad, sale catalogue, Rudolph Lepke
Gallery, Berlin, May 12~13, 1931, no. 220; scc COMMENTS).

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

Published. James Parker, M.M.A. Bulletin, November,
1959, pp- 89, 90; “The Metropolitan’s Room from Croome
Court, the Architecture and Furniturc’, by James Parker, in
Antigues, vol. 77, no. 1, January, 1960, pp. 81, 82; “The
Tapestry Room from Croome Court’, by James Parker, in
The Connoissenr, vol. 147, no. 592, April, 1961, pp. 112, 113.

5: Figs. 17-31

SET OF TAPESTRIES (13 picces) known as the
Tentures de Boucher, with medallions of mythological
subjects symbolizing the Four Elements, made for a
room at Croome Court, Worcestershire, England.
French 1764-1771. $8.75.2-13
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, 10 feet s inches, width of
portions with vases, 2 feet 6} inches each. Overdoors:
height s fect 13 inches, width 4 fect 4 inches. Narrow
vertical panels: height 10 feet 1 inch, width 17} inches;
height 9 feet 11 inches, width 17 inches; height 9 feet 11
inches, width 33} inches (two). Over window panels:
length s feet 10 inches, width 8% inches.

Technique. Gobelins Manufactory, Paris; horizontal-
warp loom.

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 sct 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
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under it, on the fourth (window) wall (fig. 24); two over-
door panels (fig. 25); four narrow vertical pancls 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
pelmets and are probably of later date. All the pancls,
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-picce is inscrted.
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 of love), 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 pancl 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 scenc symbolizes the clement 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 cach
arc bluc 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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at the Manufactory 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 (basse
lisse) 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 (haute lisse) 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
SoufHlot (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 Panthéon, 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 Tentures de Boucher are noted as being ‘faites sur
idée de M. Soufllot’ (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 sujets des
milieux ont été faits chés M. Boucher’ (fig. 28); and a sketch
in the same style, ‘dont les sujets des milicux sont faits par
M. Boucher, lesquelles esquisses ont été faites sur I'idée de
M. Soufllot.” (Fenaille, Etat général, 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 étre, avec les tentures de la
tapisserie, le lit, Ie fautcuil, et le canapé. Ce projet a été fait
pour disposer et faire décider les particuliers qui désiroient
cet ouvrage énoncé.” Certainly related to the three large
panels of the Croome Court tapestries is the entry for ‘un
tableau de 12 pieds de haut sur 11 pieds 10 pouces de large,
orné d’une moulure avec ses bordures teés 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 Musée des Gobclins, Paris (fig. 30). Related to the
fireplace-wall panel and the overdoors is ‘un autre tableau
de 12 pieds de haut sur 8 pieds 4 de large, orné comme
le précedent’, which is also preserved in the Musée
des Gobelins (fig. 29) (Fenaille, Etat général, Vol. 1V,
p- 246).

1763 : Date on Boucher’s paintings of Vertumnus and Pomona
(fig. 19) and Auroraand Cephalus (fig. 18), now in the Louvre,
from which two medallions on the Croome Court tapestrics
are copied.

1763, January: Date on Adam’s design for the ceiling of the
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tapestry room at Croome Court; this was not used (see
entry no. 1).

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, Memoirs of George Selwin and his
contenmporaries, Boston, 1902, Vol. 1, p. 255).

1763, August 4: Letter from ‘Gilly’ Williams to George
Sclwyn, saying that Lord Coventry was talking of leaving
for Paris the following wecek, ‘to pass his time in buying
glasses and tapestry’ (Jesse, op. 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 (sec entry no. 1).

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.
31).

1764: Date on Boucher’s painting of Neptune and Amymone,
now in the Grand Trianon, Versailles (fig. 23). The fourth
painting, Venus and Vilean, also in the Grand Trianon, is not
dated (fig. 21). Two of the medallions of the Croome Court
tapestrics are copied from these paintings (Fenaille, Etat
énéral, Vol. 1V, pp. 234-236).

1764, July 2: Record of sums duc to Jacques for ‘la distribu-
tion ct composition générale des alentours de deux tentures
nouvelles des Elemens tableaux ovales de M. Boucher,
fourny 6 grandes toiles’ (Fenaille, Etat géuéral, Vol. 1V,
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, op. cit., p. 292).

1764, December (?): Bill submitted by Jacques for designs
for borders, including one ‘réprésentant un oiscau de proie
sur un gazon émaillé de fleurs’ (presumably the gallinule
on the Croome Court tapestrics), onc of ‘trois oiscaux de
proic vollants en I'air’ (the flying birds on the Croome
Court tapestrics), onc for ‘une muzette ou trophée pastoralle
avee les accessoires convenables au sujet, un groupe des
pigeons qui folastrent et des fleurs foncées et mises inté-
mediairement pour lier la composition” (the lower border
of the two end-wall tapestrics), and onc ‘représentant un
vase orné avec des enfants en bronze doré, orné des fleurs et
animaux, comme perroquets, oiscaux de différentes espéces’
(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 11
pieds de haut des traits pris sur différents 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 General, Vol.
IV, pp. 247, 248).
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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 tapestrics made by Neilson during this year
for the Duke of Northumberland, Lord Coventry, Lord
Fife, and Mr. Weddell: ‘Cinq picces de tapisseries; Trois
petits panaux; Quatre dessus de Partes en tapisseries; Quatre
feuilles de Paravent et un Ecran’ (Fenaille, Etat géuéral, Vol.
IV, p. 265).

1771: Letters from Neilson to the Duc de la Vrilliére and the
Comte de Guiche, saying that he wished to send to England
several pieces of tapestry completing the scts that had
already been delivered to Lord Coventry, Chevalicr
Bridgman and the late Mr. Beckford (Fenaille, Etat général,
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. Sc¢ Introduction and entry no. 1.

Comparable Examples. The sccond weaving of the
Tentures de Boucher is believed to be the set made for William
Weddell between 1766 and 1771 (Fenaille, Etat général, 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 onc 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 pancls, three overdoors,
and two narrow panels (Fenaille, Etat géuéral, 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-picce is simpler, there are trophies
hanging on cither 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, ncar Shifnal, Shrop-
shire, England, owned by the Earl of Bradford.

In 1768, a single pancl with a medallion symbolizing Water
(not used on the Croome Court tapestrics) was made for
Louis XV (Fenaille, Etat géuéral, p. 273). The picce 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 sct for Sir Lawrence Dundas was made between 1766 and

1769 (Fenaille, Etat général, 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 thirtcen picces 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 madc for a
room at Moor Park, Hertfordshire, England. In 1784 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 of Zetland, 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 13, 1769, is the bill, which, for the sct without the
matching furniturc-covers, amounted to over 21,000 livres
(Arthur T. Bolton, The architecture of Robert and James
Adam, London, 1922, Vol II, pp. 294-298). (For the furniturc
covers, sce 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 général, Vol. 1V, pp. 277, 278). It consists of four large
panels only, with medallions showing Vertumnus and
Pomona, Aurora and Ceplialus, 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
claborate 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 Condé (Fenaille,
Etat général, Vol. 1V, pp. 278-280; Pierre Verlet, Revue des
Arts, 3rd year, 1953, December, pp. 243-245). The medal-
lions show Vertumuus and Pomona, Aurora and Cephalus,
and two subjects not represented on the Croome Court
tapestrics. The frames and borders are of the second type.
(For the matching furniturc-covers probably associated
with this set, sec the following entry.)

A sct was made ostensibly for Louis XVI, but actually for
Robert Child, in 1775-1776 (Fenaille, Etat général, Vol. 1V,
pp. 280-284). It consists of a large pancl with two medallions
showing Vertumnus and Pomona and Aurora and Cephalus,
a pancl with a medallion of Venus and Vulean, three pancls
with medallions of subjects not represented on the Croome
Court tapestrics, and eleven smaller pancls. The frames are
classical and the borders arc of a third, extremely elaborate,
type. Itisnow 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 sct, see the following entry.)

Between 1775 and 1778, a set of cight large pancls, with
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classical frames and borders of the third type, was made for
Louis XVI (Fenaille, Etat général, Vol. IV, pp. 285-289).
Four of thesc were given by the King to the Grand Duke
Paul Petrovich of Russia (later Czar) in 1782; they were in
the Palace of Pavlovsk, near Leningrad, until after the Rus-
sian Revolution, and are now in the possession of a New
York dealer. Their medallions show Venus and Vulean,
Aurora and Cephalus, Vertumnus and Pomona, 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 and
Cephalusand a subject not represented on the Croome Court
tapestries and a piecce with a medallion of Neptune and
Amymone were in the Porgés Sale, Galerie Georges Petit,
Paris, June 18, 1924 (nos. 243 and 244 of the catalogue).
The Neptune and Amymone panel was sold at the Galeric
Charpentier on May 28, 1954, and was in a French private
collection in 1957 (Stéphanc Fanicl, ed., French art of the 18th
century, Vol. 1, 1957, p. 161, fig. ¢). The remaining two
pancls had medallions showing cupids; one is now in the
Rijksmuseum, Amsterdam (Rijksmuseum Bulletin, Vol.
IV, no. 3, 1956, p. 85, fig. 4), the other was in the Seligmann
Collection, Paris, in 1900.

Ten panels with the designs of the Boucher medallions
(including the four subjects of the Croome Court tapestrics),
enlarged by the painter Juliard, but without borders, were
made for Roux and Lambert of Lyon in 1778-1779 (Fenaille,
Etat général, Vol. 1V, pp. 289-201). Six of them, with
Vertuunus and Pomona, Neptune and Amymone, Venus and
Vulean and three subjects not represented in the Croome
Court tapestries belong to the Wiirttemberg State Collec-
tion and are exhibited at the Palace of Ludwigsburg (infor-
mation kindly supplied by Dr. W. Fleischhauer).

In 1783, a set was made for the third Duke of Portland
(Fenaille, Etat général, 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 picces, these tapestries do not cover all the wall-
space, and are scparated by wood pancling. The frames
and borders arc of the third type. The setis 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 sct, sce the
following cntry.)

A sct on a yellow damask ground was made for Louis XVI
between 1783 and 1786 (Fenaille, Etat général, Vol. IV, pp.
294, 295). It consists of five pancls, with frames and borders
of the third type. Three pieces are in the French National
Collections; one has two medallions of Vertunmmus and
Pomona and Aurora and Cephalus, the other two have one
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medallion cach showing subjects other than those in the
Croome Court tapestries. A small picce from this sct, with a
medallion ofa cupid, was burntat the Gobelins Manufactory
in 1871. The fifth picce has not been identified.

After Neilson’s death, his successor as entrepreneur of the
basse-lisse workshop, Michel Henry Cozette fils, madc a set
on the red damask ground (Fenaille, Etat général, Vol. 1V,
pp- 295, 296). Only three picces are listed in the inventorics
of 1789 to 1792, onc of which, with two medallions of
subjects not represented in the Croome Court tapestrics, is
in the French National Collection. The frames and borders
arc of the third type. But three panels of this type are in the
collection of the Duke of Alba, in the Liria Palace, Madrid
(Connaissance des Arts, no. 109, March 1961, p. 53). Two have
horizontal oval medallions with Neptune and Amymone and
Venus and Vulcan; the third has an upright oval medallion
with Aurora and Cephalus and is signed ‘Cozette fils, 1791.
A number of borders and medallions are listed in the Gobe-
lins records as being made between 1789 and 1806, but none
has been identified (Fenaille, Etat géuéral, Vol. IV, pp. 296
208). Boucher’s medallions were adapted by Maurice
Jacques in 1772 to form the centers of a sct of four designs
known as the Nouvelle Tenture des Eléments (Fenaille, Etat
général, Vol. 1V, 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. Onc of these, showing Aurora and Cephalus, was
owned by Mrs. Frederick Coudert, New York, in 1957. In
1779, Clément Belle altered Jacques® designs so that a set of
smaller pieces could be made for a private buyer. This is
belicved to be a set, with Neilson’s signature, owned by C.
Groultin Parisin 1900 (Fenaille, Etat général, Vol. 1V, p. 304).

Ex Coll. The Eatls of Coventry; private collection, Paris.

Published. Maurice Fenaille, Etat général des tapisseries de la
manufacture des Gobelins, période du  dix-huitiéme  siécle,
deuxicme partie, Paris, Vol. IV, 1907, pp. 265-268, 299, pls.
facing pp. 266, 268, 272.

Hecinrich Gébel, Wandteppiche, Die romanischen Lénder,
Leipzig, 1928, Vol. I, p. 188; Vol. II, pls. 177, 182.

Art News, Vol. XXXI, no. 8, November 19, 1932, p. 4;110. 9,
November 26, illus. cover.

Art Digest, Vol. VII, December 1, 1932, p. 12, illus.
Antigues, Vol. 75, January 1959, no. 1, p. 83, illus. cover
(detail of pheasant).

Edith A. Standen, M.M.A. Bulletin, N.S. vol. XVIII, 1959
(Nov.), pp. 96-111.

James Parker and Edith A. Standen, ‘“The Metropolitan’s
Room from Croome Court,” in Auntiques, Vol. 77, no. 1,
January, 1960, pp. 81, 83.












56

chairs (accession numbers $8.75.16 and .17) (figs. 39, 40).
Another design for a chairback corresponds to the panel
later used on a fire-screen (Guiffrey, op. cit., pl. 57, attri-
buted to Tessicr) (fig. 38). There is no definite evidence to
show that this panel was cver at Croome Court. Lord
Coventry bought a screen from the younger Neilson in
London in 1768 for fourteen louis, but the reccipt, dated
May 4, describes it as a “figure representant Les Enfans qui s
chauffe’. Possibly this was the picce mounted ‘on a Neat
Redwood Claw’ by Incc and Mayhew in April of that year.
There scems no reason to believe that Lord Coventry had an
extra chair-back en 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 sct of similar tapestry up-
holstery for fourteen pieces of furniture was bought by
the duchesse d’Enville in 1768-1769 (Fenaille, Etat général,
Vol. IV, pp. 36, 37, 396). The chair-backs arc ncarly rect-
angular, rather than oval, corresponding to the original
designs of Jacques and Tessier. In 1924, it was in the Chitcau
de La Roche-Guyon, the property of the duc de La Roche-
Guyon (Paul Jarry, Les anciens chdteaux de France, 6th serics,
Paris 1924, pls. 9-11).

Sets were made from 1768-1770 to accompany the Tentures
de Boucher supplied to William Weddell and Sir Lawrence
Dundas (Fenaille, Etat général, Vol. 1V, p. 396). The former
consists of upholstery for fiftcen picces of furniturc and hasa
mauve pink ground to match the hangings. It is at Newby
Hall, Yorkshirc, 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
cataloguc) by the Marquess of Zetland. Three lots, contain-
ing cleven picces of furniture, were bought by Mr. George
Horace Lorimer and are now in the Philadelphia Muscum
of Art (Fiske Kimball, “The Moor Park tapestry suite of
furniture by Robert Adam,” Apollo, Vol. 34, 1941, pp. 23~
25). Some picces were bought by Mr. Launcelot Hugh
Smith of Mount Clare, Rochampton, London, but their
present location is not known (Christopher Hussey,
Country Life, Vol. 77, February 2, 1935, pp. 119-121).
Sketches for bed-hangings with a red damask ground were
made by Jacques in 1759 for the Prince de Condé. They
werc exccuted in tapestry in 1769-1771 and at the same time
upholstery of the Jacques-Tessicr designs was made for
sixteen pieces of furniture (Fenaille, Etat général, Vol. 1V,
pp. 399-402; Picrre Verlet, Revue 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 bed-hangings are in the Louvre.
Louis XVI had a set made in 17761779 to accompany wall-
pancels of the Tentures de Boucher and the Portiéres des Dieux
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on a red damask ground, given by him to the Emperor of
Austria (Fenaille, Etat géuéral, Vol. 1V, p. 396). The set con-
sists of upholstery for fifteen picces of furniture and is in the
Austrian National Collection (Louis Réau, Vienne, Paris,
1932, p. 54).

A set was made for the third Duke of Portland in 1783 to
accompany his Tentures de Boucher (Fenaille, Etat général,
Vol. IV, pp. 396, 397). It consists of upholstery for fiftcen
picces 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 Don
Quixote with a red damask ground (Fenaille, Etat géuéral,
Vol. IV, p. 397; John Béttiger, Svenska Statens Samling af
vifda tapeter, Stockholm, 1898, Vol. III, pp. 59, 60, 68). It
consists of upholstery for fourteen picces 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 géuéral, Vol. 1V, pp. 397,
398). The former consisted of upholstery for thirteen picces
of furniture and accompanied wall-panels of Don Quixote
on a yellow damask ground; the latter was for twelve
armchairs.

In 1786, Louis XVI had a sct made to accompany wall-
pancls of Don Quixote with a red damask ground, which he
gave to the Archduke Ferdinand of Austria (Fenaille, Etat
général, Vol. 1V, p. 397). It consisted of upholstery for fiftcen
picces of furniture and was in a royal villa near Florence
before 1868, but has not since been identified.

The furniture-coverings made for Robert Child in 1775 to
accompany the Tentures 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’Enfants (Fenaille, Etat-géuéral, 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 général, 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
asettee with red damask ground upholstery were owned by
Maurice Fenaille in 1007; one chair of this setisin the Louvre.
An armchair with similar upholstery was in the Seligmann
Collection in 1958 (Connaissance des Arts, Vol. 75, May 1958,
p- 96). A confidante settec and six armchairs, upholstered
with red damask ground tapestry, were included in the
Duke of Hamilton’s sale at Christic, Manson and Woods,
July 18, 1882 (nos. 1902, 1903 of the cataloguc); the con-
fidante settec is now in the Gulbenkian Collection, Lisbon. A
st (marked L. C. Carpentier) of two settees, four bergéres,
cight armchairs, and four sidechairs, upholstered in tapestry
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7a-d: Figs. 41-50

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

58.75.25-26, 33-34

Type. Fautenils a la Reine or fauteuils meublants. Chaises
courantes. Straight-backed armchairs were called fauteuils a
la Reine and stood against the wall in a formal room arrange-
ment of the late cighteenth century. Smaller movable side
chairs were often placed in a row around the center of the
room and were called chaises conrantes.

Mecasurements. Armchairs. Height: 40} inches. Width:
29} inches. Depth: 308 inches. Side chairs. Height: 387
inches. Width: 24} inches. Depth: 24 inches.

Description. The chairs are of carved and gilded walnut.
The rectangular backs arc carved on the sides with a leaf
motive moulding, and on the front with an undercut spiral
wreath of laurel leaves around a bar and with a moulding of
becaded 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 arc 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 roscttes 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 scat railin acanthus
leaf volutes with roscttes on the sides. The scat rails of the
chairs project in front and arc 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 scat 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
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tapering shafts arc carved with spiral trails of laurel leaves
and berrics 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 number §8.75.34, all the chairs have their original slip
scats with slitted sides, the inside edges trimmed with nails
for changing the scat covers (sce fig. s0 and cCOMMENTS).
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, sce under no. 17.

Signature and Marks. Each of the chairs is signed
G+1acoB for Georges Jacob on the under side of the back
scat rail (fig. 46). The under sides of the chairs bear a variety
of collectors’ marks and inventory numbers (figs. 46-49).
These marks scrved 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
Orléans family (sce Ex corL.). The marks of the set are as
follows. Armchair, accession number $8.75.25: the numbers
297, branded, and B 125, stenciled, with the stenciled inter-
laced initials LPO, crowned, and the painted inscription ‘de
Pvre Paris Chambre 3 Balus . . . (under the back scat rail,
figs. 46, 48, 50), a modern sticker with the inscription ‘M.
Duveen Brothers 20-10-19" (under the left scat rail), the
incised roman numeral VI, indicating that this chair was
originally the cighth of the sct (repeated on top of cach seat
rail under the slip seat, sce cOMMENTS), the inked inscrip-
tion ‘Chambred Balustre’, the name ‘Ouvrard’ written in ink
on a sticker, the stenciled initials LPO, crowned, and the
incised roman numeral VIII(under theslipseat, fig. 50). Arm-
chair, accession number §8.75.26: the numbers 297, branded,
and B 123, 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 cach scat rail under the
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chairs (sce under no. 9), which must have been equipped
originally with several changes of covers: ‘Lorsque la
garniture des Siéges est faite A chassis, clle est attachée sur ces
derniers; de sorte qu'on peut en changer autant de fois qu’on
le juge 3 propos, ce qui est un trés-grand avantage, sur-tout
dans le cas d’un appartement magnifique, dont on change
plusieurs fois les meubles sclon les saisons’ (L Art du Menuisier
en Meubles, by M. Roubo, Paris, 1772, p. 623). The names
‘Poussin et LeJeune” written on a sticker under the seat of a
side chair (sec 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 (Frangois-Honoré-Georges
Jacob-Desmalter, Ebéniste de Napoléon et de Louis XVIII, by
Hector Lefucl, 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, Ebéniste du XVIlle
Siécle, by Hector Lefuel, Paris, 1923, fig. 12).

Ex Coll. Louis-Jean-Maric de Bourbon, Duc de Penthi¢vre
(1725-1793); Louisc-Marie-Adélaide de Bourbon-Pen-
thidvre, Duchesse d’Orléans (1753-1821); Gabriel-Julien
Ouvrard (1770-1846); Louis-Philippe d’Orléans (1773-
1850); Marie-Clémentine-Caroline-Léopoldine-Clothilde
d’Orléans, Princess of Saxe Coburg and Gotha (1817-1907);
Duveen Brothers.

The inscription ‘de Pvre Paris Chambrea Balus . . .’ (fig. 46)
identifies the chairs as the property of the Duc de Penthitvre,
and designates the room where they belonged in his Paris
house. This was the Hotel de Toulouse, on the rue de la
Vrillidre ncar the Place des Victoires, which contained a
‘chambre des balustres’ on the ground floor, mentioned by
Thiéry in his description of the house (Guide des Amaters
et des Etrangers Voyageurs & Paris, by M. Thiéry, Paris, vol. 1,
1787, p. 304). Several other inscriptions on the chairs qualify
‘Chambre 3 Balustre’ with ‘en haut’ indicating that the
chairs may have furnished an upper bedroom, such as the
‘Chambre de parade’ or the ‘Chambre coucher’ shown on
the plan of the first floor of the house published by Jacques-
Francois Blondel (Architecture Frangoise, by Jacques-
Francois Blondel, Paris vol. I1I, 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 Thiéry’s description
published thirty-two years later. After the death of his son
in 1768, the Duc de Penthi¢vre 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 Penthi¢vre passed at his death
on March 4, 1793, to his only surviving child, Louise-Maric-
Adélaide, Duchesse d’Orléans, the wife of Louis-Philippe
d’Orléans known as ‘Philippe-Egalité’, and mother of
Louis-Philippe, king of France from 1830 until 1848. The
Duchesse d’Orléans was widowed in 1793 when ‘Philippe-
Egalité’ was guillotined, and was cxiled 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 scats of the chairs (fig. 49). The name
‘Ouvrard’ may be identified with Gabriel-Julien Ouvrard,
a banker of the French Empirc and Restoration, who owned
properties which formerly belonged to the Orléans family.
In 1814 these confiscated estates reverted to the surviving
members of the Orléans 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 seats of the chairs may refer to the Chiteau de Bizy in
Normandy, where the Duc de Penthi¢vre 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 Orléans family (see following entry),
while the branded number 297 has not been identified.
According to a report published by Theunissen (Meubles et
Siéges du XVIIle Siécle, by André Theunissen, Paris, 1934,
pp. 89-90), this set of chairs and the sct which forms the
subject of the next entry were given by Louis-Philippe to his
youngest daughter Clémentine, who married Prince
Augustus of Saxe Coburg and Gotha in 1843, and subsc-
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 thatthe firm of Duveen 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 Penthiévre, were made as part of a separate set, and
the two sets were later united in the Orléans collection.

Exhibited. Chiteau de Versailles, Versailles, Maric-
Antoinette, Archiduchesse, Dauphine et Reine Exhibition,
May 16-November 2, 1955 (no. 1021 of the catalogue).

Published. Meubles et Siéges du XVIIIe Siécle, by André
Theunissen, Paris, 1934, pp. 89-90, fig. 34; James Parker,
M.M.A. Bulletin, May, 1960, pp. 296-301.
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8a-c: Figs. 51-53

SETOFTWO ARMCHAIRS AND ASMALL
SETTEE. French, about 1785, 58.75.30, 31, 27

Type. Fauteuils a la Reine or fautenils meublants. Marquise,
confident or téte-a-téte. 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 (Diction-
naire de I' Ameublement et de la Décoration Depuis le XIle
Siécle Jusqu’ & Nos Jours, by Henry Havard, Paris, 1887-1890,
vol. 3, pp. 746, 747).

Measurements. Armchairs. Height: 378 inches. Width:
28 inches. Depth: 29 inches. Settee. Height: 37} inches.
Width: 374 inches. Depth: 282 inches.

Description. The chairs and scttee 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 scats 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 ropc mouldings terminating above the scat
rail in acanthus leaf volutes with oval rosettes on the sides.
The scat rails, projecting on the front of the chairs and flat
on the front of the settec, 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 arc 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 scat
covers, and the upholstered backs of the chairs are attached
in the same manner as those of the furniture in the previous
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entry. For the present upholstery of this set, see under no. 17.

Signature and Marks. The armchair number $8.75.31, is
signed 6+14coB on the underside of the back seat rail. The
trace of the signatureis almost obliterated by a layer of ochre-
yellow paint. The other marks of the sct are as follows.
Armchair, accession number $8.75.30: 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 (repcated on top of cach 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 $8.75.31: 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
scat rail under the slip seat, scc CcOMMENTS for the previous
entry), the branded number 304, and two sets of the stenciled
initials LPO, crowned (under the slip seat). Settee, accession
number $8.75.27: the branded number 297, and the stenciled
initials LPO, crowned (under the back seat rail), the stenciled
number B 124, and the remains of a2 modern sticker in-~
scribed in ink ‘Mrs . . Duveen Broth . .." (under the front
seat rail), the incised numeral II, indicating that the scttee
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 sce previous cntry.

Comments. The Muscum reccived with the pair of arm-
chairs and scttee another pair of armchairs and a settee
duplicating the originals, but made at a later date, probably
by craftsmen working in the carly twentieth century. The
rails and slip scats 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 wasalso reccived with this
set (fig. s4). 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 ninetcenth century after the sets were united in the
Orléans 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 scat rails under the slip scat of the sofa are unmarked,
indicating that it was not numbered among the original
picces of cither set (scc cOMMENTS for previous entry).
Thesofaisan 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 of furniture have been published
(Les Meubles Frangais du XVIIIe Siecle, I. Menuiserie, by
Pierre Verlet, Paris, 1956, pp. 62-66, figs. 30, 31). For
photographs and a discussion of the covers of these copics,
sec the following entry.

Comparable Examples. The seat rails of a sct of furniture
at the Chatcau de Fontainebleau are carved with garlands
of flowers and spiral bands of ribbon similar to the corres-
ponding carving of the Muscum’s set. The set at Fontaine-
bleau is signed by Jacob and consists of a settee, a bergére,
four armchairs, four side chairs, a stool and a fire-screen
(Meubles et Siéges du XVIIe Siccle, by André Theunissen,
Paris, 1934, pp. 90, 91, fig. 36).

Ex Coll. Louis-Philippe d’Orléans (1773-1850): Maric-
Clémentine-Caroline  Léopoldine-Clothide  d’Orléans,
Princess of Saxe Coburg and Gotha (1817-1907); Duveen
Brothers.

There are no certain indications that this sct of furniture was
made for the Orléans family in the cighteenth century, for
the crowned initials LPO which appear under the rails are
probably inventory marks of Louis-Philippe d’Orléans,
king of France between 1830 and 1848. These marks may
have been affixed to the sct 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 (sce 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 Chiteau de Bizy which Louis-
Philippe inherited from his mother Louise-Marie-Adélaide,
Duchesse d’Orléans, at her death in 1821 (sce previous
entry).

This set of furniture and the sct made for the Duc de Pen-
thi¢vre described in the previous entry were united in Louis-
Philippe’s collection, for both scts bear his inventory marks.
Bothsetslater fell to the portion of Louis-Philippe’s youngest
daughter, Princesse Clémentine, who removed them to
Austria after her marriage to Prince Augustus of Saxe
Coburg and Gotha, where they were acquired in the carly
twentieth century by Duveen Brothers (sec previous
entry).

Exhibited. Chiteau de Versailles, Versailles, Marie-
Antoinette, Archiduchesse, Dauphine et Reine Exhibition,
May 16-November 2, 1955 (no. 1021, fig. 27 of the cata-
logue, illustrates armchair).

Published. Kunstgeschichte des Mabels, by Adolf Feulner,
Berlin, 1927, p. 675, fig. 600 (illustrates sofa, a later addition
to the set, erroncously stated to be signed by Georges Jacob,
scc COMMENTS); Meubles et Siéges du XVIIe Sitcle, by
André Theunissen, Paris, 1934, pp. 89, 90, figs. 33, 34 (illus-
trates settee and sofa); James Parker, M.M.A. Bulletin, May,
1960, pp. 297, 299, 301.

9: Figs. 41-45, $1-59

THREE EMBROIDERED WALL-HANG-
INGS AND MATCHING UPHOLSTERY
for sofa, two side-chairs, six armchairs, and two small
scttees. French, about 1785. 58.75.24-37

Measurements. Hangings: accession number §8.75.35,
height 1o feet 7 inches, width 6 feet 83 inches; accession
numbers §8.75.36 and .37, height 10 feet 6 inches, width
6 feet 11 inches.

Furniture covers: sofa, back panel, height approximately
1 foot 10 inches, length approximately 6 fect; arm-panels,
greatest height approximately 1 foot 4 inches, width
approximately 1 foot Toinches; seat cushion, width approxi-
mately 2 feet, length approximately § feet 6 inches, height
approximately 7 inches. Side-chairs, back panels, height
approximately 1 foot 4} inches, width approximately 1 foot
4 inches; scat pancls, greatest depth approximately 2 feet
3% inches, greatest width approximately 2 feet 44 inches.
Armchairs without cushions, back panels, height approxi-
mately 1 foot 4% inches, width approximately 1 foot s}
inches, arm-rest panels, length approximately 1 foot, width
approximately 6 inches. Armchairs with cushions, back
panels, heightapproximately 1 foot 74 inches, width approx-
imately 1 foot 63 inches; scat panel, width approximately
4% inches, length approximately 6 feet 1 inch; cushion, top
panel, greatest depth approximately 1 foot 94 inches, width
approximately 2 feet, side pancl, height approximately 6
inches; arm-rest pancls, length approximately 1 foot, width
approximately 6 inches. Small settees, back panels, height
approximately 1 foot 11 inches, width approximately 2 fect
4 inches; scat 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; arm-rest pancls, length
approximately 1 foot 1 inch, width approximately 6 inches;
side pancls, 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 arc alike. Each is made
from three widths of satin, embroidered in what arc now
pastel shades of pink, blue, green, lavender, yellow, and
white, with shadows and accentsin black. Each has four mo-
tives arranged vertically in the center: a crested, bluc-necked
bird feeding its young in a nest (fig. 56); a tambourine and
pan-pipes (fig. 57); a basket of flowers, chicfly pink roses
(fig. $8); 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 of flowers link
all the motives and fill the rest of each panel; they include















74

arc made of sections of borders. The sides of the arms are
mostly identifiable as portions of hangings, except for the
inner panel on one chair (accession number §8.75.27), 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
Muscum; 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 pancls. The satin grounds arc 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 furniturc 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 $§8.75.36):
‘.. 0 36 les deux bordures faites s’éparement par la Ro ..’
(remainder illegible). Ink inscription on a concealed portion
of the upper border of another hanging (accession number
58.75.37) ‘conore Melissarct plein . . .” (remainder illegible).
These inscriptions are presumably records made by the
embroiderers, indicating how much cach 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 Frangois
Boucher and Jean-Jacques Bachelier, the artistic director of
the Sévres manufactory. He returned to Lyon before 1748
and became the most prominent designer of woven silk
fabrics, including scveral executed for Catherine the Great.
Hec 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:

1. 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 $8.75.25 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 (sce description of sofa). On these panels, or on other
material of the same type, were two other large motives, a
rosc-bunch with a swag of flowers below (used twice, on the
sofa and on thearmchair accession number 58.75.31; fig. 53)
and flowers hanging from a blue bow (used five times,
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on the armchairs accession numbers §8.75.29. .30 (fig. 52)
and .32 and twice on the small settee accession number
$8.75.27; fig. s1). 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 picces, the sofa, the arm-
chairs accession numbers §8.75.25 and .26 (figs. 41, 42), and
the small settee accession number $8.75.27 (fig. s1).

4. Asimilar border, 44 inches wide. This was used on every
picce of furniture; onc length measures 71 inches.

s. A similar border, 24 inches wide. This was used on two
armchairs (accession numbers §8.75.31; fig. 53; and .32).

6. A poor copy of the last border, used on two armchairs
(accession numbers $8.75.29 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 lcast
four chairs, a bed, and a fire-screen.

The extraordinarily clean appearance and brilliant colors of
protected parts of the embroidery, cither at the top of the
hangings where they were irregularly cut and portions con-
ccaled 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 cmbroidery, 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 Antoinctte’s bed at Fontainebleau,
which was used by the Empress Marie Louise after her
marriage to Napoleon in 1810 (Pierre Verlet, Le Mobilier
royal frangais, Paris, 1945, pp. 95-99).

The history of the embroiderics before 1927 is obscure. In
that year, the sofa, as it now appears, was illustrated by
Adolf Feulner (Kunstgeschichte des Mabels, Berlin, 1927, fig.
600). In 1934, André Theunissen, in his Meubles et sicges du
XVIIe Siécle, 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: ‘Brodé par Maric-Antoinette et les
dames de la Cour, d’aprés les cartons de Philippe de la Salle,
vers la fin du XVIIle siécle, donné par la reine 3 Louis-Jean-
Marie de Bourbon, duc de Penthiévre.. . ., il porte I'estam-
pille du chiteau de Bizy ..., la fille de duc de Penthi¢vre
Marie-Louise-Adélaide épousa le duc Louis-Philippe-Joseph
d’Orléans. Aprés la mort du duc de Penthitvre, ses biens
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parmi lesquels le chiteau de Bizy et le mobilier de la reine
devinrent la possession de la famille d’Orléans, le roi de
France Louis-Philippe, né de cette alliance, hérita donc de ce
mobilier. Afin de conserver les biens d’Orléans, dans cette
branche de la famille, le roi Louis-Philippe avant son acces-
sion au trdne (en 1830) cn fit don A ses enfants. Sa plus jeunc
fille Clémentine devint propriétaire du chateau de Bizy ct de
Pameublement; elle se fianga au prince de Saxe-Cobourg-
Gotha. Napoléon III, confisqua les bicns de la famille
d’Orléans entre autres le chiteau de Bizy. Mais la princesse
Clémentine parvinta sauver la plupart des objets précicux et
du mobilicr de Bizy parmi lesquels le fameux ameublement
de la reine Marie-Antoinette. Elle les transporta en Autriche
ol elle vécut aprés son mariage, et ces meubles ornérent alors
le palais de Cobourgd Vernan [sic], résidence principale de la
famille du prince Auguste de Saxe-Cobourg-Gotha. Aprés
la mort de la princesse Clémentine en 1907, son fils Auguste
hérita du mobilier, il ne survécut que quelques mois 2 la
mort de sa mére, et le 1égua i ses fils.” Theunissen added that
the princess included in her memoir a statement that con-
firmation of the origin of the embroideries might be found
in the papers of the Penthi¢vre and de Lamballe families. He
also mentioned panneaux muraux of the same embroidery.

The whole of this memoir, as reproduced by Theunissen,
obviously cannot have been written by the Princess Clemen-
tine, as her death in 1907 is mentioned. Moreover, the first
sentence of the memoir, with exactly the same indications
of words omitted by the copyist, appears in the record of
another sct of furniture with embroidered upholstery,
showing the fables of La Fontaine and now in the collection
of Sir Chester Beatty (Catalogue, Maric Antoinette Exhibi-
tion, Versailles, 1955, no. 748). The attribution of the Kress
embroideries to Maric Antoinette and her ladics is extremely
improbable, as the workmanship is clearly professional. The
rest of the history, though true to some extent of the furni-
turc frames (scc entries nos. 7, 8), cannot be substantiated
for the embroideries. The character of the upholstery on the
18th, 19th, and probably 2oth-century components of the
set is precisely the same; the poor imitation of the narrowest
border, for example, appcars both on an armchair with the
Orléans mark (accession number §8.75.30, fig. 52 attributed
to Jacob) and on an unmarked armchair (accession number
58.75.29). The most rcasonable assumption is that the
embroideries were not placed on the furniture until the
entire sct, as now constituted, had been assembled, presum-
ably in the carly twenticth century. It remains possible that
the embroidered hangings and a large quantity of unmade-
up material of the same type had been in the possession of the
Orléans family and was acquired by Duveen Brothers with

the furniture, but thereisno evidence to support this assump-
tion.

Comparable Examples. A bed in the Cleveland Museum
of Art, Cleveland, Ohio, is upholstered in similar material.
The coverlet was apparently originally square, with an
adaption of the bagpipes motive, but it has been enlarged to
make it oblong; the rest of the upholstery seems to have
been taken from at least two hangings similar to the Kress
cxamples, cut down at the top at the same place in the design
(Cleveland Museum Bulletin, Vol. XLI, 1954, June, pp. 118-
124).

The Metropolitan Museum owns an embroidered leaf for a
fire-screen (35.123), en suite with the Kress pieces; the
technique and material are the same and the design is an
adaptation of the flower-basket motive, with the same
border that appears on the hangings and the furniture-
coverings (M.M.A. Bulletin, Vol. XXXI, 1936, April, p. 89).
A coverlet of the same design, but embroidered upon a
different material (gros de Tours), is owned by the Mobilier
National, Paris, and is used on Marie Antoinette’s bed at the
Petit Trianon, Versailles (Ernest Dumonthicr, Le Mobilier
National, Etoffes et tapisseries d’ameublement, Paris, n.d., pl.
55). A set of furniture, including a bed, with upholstery of a
similar design embroidered on this material, was in the
inventory of the Comte de Provence at Versailles in 1787
(Catalogue, Marie Antoinctte Exhibition, Versailles, 1953,
no. 1021, mentioned).

A hanging cmbroidered with a similar design, with the
bagpipes motive at the top, was in the collection of Prince
Paul Demidov and was sold at the Palais de San Donato,
Florence, March 15, 1880 (no. 66 of the catalogue). A chair
covered with similar material and some fragments are men-
tioned in the catalogue. A somewhat similar embroidered
hanging, without the tambourine motive, of uncertain
date, was owned by a London dealer in 1956.

Several brocaded silks arc known with the same, or similar,
motives, and sometimes with similar flowers and foliage.
The designs of these are usually attributed to Philippe de la
Salle (M. T. Schmitter and F. Guicherd, Philippe de Lasalle,
Lyon, 1939, pl. IX; Connaissance des Arts, Vol. 82, 1958,
December, pl. facing p. 140).

Ex Coll. Possibly Louis-Philippe d’Orléans (1773-1850),
King of France; Marie-Clémentine-Caroline-Léopoldine-
Clothilde d’Orléans, Princess of Saxe Coburg and Gotha
(1817-1907); Duveen Brothers.

Exhibited. Sce entries nos. 7, 8.

Published. Sce entries nos. 7, 8.
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sides of the superstructure and the slatted tambour doors are
marquetricd with panels of interlaced four-lobed motives of
green-stained wood filleted with satin-wood and black-
stained wood containing quatrcfoils of walnut on satin-
wood grounds, the smaller reserves between the lobes filled
with a reverse pattern of satin-wood quatrcfoils on walnut
grounds. These pancls 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 vencer, 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 extendsalong the frontand 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 roscttes above ribboned and tasseled clusters of pome-
granates and leaves, on vencered 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 marquetricd
with falling acanthus leaf and dot clusters of walnut on satin-
wood grounds filleted with walnut and banded with green-
staincd wood. Each of the two compartments of the super-
structure contains a pigeon-hole vencered 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. Thekeyhole 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 (sce 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
(scc COMPARABLE EXAMPLES).

Mathieu-Guillaume Cramer was born at Grevenbroich near
Diisscldorf, Germany, came to Paris at an carly 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. One of the principal sources of information
about the practices of French cighteenth century wood-
workers is the cabinctmaker-author André-Jacob Roubo,
whose L’Art du Menuisicr Ebéniste 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 nceded 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 communs, on a fait moins
d’usage de I'Ebene, & on ne s’en sert presque plus 3 présent
... (L’Art du Menuisier Ebéniste, 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 cvery 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 Muscum’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 Muscum.

Four commodes with corresponding marquetry and some
corresponding gilt bronze mounts are in the Victoria and
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Christie’s, June 22, 1938, no. 57, and on other furniture.
Interlaced lobed motives containing quatrefoils occur again
on the marquetry of a pair of unsigned corner-cupboards in
the Dutuit collection at the Petit Palais, Paris, on the mar-
quetry of a toilet-table signed by Roger Van der Cruse
Lacroix, sold from the Ephrussi collection at the Hoétel
Drouot, May 29, 1929, no. 9, on a roll-top desk signed by
Picrre Roussel, formerly in the Condé Nast collection (Paris
Furniture by the Master Ebéuistes, by Charles Packer, Mon-
mouth, 1956, fig. 155), and again on a commode signed by
Martin Carlin, sold from the collection of Granville
Farquhar, at Christic’s, March 20, 1930, no. 114, and now
at the Barber Institute of Finc Arts, Birmingham, England.

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

Published. James Parker, M.M.A. Bulletin, May, 1960,
p. 302.

13: Figs. 67-68

ROLL-TOP DESK. German, about 1780.
58.75.55

Type. Bureau a cylindre or bureau a la Kaunitz. The Austrian
ambassador to Paris, Wenzel Anton von Kaunitz (1711~
1794) was considered, on uncertain grounds, to be the in-
ventor of this type of desk.

Measurements. Height: 44% inches. Width 452 inches.
Depth 26} inches.

Description. The desk is of oak, pine, cherry and satiné,
veneered with thuya, tulip-wood, satin-wood, green- and
brown-stained wood, harewood, snakewood, walnut and
amboyna. The top of the desk is of Spanish brocatelle
marble sct in a gilt bronze ribbed moulding with a three-
sided open fret gallery. The housing of the roll-top is
vencered on the top and sides with three strips of thuya
banded with tulip-wood and set with gilt bronze studs
alternating with tongue motives. The segmental-shaped
roll-top is marquetried with vignettes of a carrousel lance
twined with trails of roses held by a looped ribbon hung
from rings, above two knives similarly ribboned and flower-
ed, executed in satin-wood and green-stained wood on a
ground of harewood banded on the front with a raised edge
of tulip-wood. Swags of roses suspended from similar
ribbons are marquetried in the same woods on the sides of
the desk. The back stiles under the writing slide, the corner
stiles of the front and the knee-hole stiles are set with gilt
bronze ribboned falling oak leaf clusters on oblong pancls
of thuya vencer banded with tulip-wood above brass
triglyph and guttac motives. The two side drawers under
the writing slide arc of satiné, the central drawer of cherry,
the top front edges veneered with snakewood and harewood
respectively. Beribboned laurel leaf and berry motives form

the gilt bronze keyhole escutcheons of the drawers, the
fronts of which are marquetried with vignettes of rosc
clusters and ribbon swags in satin-wood and green-stained
wood on a ground of harewood banded with tulip-wood.
The square tapering legs are vencered with oblong panels
of walnut and thuya banded with tulip-wood. The outsides
of the front legs are set with gilt bronze rosettes above rib-
boned falling clusters of bell-shaped acanthus flowers. The
feet are shod with square gilt bronze ribbed sabots. The back
consists of two coffered panels vencered with harewood and
framed by tulip-wood, within a border of harewood banded
by tulip-wood. The back stiles are veneered with amboyna.
The writing panel is articulated to slide forward as the roll-
top slides back in its groove. Its surface is covered with
modern brown gold-tooled leather bordered with satiné
banded on the front with tulip-wood. The front edge of the
slide is finished with a brass torus moulding to which two
gilt bronze loop handles chased with acanthus leaf motives
are attached. The fitted interior consists of two nests of two
drawers at the sides below arched pigeon-holes flanked by
pilasters and a central nest of four false drawers below two
arched pigeon-holes. The drawers are of cherry-wood, their
fronts marquetried with vertical strips of satin-wood and
green- and brown-stained wood. The drawers open by
means of small gilt metal ring pulls held by lion masks. The
pilasters arc of satin~wood banded with green-stained wood
set with gilt bronze studs, rosettes, and beribboned laurel
leaf and berry clusters. The arched architectural surrounds
of the pigeon-holes are of thuya, with spandrels of satin-
wood banded with thuya, set with gilt bronze keystones,
capitals, and garland motive spandrel mounts. The sides
and shelves of the pigeon-holes are vencered with satiné.

Signature. Nonc.

Artists. Attributed to David Roentgen. A son of the cabinet-
maker Abraham Roentgen, David Roentgen was born
August 11, 1743 in Herrenhaag, province of Upper Hesse,
Germany, a scttlement of the Moravian brethren sect to
which the Roentgen family belonged. A pupil of his father,
David Rocntgen succeeded him in 1772 in the workshop
established at Neuwied on the Rhine, near Coblenz. Under
his management the business was expanded to employ more
than one hundred workmen and associates including the
mechanic and clockmaker Peter Kinzing, who collaborated
with Roentgen on some of his claborate projects. After a
visit to Paris in August 1772, Roentgen acquired French
customers and the title of ébéniste mécanicien du Roi et de la
Reine. Among the furniture which he supplied to Louis
XVI wasa desk with mechanical contrivances for which the
king was reputed to have paid 80,000 livres, onc of the
highest prices of the century for a piece of furniture and the
present equivalent of more than 8200,000. Owing to the
volume of his French sales, Roentgen was obliged to gain
admission to the French cabinetmakers’ guild in 1780. In
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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 vencered with satiné 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 vencered 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 flanked 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 vencered with black-stained wood. The
central door holds a pastel portrait framed behind glass by a
gilt bronze lcaf motive moulding banded with purple-wood
flanked 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
drawersareset with single gouache sketchessimilarly framed
and provided with plain gilt metal ring pulls. A key unlocks
the center door which is vencered on the top and side with
purple-wood and on the back with satin-wood. The recess
behind the door is vencered 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 vencered 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
vencer 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
coffre-fortorstrong box of thelower compartment of the desk.

The Water Color, Gouache, and Pastel Sketches. The
front of the drawer in the frieze of the Muscum’s desk is set
with a strip of paper painted in gouache with a vignette of
three nymphs in a landscape sctting, over a folded band of
lace drawn in sepia ink on a blue ground, flanked 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
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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 of folds of lace, drawn in ink and colored with
gouache, falling from a garland of roses, daisics, primroses,
morning glories, and other flowers, 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, goatand two putti against a back-
ground of fantastic architecture, has been cut out and pasted
in the center of the lace flounce. The door of the fitted
interior holds a pastel head and shoulders portrait of a
woman wearing a blue dress and pearl carrings 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 flight,
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
onc of these vignettes with another sheep-shearing scene
bearing the inscription: ‘Non le bien supreme/n’est pas dans
le/Splendeur/On le doit/a Soy me/. . . cur.’

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 cighteenth 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 Pictro Rotari (1707-
1762) between 1756 and 1762 for the Gallery of Graces at
Peterhof Palace, near Leningrad. The sitter has never been
identificd, though other versions of the portrait exist,
notably a pastel formerly in the collection of D. I. Stchou-
kine, Moscow, attributed to Frangois Boucher and now in
the Pushkin Arts Museum, Moscow (Art Treasures in Russia,
by Alexander Benois, vol. s, 1903, 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
Pictro 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. 31,
another oil painting which is part of a scries at Archangel-
skoye, the former Yussupov family estate ncar Moscow,
another painting attributed to Rotari in the collection of
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30,1947,n0. 121,and a straight-legged marquetry commode
sold at the Galeric Georges Petit, March 13, 1922, no. 82, are
two other recorded picces signed by Philippe Pasquicr.

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 cighteenth
century picces of furniture signed by the makers Jean-Henri
Riesener, Claude-Charles Saunier, Adam Weisweiler, and
Charles-Erdmann Richter. A portraitof Riesener by Antoine
Vesticr 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
Ebénistes du XVIIIe Siccle, Leurs Ocuvres et Lenrs Marques,
by Comte Frangois de Salverte, Paris, 1953, frontispiece).
An unsigned upright sccretary 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
Furniture of Windsor Castle, by Guy Francis Laking, London,
1905, p. 154, fig. 38).

Other picces 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 Chiteau de Versailles in 1793 were
decorated with birds made of their own feathers and insect
specimens, framed behind glass. This extraordinary picce 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 Meuble II, XVIle,
XVIle et XIXe Sitcles, by Alfred de Champcaux, Paris,
1885, pp. 288-289).

Ex Coll. Alexander Hamilton Douglas, tenth Duke of
Hamilton; J. Pierpont Morgan.

The sccretary 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 inventorics 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 cntered the Hamilton Palace collection through
purchase by the tenth Duke, who bought other picces of
French furniture for his Scottish scat. Among these were a
black lacquer upright sccretary and commode made by
Jean-Henri Riesener for Maric-Antoinette in 1784, subse-
quently bequeathed to this Museum by William K. Vander-
bilt (accession numbers 20.155.11 and .12), which were sold
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with the contents of Hamilton Palace, nos. 1297 and 1298
of the catalogue. According to Alfred de Champeaux, these
two picces figured in an inventory of sale drawn up for the
Chiteau 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 picces made for Marie-Antoinette and the sub-
ject of this entry at that time (Le Meuble II, XVIle, XVI1le ct
XIXe Siécles, by Alfred de Champeaux, Paris, 1885, p. 232).

Exhibited. The Metropolitan Muscum 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 cataloguc).

Published. Histoire Générale des Arts Appligués a I Industrie,
le Mobilier an XVIle et au XV1IIe Siécle, by Emile Molinier,
Paris, n.d., p. 190; Paris Furniture by the Master Ebénistes, by
Charles Packer, Monmouth, 1956, fig. 138.

17: Figs. 87-89

SMALL OVAL WRITING TABLE. German,
about 1780. $8.75.39

Type. Petite table a écrire ovale.

Measurements. Height: 20} 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 marquetried in the center with a knife twined with ivy
encircled by a wreath of four clusters of roses, tulips, and
lilics, with a lozenge shape of ribbon strands tied in bows
through rings at the corners. Two lengths of string carried
out in the marquetry tic 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-
surc 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
arc marquetricd with clusters of roses, jonquils and bell-
flowers over ribbon swags drawn through loop-holes,
exccuted in satin-wood, green and other stained woods on
a ground of harewood, with fillets of holly and green-
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THE FRENCH MARCHANDS MERCIERS
AND

FURNITURE WITH PORCELAIN PLAQUES

HE French cighteenth century marchands 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
fashions in dress, and to increase the sale of furniture. For goods which were to be sold at their shops
these dealers applied to different categorics of workmen in Paris. Some of these categories of skilled
labor, called communautés, were derived from medieval guilds, and changed in the course of the
cighteenth century. They were distinguished by name, and a division of labor was observed, recorded
in lists published at the time (Dictionnaire Universel de Commerce, d’Histoire Naturelle, & des Arts &
Meétiers, by Jaques Savary des Bruslons, rev. ed., vol. II, Copenhagen, 1760, pp. 131-136; Dictionnaire
Historigue de la Ville de Paris et de ses Environs, by MM. Hurtaut et Magny, Paris, 1779, vol. III, pp.
340-344).

Some of the workmen who served the marchands merciers and contributed their skills to the objects
sold by these dealers are mentioned in these lists. Among them were the ébénistes and menuisiers who
made furniture and belonged to one communauté (p. 04), the serruriers or locksmiths, the fondeurs-
ciseleursand ciselenrs-dorenrs, two distinct guilds who prepared gilt bronze mounts (p. 148), the marbriers
who produced marble tops, the sculpteurs en meubles who carved chair frames, as well as the tabletiers
or turners and ivory-carvers, the miroitiers, mirror-makers, the horlogers, clock-makers, and even the
éventaillistes or fan-painters whose work might enhance the interest of dealers’ wares (p. 98, fig. 84)
Other craftsmen uscd by the dealers belonged to factions outside the communantés. Among these
were the orfévres or goldsmiths, the jewelers or joailliers-bijoutiers, and the porcelain craftsmen who
worked under royal patronage at the Manufacture Royale de Sévres.

The marchands merciers themselves belonged to a special order of salesman, the third of the six
corps des marchands de Paris. The third corps was the most powerful of these orders and often infringed
on the prerogatives of the other five. The title marchand mercier originated with the amalgamation of
the mercers or textile dealers and the jewel merchants: ‘Comme leurs richesses & leur nombre
viennent d’étre unis aux Communautés des Marchands Grossiers de drap & de soie & aux Jouailliers;
aussi se qualifient-ils, Marchands Merciers, Grossiers & Jouailliers . . . (Histoire et Recherches des
Antiquités de la Ville de Paris, by Henri Sauval, Paris, 1724, vol. II, p. 475). The marchands merciers
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 vendentdes tableaux,
des estampes, des candelabres, des bras, des girandoles de cuivre doré & de bronze, des lustres de
cristal, des figures de bronze, de marbre, de bois & d’autre matiére, des pendules, horloges & montres;
des cabinets, coffres, armoires, tables, tablettes & gueridons de bois de raport & doré, des tables de
marbre & autres marchandises & curiosités propres pour 'ornement des appartemens.’ (Savary des
Bruslons, op. cit., vol. I, p. 849.)

105
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The quarter of Paris favored by the thirteenth class of marchands merciers was the rue Saint-Honoré
and its adjoining streets. The dealers Lazare Duvaux, Thomas-Joachim Hébert, 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
Au petit Dunkerque kept by the dealer Grancher on the Quai de Conti reads as follows ‘Granchez,
tenant le grand et beau Magazin Francais et Anglais, 4 la Perle d’Orien 4 Dunkerque, et 3 Paris quay
de Conty au petit Dunkerque, tient en bijouteric et cainqualerie ce que I'art produit de plus nouveau
et vend sans surfaire en gros et en détail.” The Quai de Conti was away from the quarter of the other
dealers, on the other side of the Seine from the rue Saint-Honoré, but Grancher’s shop was much
frequented, and Louis-Sébastien Mercier wrote a long commentary on it: ‘Le Petit-Dunkerque.
C’est la boutique d’un marchand bijoutier,  la descente du Pont-Neuf. Elle étincele de tous ces
bijoux frivoles que P'opulence paie, que la fatuité convoite, que I'on donne aux femmes honnétes qui
n’acceptent point de 'argent, mais bien des colifichets en or, parce qu'ils ont un air de décence . . .
De nombreux tiroirs sont remplis de mille bagatelles, ot le génie de la frivolité a épuisé ses formes &
ses contours. Le prix de la fagon vaut dix fois le prix de la matiere. L’or a pris toutes les couleurs; le
crystal, I'émail, Pacier, font des miroirs taillés 4 facettes, & les enfantillages de 'industrie délicate
sont 1a sur leur tréne. Un homme descend de la voiture, entre dans la boutique du bijoutier, & achete
des breloques 4 un tel prix que la moitié auroit suffi pour faire subsister pendant une semaine entiere
plusieurs familles nécessiteuses . . . Mais aprés avoir gémi en philosophe, il faut rendre justice au gofit
du maitre. Il anime, il dirige les artistes; il imagine ce qui doit plaire. En donnant la vogue 4 plusieurs
colifichets, il a fait travailler dans la capitale ce qu’on étoit obligé de faire venir 3 grands frais de
Iétranger . . . Voltaire, lors de son dernier sé¢jour A Paris, s¢ plaisoit beaucoup dans le riche magasin
de cette maison curieuse. Il sourioit A toutes ces créations du luxe; il appercevoit, je crois, une certaine
analogie entre ces bijoux brillans & son style’ (Tableau de Paris, by Louis-Sébastien 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
étoit obligé de faire venir 4 grands frais de I'étranger’, 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 garnitures de
cheminée or as objects for collectors” cabinets. Oriental screens and cabinets 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 dure 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 X VI Furniture Decorated
with pietre dure Reliefs’, by Ake Setterwall in The Burlington Magazine, vol. CI, no. 681, December,

1059, Pp- 425-435)-
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In addition to their projects for furnishing houses, the marchands merciers undertook to launch new
fashions in jewelry (‘Le Commerce des Objets d’art et les Marchands Merciers 3 Paris au XVIIle
Siecle’, by Pierre Verlet in Annales, Economies, Sociétés, Civilisations, X1, no. 1, January-March,
1958, p. 23 and passim). Snuff boxes, 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-
pear], jade, lacquer, and porcelain might be made into these valuables or variously combined for
trinkets executed to a dealer’s orders. A special 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, op. 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 alarge volume of sales and a comfortable profit margin. The important French dealers of the time
were richly rewarded, and the wealth of Thomas-Joachim Hébert who kept a shop on the rue Saint-
Honoré was alluded to in a squib of 1748: ‘Je n’ose regarder la porte d’Hébert; il me vend toujours
mille choses malgré moi. Il en ruine bien d’autres en bagatelles. It fait en France ce que les Frangois
font en Amérique: il donne des colifichets pour des lingots d’or’. (Livre-Journal de Lazare Duvaux,
Marchand-Bijoutier Ordinaire diu Roy, 1748-1758, . . . by Louis Courajod, Paris, 1873, vol. 1, p.
LXXXIX). Louis XV was among those paying with gold ingots for trifles bought from Hébert,
who bore the suitable title of marchand suivant la Cour or marchand privilégié de la Cour, and who was
so famous that a shape of Sévres vase was named after him.

Hébert’s nephew, Simon-Philippe Poirier, had also become a dealer and kept shop at no. 85 rue
Saint-Honoré opposite the Hotel d’Aligre, one of the principal auction houses of the time. The shop
was called a la Couronne 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 present location of this shop would be on the
rue Saint-Honoré between the rue de I’Arbre Sec and the rue du Louvre. Poirier’s father as well as
his uncle were dealers, and he belonged to the select category of marchands privilégiés de la Cour. 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 Menus-
Plaisirs of Louis XVI and catered to the King’s brothers, the Comte de Provénce and the Comte
d’Artois, to the Prince de Condé, the Maréchal 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 Gobelins in Paris for Croome Court,
Worcestershire, 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 Couronne 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
Sévre and Chantilly china.” and “Two large cases H.-W. from Poirier’s with clock, secrétaire, coffre
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and table. Two red leather chairs.” (Horace Walpole’s Correspondence with Madame du Deffand and 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 (sec pp. 162-7). Such a ‘small table’ of Sévres 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 Orford,
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 Sévres 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. §7 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 of Walpole’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 (Sévres porcelain) was sold, &
saw him give 10 Louis or Guineas for a single Coffee Cup, Saucer, & a little square sort of Soucoupe,
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 Couronne 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 bruler, 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.” (4 Journal of My Journey to Paris in 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 entrics 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 fagon 2 la faire reconnoitre, d’en dire la qualité, d’indiquer les mutilations dont I'on
se sera apper¢u. On 'y trouvera quelques courtes réflexions que 'on a jugé nécessaires pour de certains
morceaux. Quelque mérite que 'on trouve souvent dans celui que I'on se propose de décrire, on a
cru devoir s’abstenir de tout louer 4 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 Manufacture Royale de Sévres. 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 (Sévres, le XV1IIe Sitcle, by Pierre Verlet, Paris, 1953, pp. 30, 31). Except for a few consign-
ments delivered to the cabinetmakers Jean-Francois Leleu and Pierre Denizot, to a few privateindi-
viduals, and on several occasions to the Garde-Meuble de la Couronne, the output of soft-paste porcelain
plaques at Sévres was, and remained for as long as it lasted, the appanage of Simon-Philippe Poirier
and his partners and successors at the Couronne 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 Martin tables in the Museum’s collection (pp. 162-7). A comparable marquetry table in a private
collection is in fact inscribed with Poirier’s name: ‘Poirier Md. Rue St. honoré a Paris’ (p. 165). In the
1770’s the account book entries specify that the Manufacture Royale de Sévres 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 & thé et porcelaine commandée tant chez les ouvriers qu’a la manufacture de
Seve.” (Bibliothéque 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 Sévres manufactory, 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 cffects. Her portrait painted by Frangois-Hubert Drouais in 1764, the year of her death,
shows her scated at an embroidery frame with gueridon table and work box set with porcelain
plaques on her left (fig. 1x). She did not own many picces 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. — Une toillette de Martin, dans le gofit du Japon, en relief de Martin, fond vert,
composé de deux grands carrés, une pelotte, un petit coffret, une verjette, une brosse i peigne, un
miroir; le tout garny de vermeil; deux boestes & pommade rondes; une cuvette ovalle; deux pots a
pommade; une tasse et un gobelet, couvert le tout de porcelaine de France, partie en mignature; prisé
huit cens livres.” (Inventaire des Biens de Madame de Pompadour, Rédigé aprés son Déels, by Jean Cordey,
Paris, 1939, p. 63). This case for toilet articles was also decorated with green vernis Martin, a French
technique imitating oriental lacquer which is explained in the catalogue entry for the two green vernis
Martin 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 Chiteau 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 Gazette des Beaux-Arts, 2nd
period, vol. V, 1872, p. 135, footnote 1). 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 f£.). In the winter of 1770 she bought
from Poirier for the Chitcau 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 du Barry’,
by Georges Wildenstein, in Gazette des Beaux-Arts, 6th period, vol. 6o, September, 1962, pp.365-377.)

Marie-Antoinette had little taste for porcelain furniture, though she owned a ‘secrétaire de
porcclaine placé dans son boudoir” (Mémoires sur la Vie Privée de Marie-Antoinette, Reine de France et
de Navarre; par Mimme Campan, Lectrice de Mesdames, et Premiére Femme de Chambre de la Reine, 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 Décorateurs du Bois, by
Henri Vial, Adrien Marcel and André Girodie, vol. II, Paris, 1922, p. 91). This desk cost 1776 livres
and was fitted with porcelain plaques. It was delivered to Maria-Theresa in March, 1771, who placed
itin her ‘cabinet prés dujardin’ at the Palace of Schénbrunn, near Vienna. The desk has been identified
with a piece of furniture in the Bundesmobilienverwaltung, Vienna, which was loaned from the
Palace of Schénbrunn to the Chiteau de Versailles for the Marie-Antoinette, Archiduchesse, Dauphin
et Reine Exhibition, May 16-November 2, 195 5 (no. 707 of the cataloguc). This desk which is unsigned
has been attributed to the cabinetmaker Adam Weisweiler (‘Les Cadeaux Diplomatiques de Louis
XVT by Claude Fregnac in Connaissance des Arts, no. 128, October, 1962, p. 50, fig. 11). The queen
is reported to have made gifts of porcelain, which may have included poreelain 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: Tentendis Mme la comtesse du Nord parler 2 la reine d’une visite qu’elle avait faite, avec
le grand-duc, 4 la manufacture de Sévres, et dans laquelle elle avait trouvé une raison nouvelle de
louer la grice inimitable avec laquelle Sa Majesté savait tout faire. L’auguste couple acheta pour
trois cent mille livres de porcelaines. Sur la fin, on présenta la princesse une toilette de grande beauté.
Elle était tout en porcelaine bleu-lapis, ornée de peintures et de bordures en émail, imitant les pierre
fines et les perles, et montée en or. Deux Amours placés sur le miroir se jouent aux pieds de trois
Grices, qui le soutiennent. La princesse, en admirant ce bijou, s’écria: ‘Mon Dicu! que c’est beau!
Clest sans doute pour la reine!” ‘Madame’ répondit M. le comte d’Angivillers, ‘la reine I'offre &
Mme la comtesse du Nord; elle espere qu’clle lui sera agréable, et qu’elle la conservera en mémoire
de Sa Majesté.” ‘Ah! voici partout mes armes, en effet’, reprit Mme la grande-duchesse. ‘La reine
est mille fois trop aimable; je la remercierai moi-méme. Oh! le magnifique présent.” Pendant ce
temps, M. le comte du Nord examinait aussi des vases et un service de la plus grande beauté, marqués
A ses armes de la part du roi; c’était quelque chose de merveilleux. Toute la peur de Mme la comtesse
du Nord était que, pendant la route, on ne brisit ces magnificences. Elle en fit prendre tous les soins
possibles’ (Méimoires de la Baronne d’Oberkirch sur la Cour de Louis XVI et la Société Frangaise avant 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 putti 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 Sévres 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 5532 livres which the queen had
to pay for this piece alone (La Manufacture de Porcelaine de Sévres, 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
of Pavlovsk, near Saint Petersburg, where Maria Feodorovna placed it in her bedroom, a location it
still occupies (Fregnac, op. cit., in Connaissance des Arts, no. 128, October 1962, p. 45, fig. 1). Other
picces of porcelain furniture were at the Palace of Pavlovsk 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-Joséphine 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
Condé. 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 alater 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 are marked on the reverse with the letter F
for the year 1758. The entry for them in the account books at Sévres occurs in the first three months of
1760, when they were bought by Simon-Philippe Poirier (Sévres, le XVIIIe Siccle, by Pierre Verlet,
Paris, 1953, pp. 206, 207, fig. 39). The finished commode was sold by Poirier to Louis-Joseph, Prince
de Condé, and is recorded in an inventory taken in 1779 of his effects at the Hotel de Lassay (Le Palais
Bourbon an XVIIIe Siécle, by Henry Coutant, Paris, 1905, p. 112). It stood in the salon de musique
where there was also a porcelain-inlaid jewel coffer on stand resembling two others at the Museum
(p. 129).

The fashion 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 fad: ‘25 Mars 1780. La
fameuse promenade de Longchamp, malgré la saison peu avancée cette année, n’en a pas été moins fré-
quentée. Hier la file des voitures commengoit, sans interruption, depuis la place de Louis XV jusques &
la porte Maillot . . . Clest le-carrosse de porcelaine de madame de Valentinois qui a été décidé 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 3 cette promenade, elles n’ont pas brillé comme 4 'ordinaire. On n’en a remarqué qu’une,
dont la voiture en porcelaine aussi luttoit contre la premiere: tous les amateurs, ne connoissant pas
cette courtisanne, ont été i la découverte. Quelques-uns vouloient que ce fiit Mlle. Renard, la maitresse
du Prince de Montbarrey: enfin on a constaté que c’étoit une débutante dans la carriere, appelée
Beaupré (Mémoires Sccrets pour Servir a I'Histoire de la République des Lettres en France depuis
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MDCCLXII jusqi’a nos Jours . .., by L. P. de Bachaumont and others, London, vol. 135, 1781, p. 98).
No single example has survived of this sort of carriage, which was made and sold by the carrossiers,
and with which the marchands merciers were not concerned.

Another unconventional use for porcelain plaques was devised by Louis XVI when he com-
missioned the walls of his dining room at Versailles to be set with porcelain plaques painted with
hunting scenes after Jean-Baptiste Oudry (Versailles, by Pierre Vetlet, Paris, 1961, p. 618). This was
a room in which products of the royal Sévres factory were displayed for sale every year in the month
of December, and it is likely that its porcelain wall decoration was supplied directly by the factory.

In Madame du Barry’s accounts, the name of Simon-Philippe Poirier appears associated with that
of Dominique Daguerre for the first time in June, 1773, and thereafter the Couronne d’or was managed
by the two men in partnership until 1778, when Poirier resigned and Daguerre assumed direction of
the shop. Little is known of the early life of Daguerre, but he may have passed his apprenticeship as
a bronze caster, for he is described as the author of a pair of gilt bronze candelabra (Guide des Amatenrs
et des Etrangers Voyageurs @ Paris, by M. Thiéry, Paris, vol. I, 1787, p. 546). Daguerre’s dealings as
Poirier’s successor are itemized in bills and records of the time. He continued Poirier’s practice of
placing annual orders at the Manufacture Royale de Sévres for porcelain plaques to be inserted into
furniture. Since almost all the plaques made for this purpose were supplied to him, he may have
commissioned eight pen and wash drawings recently given to the Museum by Raphacl Esmerian
(pp- 130,149, 161, figs. 99, 127; accession numbers §9.611.2—.6, 8.-10). Porcelain furniture of the kind
that Daguerre sold at the Couronne d’or is represented in these drawings, which may have been sketched
at the shop and assembled as a mail-order catalogue to be sent to clients living abroad. Other draw-
ings in the same portfolio are inscribed with the names of Albert of Sachsen-Teschen and his wife
Maria-Christina, a sister of Maric-Antoinette, who were joint governors of the Low Countries from
1780 to 1792, and depict furniture acquired for the Palace of Lacken which was built for them near
Brussels between 1780 and 1785. Many of these objects were lost at sea when the royal governors
were expelled from the Low Countries in 1792, and no surviving furniture has ever been identified
with the drawings at the Museum. '

The same craftsmen who had served Poirier continued to work for Daguerre, and some of the
same items of furniture must have continued in production over a period of fiftcen or twenty years
(pp- 134, 138). Martin Carlin signed the small writing table set with a single porcelain plaque (fig. 133),
which was almost certainly made for Daguerre, as was an upright secretary, also in the Museum’s
collection, attributed to the cabinetmaker Adam Weisweiler (fig. 121). A black lacquer, steel and
ebony writing table now in the Louvre is signed by Weisweiler, and was provided by Daguerre for
Marie-Antoinette in 1784 (Le Mobilier Royal Frangais. Meubles de la Couronne Conservés en France, by
Pierre Verlet, Paris, 1945, pp. 30, 31, fig. 16). In 1785 Daguerre received the commission for a cabinet to
be executed in black wood encrusted with jasper and lapis lazuli, intended to safeguard the queen’s
diamonds. This piece of furniture, if it exists, has never been identified. Daguerre also supplied furni-
ture for the Chiteau de Saint-Cloud, bought for the queen in 1785, and after the popular uprising of
October 5-6, 1789, Maric-Antoinette entrusted him with the safekeeping 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 Beatix-
Arts, 2nd period, vol. XX, 1879, pp. 389-408). Daguerre’s name is frequently entered in the account
books of the Garde Meuble between 1784 and 1791 for other goods and services to the French crown,
which included supplying gilt bronze wall brackets to the Palais de Compiégne.

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-Honoré, vis-a-vis 'hétel d’Aligre -
Tient Magasin de Porcelaines, Bronzes — Ebénisterie, Glaces, Curiosités et autres — Marchandises -
A Paris’ (Le Mobilier Frangais en Russie, 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 menuisier Georges Jacob
(pp- 64-5), bearing labels with inscriptions in ink ‘Monsieur Daguerre, Fauteuil courant pour le Sallon’,
and another set of four carved and gilded sofas similarly labelled ‘Monsieur Daguerre, Canapé pour
le Sallon’ (Buckingham Palace, its Furniture, Decoration & History, by H. Clifford Smith, London, 1931,
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 Couronne 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, op. cit., p. 108).

The stock of the Couronne 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 sce a piece of furniture
bought by the Duke of Northumberland: ‘De I'hétel Thélusson nous allimes chez Desguerres,
marchand ébéniste fameux, demeurant rue Saint-Honoré, 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 2
manger d’un travail admirable. Il devait étre porté en Angleterre chez le duc de Northumberland.’
(Oberkirch, op. cit., vol. II, pp. 30-40).

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 2526, 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 orR-mouru. The Whole of these Articles
are 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 fall down front, orna-
mented with porcelaine and Wedgwood medallions, and marble 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
Collection Catalogues, Furniture..., 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, op. 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. 111), may date from Daguerre’s
English period of activity.

Before quitting Paris, Daguerre had taken a partner at the Couronne d’or named Martin-Eloy
Lignereux who occupied the premises at 85 rue Saint-Honoré until 1793 when he transferred the
remaining stock to a shop on the rue Vivienne. In 1795 Lignercux was a member of a committee
appointed to appraise the belongings of cmigrated 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 (Les Ebénistes
Parisiens (1795-1830) Leurs Ocuvres et Leurs Marques, by Denise Ledoux-Lebard, Paris, 1951, 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-Honoré-Georges Jacob-Desmalter produced furniture with
such plaques, and a cabinetmaker called Bénard signed a bed and commode set with porcelain plaques
owned by the actress Mlle. Mars (Ledoux-Lebard, op. cit., pp. 38, 146). A similar bed belonged to
Mme. Talma, the wife of the actor, while the Sévres 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 Sévres’, by Serge Grandjean
in The Connoisseur, vol. 143, no. §77, 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 marchands merciers, and their connection with Sevres and with porcelain furniture had ended
years before, with the downfall of the monarchy.
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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 of Sévres porcelain vases and assorted Sévres 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 family to be associated with the bank. In 1825 he married, in orthodox fashion, 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
family 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.” (Glyn’s 1753-1953 Six Generations in 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 scems 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 and Annotated, 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 Sévres vases, item no. 358, described as ‘A PAIR OF FINE VASES AND COVERS, with
upright sides, on clegantly 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 ss., 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,
Largilliére, 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 (Illustrated Catalogue
of the Distinguished Collection of Works of Art and Vertu, from the Byzantine Period to that of Louis Seize.
Collected by the Late Ralph Bernal, Esq., Sold by Auction, by Messrs. Christic and Manson; with the
Purchasers’ Names and Prices, London, 1855).

THE seventeen pieces of eighteenth century porcelain furniture which the Museum received
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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 Sévres on the way’. The same family tradition records that the three brothers consistently
mispronounced the word Sévres. Charles Mills almost certainly bought the cabinet set with porcelain
plaques in the Museum’s collection (pp. 124~6) from a dealer, possibly John 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 Country Life, vol. 118, no. 3056, August 11, 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 Sévres garniture, and a wall barometer set with
porcelain plaques similar to an example owned by Charles Mills, now at the Museum (pp. 261 f1.).

J. B. Waring, the organizer of the Muscum 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 2 museum ; small objects however generally.’
Mills’s loans to the Exhibition were in fact not numerous, but they included several unidentified
Sévres 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 this 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’. Mrs. Charles Mills told her husband that
she was afraid the Lascelles family would find the marriage a bitter pill to swallow. He drily replied,
“Then, my dear, we must gild it.” (Fulford, op. 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 father, and entertained
largely both at Camelford House and at Wilderness, near Sevenoaks, a place which he had purchased
from Lord Camden’ (Glyn, Mills & Co., 67 Lombard Street, London, E.C.3, London, 1933).

The first Lord Hillingdon may have supplemented the collection inherited from his father, though
thereisno 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 of Boulle 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 father.

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 of Sévres
porcelains which are now at the Muscum to the Three French Reigns Exhibition, held at Sir Philip
Sassoon’s house, 25 Park Lane, London, February 21-April 15, 1953. A catalogue of this exhibition
was published, and illustrations of it appeared in “Trois Reégnes, Louis XIV, Louis XV, Louis XVI',
by Princesse Bibesco, La Renaissance, vol. 16, no. 6, June, 1933, pp. 119-143. In 1936 the pieces now
at the Muscum were sold by the Hillingdon family 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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other unsigned, in the Philadelphia Muscum, 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 Polés, 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 of Pavlovsk;
on the top of a marquetry upright sccretary, signed by
Carlin, sold from the Vagliano collection, Christic’s,
July 14, 1955, no. 111, and of a signed bonhcur-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 lcaf 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 cbony and black lacquer work table signed by
Carlin and sold from the Seligmann collection, Galeric
Charpenticr, June 4-5, 193§, no. 189.

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

Exhibited. 25 Park Lanc, London, Three French Reigns
Loan Exhibition, February 21-April 5, 1933 (no. 440 of the
catalogue).

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

19: Figs. 94-95

CABINET with side shelves. French woodwork,
about 1822, with Stvres porcelain plaques of an earlicr
date. $8.75.40

Type. Bas d’armoire.

Measurements. Height: 30} inches. Length: 731 inches.
Depth: 14§ 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 scctions of white marble form the surfaces of the three
shelves on cach side behind open fret gilt bronze galleries,
and the backs of the shelves are lined with mirror glass. Four
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doors open in front of the cabinet. The two side doors are
set with a vertical row of five shaped porcelain plaques
within square matand 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 squarc beveled mouldings,
the double row framed by a moulding with an inside bevel.
The joining of the two doorsis disguised by a strip of beveled
moulding. The sides and tops of the doors are vencered 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 cach 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
cxhibits 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 cffect is created by thirty plaques
set in six vertical rows, cach panel contained within a gilt
bronze frame about four inches square. Removal of these
mounts disclosed the serpentine contours of the porcelains
(cf. fig. 95), altered somewhat by the grinding down of
projecting curves around the perimeter of cach panel. These
conditions are conccaled 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 pancls is evidenced in a
commode in a private collection in Paris, illustrated by
Pierre Verlet (Sévres, pl. 39), and representing the fully
developed style of Louis Quinze. It is readily apparent from
this illustration that the intermeshing curves of such pancls
lend themselves admirably to installation in a diagonally
checkered arrangement rather than to the contrived effect
of square pancling achiceved 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; thosc on the
cabinet are not so designated.
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Identification of plaques on the jewel coffer (Cat. no. 20)
1 ... Pierre jeune, 1768
2, 4 ... Unmarked
... Plain crossed L’s (painting on no. 3 attributed to Picrre
Jeune)
s, 6, 8-10, 12, 13 . .. Picrrc jeune, 1770

11 ... Commelin, 1775

The inscription ‘haut’ in blue appears on 1, 5, 7, and 10,and inverted
on no. 6. Other marks are in gray
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for 1775. While the archives at Sévres 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 of learning 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 carlier 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 (sec under no. 31) on
the basis of similarities with picces signed by him (sce
COMPARABLE EXAMPLES).

Comparable Examples. Four such jewel coffers are
known from eighteenth century records. Louis-Joseph,
Prince de Condé, owned one of them, described in the salon
de musique of the Hotel de Lassay: ‘Une petite tabled écrire
avec une caisse i coffre-fort au-dessus, le tout de bois de rose
satiné, richement fournic de bronze trés bien ciselé et doré
avee des petits panncaux de porcelaine de Sevres 2 fond
blanc ct bouquets peints en miniature . . .” The description
taken from an inventory of 1779 extends to the leather cover
for the coffer: ‘. . . cette petite table, portant une trousse de
maroquin vert bordé d’une tresse en or’ (Le Palais-Bourbon
au XVIIIe Siécle, by Henry Coutant, Paris, 1905, p. T12).
Another appeared in the posthumous sale of Louisc-Jeanne
de Durfort, Duchesse de Mazarin, December 10-15, 1781,
described in the catalogue as: ‘Un petit coffre ou chiffon-
ni¢re de bois de plaquage, composée de treize morceaux de

129

porcelaine de Seve; clle est garnic de bronze et posée sur
une table 3 tiroir 2 quatre consoles avec sabots; hauteur 36
pouces, largeur 21 pouces—770 liv.” (Une Vente d’ Actrice sous
Louis XVI, Mlle. Laguerre de I'Opéra, Son Inventaire, Meubles
Précieux . . . by Baron Charles Davillier, Paris, 1870, pp.
42-44, footnote 2). The Duchesse de Mazarin, daughter-in-
law of another well-known collector of curiosité, 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 sct with plaques painted with green borders, and
resembled the Muscum’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 tablea
pieds de biche placqué de bois roze . . . avec tiroir sur le
devant ayant un trajillon; au tablette couverts cn velours
desoye vert bordé d’un petit galon dore de 2 lignes de dedans
cn bois de roze ct i droitte unce garniture de trois piéces en
cuivre doré. le coffre du desus placqué idem au dedans
ouvrant A charniére et compas doré fermant 3 moraillon ct
scrure en cuivre. la table orné sur 3 faces de 4 panots de
frize en porcclaine A fleurs fond blanc et champs vert, lc
coffre orné pardevant d’un soubassement et deux pancaux
en porcelain idem et sur chaques bouts d’'un pancaux de
fleurs, un médaillon sur le dessus et deux pancaux ajusttés
aux deux cotés le tout en porcelain id. avec champ vert un
petit pancaux de frize au dessus du soubassement. la garni-
ture A sabots moulurés 2 chapelets cadres de pancaux chuttes
3 téttes de satyre entré de scrrures soubassement A frange
moulure du couvercle ct encoignures celles des panots du
dessus le tout en bronze doré or mat, le dit meuble portant
3 pieds un pouce de haut du dessus du coffre qui porte 17
pouces de large sur 10 de profondeur et la table 20 pouces
sur 13 (Archives Nationales 02 470). Although the measure-
ments do not tally exactly, this description scems to apply
to a coffer on stand now in a private collection in Paris. The
Sevres plaques of this unsigned coffer are painted with green
borders, and the under side of the writing stand bears a brand
mark of the letters GR and W crowned, which may be
interpreted as Garde-meuble Royal de Versailles. Whatever
the significance of this mark, a metal plate inserted behind
the keyhole escutcheon of the coffer furnishes evidence that
the lock was forced at one time in accordance with the note
to this effect appended to the description. The fourth coffer
on stand is summarily described in a bill which Poiricr
submitted to Madame du Barry, dated December 13, 1770:
‘Un coffre de porcclaine de France fond vert 3 cartouche de
fleurs ct trés richment orné de bronze dorés d’or moulu
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ainsi que son pied. 1800 L.” (‘Simon-Philippe Poiricr,
Fournisscur de Madame du Barry’, by Georges Wilden-
stein, in Gazette des Beaux-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 Chiteau de
Fontaincbleau. The sum of 1800 livres which Poirier asked
for this picce adds substantially in reconstructing its image
from an otherwisc meagre description. If Poirier could
charge Madame du Barry 1440 francsin 1768 for a bonheur-
du-jour similarly decorated with porcelain plaques (sec 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 Muscum. The analogy does not stop here,
however, for his bill specifies that the porcelain plaques
insct on the coffer were painted with green borders ‘porce-
laine de France fond vert 3 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 Muscum’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 Chétcau
de Versailles, for a postscript to Poirier’s bill indicates that
he charged her six livres for an item ‘le port 3 Versailles’
which applies to the coffer.

In the summier 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 picces
of porcelain furniture with which she decorated the Palace
of Pavlovsk, ncar Saint Petersburg (sce p. 112). Among these
picces were a table bearing Daguerre’s label, and a coffer on
stand similar to the Museum’s cxamples (Le Mobilicr
Frangais en Russie by Denis Roche, vol. 1, Paris, n.d., fig. 33).
Pcculiarities 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 of furniture now
at the Metropolitan Muscum (accession no. §9.611.2, fig. 99)
belongs to alarge portfolio of sketches of furniture, mounted
porcelain, door hardware, clocks and candclabra 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 Countrics
from 1780 to 1792. The drawings represent acquisitions for
the Palace of Lacken, also called Schoonenbergh, built near
Brusscls 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 founda place’, was
written of Lacken Palace in 1789 (A Picturesque Tour
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Through Holland, Brabant, and Part of France; made in the
Autummn 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
furniturc in the drawing and nine others, most of them inlaid
with Sévres 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 Muscum in 1959 by Raphacl Esmerian.
The drawings were done from existing pieces of furniture,
and the inscriptions on some of them suggest a dealer’s sales
talk: ‘Clest encore trés imparfaitement que le dessin rend
Peffet de la beauté de ce secrétaire.” 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
Lacken Palace. After the governors’ defeat by the French
at the battle of Jemappes 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 Palaceof
Pavlovsk there are two other similar coffers with turquoise-
bordered plaques in the collection of Mme. Léon Barzin,
Paris, which formerly belonged to Sir Alfred de Rothschild
and the Countess of Carnarvon (A Description of Works of
Art Forming the Collection 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 of Buccleuch.

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 Tylncy. 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 VERY VALUABLE
TULIP-WOOD ORIENTAL SQUARE JEWEL CASKET, Ona
Frame, with French Feet, Drawer fitted up for Writing in
Ditto, with Flap, METALGILTINKSTANDS, &C. SUPERBLY
PANELLED IN MEDALLIONS, &c. With Thirteen beautiful
Specimens of the rare old Sevré 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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It is intriguing to consider that the twelve dated plaques
on this desk may be among those found in the factory sales
records at Sévres. 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

M- Poirier
1 Grande plaque Ronde 216
2 Plaques 10 20
18 Id. 9 162
16 Id. 12 192
4 1d. 18 72
61d. 24 144
21d. 30 60
s Id. 36 180
81Id. 48 380
8 1d. 60 480
21d. 72 144
11d. 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 bonheur-du-jour.

Signature. None.

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

Comparable Examples. Madame du Barry owned a desk
of this kind delivered to her by the dealer, Simon-Philippe
Poirier (sce p. 109), who presented his bill dated November
18, 1768: ‘Unc table 3 gradins en porcelaine de France, fond
vert et cartouches i fleurs, trés richement ornée de bronzes
dorés d’or moulu, le dessus du tiroir couvert d’un velours
vert et les pidces d’écritoires dorées, 1440 fr.” (Histoire de
Madame du Barry by Charles Vatel, Versailles, vol. 1, 1883, p.
152). A similar description of this desk occurs in an eye-
witness account of Madame du Barry’s apartments at the
Chiteau 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 secrétaire en bois de rose, garni de
médaillons en porcelaine de Sevres et de bronze doré’ (Vatcl,
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 (sce
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 of its value: ‘No. 3. Un petit burcau en bois
de rosc orné de dix sept tableaux et frises de porcelaine de
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Sévres fond blanc 3 bouquets dc fleurs coloriées avec orne-
ments de bronze et galeric dorée d’or moulu de 24 pouces de
large, 14 pouces de profondeur ct 2 pieds 7 pouces de haut,
3600 liv.” (Histoire Générale des Arts Appliqués a I Industrie. Le
Mobilier an XVIle et au XVIIle Siécle by Emile Molinier,
Paris, n.d., p. 206, footnote 2). These measurcments apply
closcly to this type of small desk, since the foot measurecment
in use during the cightcenth 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 Christic’s, May 28,
1825, and included an item: ‘No. 30 A singularly clegant
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
ot-moulu.’ This piece of furniture, resembling the Muscum’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 precamble of the
sale catalogue declared that many of the pieces ‘Formerly
Adorned the Palace of Versaillesand 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
Chiteau de Versailles. No marks have come to light on
cither of the two desks at the Muscum 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 Emanucl was sold at
Christic’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 of Sévres’ 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 of buhl,
marquetrie, Resner, Furniture ctc. . . .” With no stronger
evidence, this picce of furniture can be assumed to be a copy
of the type of desk represented at the Muscum, made at the
firm’s shop, and provided with the same number of plaques.
Two picces of porcclain-inlaid furniture lent to the 1862
cxhibition at the South Kensington Muscum 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 1. Pair of small picr 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 sccing these, for he contributed some of his
own picces 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,
onc of which is signed by Martin Carlin (French Decorative
Art in the Huntington Collection by Robert R. Wark, San
Marino, 1961, pp. 9293, fig. 78). Each is vencered with
tulip-wood and set with seventeen green-bordered Sévres
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.
Twosimilar deskssigned by Martin Carlin are at Waddesdon
Manor, Buckinghamshire. One of these is surfaced with
black lacquer and japanning and is sct with green-bordered
plaques bearing date letters for the year 1766 and the marks
of the painters Xhrouet and Catrice; the other is vencered
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 of Buccleuch owns another such desk,
signed by Carlin, vencered with tulip-wood, and set with
green-bordered plaques bearing the date letters for 1768 and
the mark of the painter Denis Levé (Louis XVI Furniture
by E.J. B. Watson, New York, 1960, p. 124, fig. 98). Casters
are 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 Musée Nissim de Camondo, Paris (Union
Centrale des Arts Décoratifs, Musée Nissim de Camondo by
Jean Messclet, 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 jetne and Xrouet.

Ex Coll. Sir Charles Mills, Bart.; the Lords Hillingdon.
Published. Carl C. Dauterman and James Parker, M.M.A.
Bulletin, May, 1960, pp. 277-278; ‘Some Important Sévres
Porcelain and Its Painters’ by Carl C. Dauterman in Antiques,
vol. 78, no. 3, September, 1960, p. 225, fig. 2.

23: Figs. 106-107

SMALL DESK with raised partition at the back.
French, about 177s. $8.75.49

Measurements. Height: 313 inches. Width: 253 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
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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
cdges 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 thelower drawer of the present example is covered
with modern green tooled velvet framed by a fillet of black-
stained wood between fillets of holly banded with tulip-
wood, the sides of the panel vencered with tulip-wood, and
the under side vencered with quarter-cut tulip-wood
filleted with holly and banded with tulip-wood. The com-
partment under the writing panel is vencered 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,
cleven are 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 are 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, Marques, 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 proof. Reference is made to
the marriage coffret, No. 20, which displays seven tiles
dating from 1770, all bearing the mark P’ for Pierre jeune. For
a fuller discussion of the marks and style of this artist, see the
Introduction. The conformity in the decoration of both of
these articles in the following features, is absolute. Foremost

Identification of plaques on small desk (Cat. no. 23)
1, §, 6, 9-16 . . . Marks attributed to Pierre jeune, dated 1774
2, 4, 8 . . . Marks attributed to Picrre jeune, undated
3,7, 17 . . . Unmarked
Marks vary from gray through purple of varying intensity, to black
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25: Fig. 111

DESK with superstructure and bow-fronted side
shelves. Possibly English, 1790-17095. $8.75.43

Type. Bonheur-du=jour, table & gradins or bureau en denx corps.

Measurements. Height: 442 inches. Width: 30% inches.
Depth: 19§ inches.

Description. The desk is of oak and pine, vencered 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 sct 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 of leaves
and berries, held by ribbons, set on recessed pancls of satin-
wood framed by plain gilt bronze mouldings and bands of
green-stained wood. The four stiles are 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 are of white
marble, set behind gilt bronze galleries similar to that of
the top. The sides of the shelves are lined with mirror glass,
and the projecting stiles flanking thesc shelves are veneered
with satin-wood and fluted, the grooves vencered with
purple-wood and fitted with gilt bronze foliate reeding.
The central door of the superstructure is set with a Sévres
porcelain plaque in a shaped octagonal reticulated and
beaded moulding of gilt bronze, and aband 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 vencer are
let into the front of the central drawer below, flanked by
nests of two drawers cach, their fronts set with single
porcclain plaques, similarly framed. The drawers are of
oak and their top front edges are venecred 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 are
fitted on green-stained veneer to the spandrels of the knee-
hole. The four stiles flanking the drawers arc venecred
with satin-wood, and are 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
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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 are
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 are 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 picce. In
general these plaques are not of the high quality of the other
plaques decorating furniture in the Kress Collection. They
arc a-typical of Sévres; in physical appearance they are
inconsistent among themselves and with any others in the
Kress Collection. They are 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 74 by s} inches, affords a
study in itself, some clements 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 are 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 porcclain
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
pancl.

Signature. None.

Comments. The use of pinc as a structural wood is
characteristic of English cabinetwork of the late cighteenth
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 Lignercux,
Daguerre’s partner at the Couronne 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 Muscum’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. s6. 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
roscttes and fluted stiles identical to the corresponding
motives on the Museum’s desk.

Other picces which show similarities in the treatment of
wood veneers and gilt bronze are an upright secretary set
with three porcclain plaques at the Wallace Collection
(Wallace Collection Catalogues, Furniture, by F. J. B. Watson,
London, 1956, pp. 162~164, fig. 92), a bonhcur-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 Sévres plaque formerly
in the collection of Eugéne Kraemer (Le Style Louis XVI,
Mobilier et Décoration, by Seymour de Ricci, Stuttgart,
n.d., p. 142), a pair of upright secretaries cach set with four
S¢vres plaques at a London dealer’s shop, an upright
secretary with a single oblong S&vres plaque at a Paris
dealer’s shop, and another upright secretary sct with three
porcelain plaques (The Connoisseur Souvenir of the Eleventh
Auntique Dealers’ Fair . . . June, 1951, p. LXXVI). The last
two pieces bear the signature of Adam Weisweiler, and are
the only signed picces in this group.

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

26: Figs. 112-117

UPRIGHT SECRETARY with fall front. French,
1775-1780. 58.75.44

Type. Secrétaire d abattant, or secrétaire d bascule (bascule or
see-saw, a term that applics to the opening and closing move-
ment of the fall front).

Measurements. Height: 47 inches. Greatest width: 313
inches. Depth: 14% inches.

Description. The secretary is of oak veneered with tulip-
wood and purple-wood, and the panels of the fricze and
stiles are filleted with tulip-wood and black-stained wood.
The white marble top is set in a gilt bronze quarter round
guilloche moulding with a threc-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
cdges of the oak drawer are vencered with purple-wood.
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Gilt bronze rosettes are fitted to the back stiles and canted
front stiles above a convex rosctte 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 venecred 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 arc set within gilt bronze quatrefoil frames,
asare 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 modern 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 venecr 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 wroughtiron
key (figs. 116-117) operates the locks of the exterior drawers
and the fall front.

Porcelain Plaques. Ten plaques of Stvres soft-paste
porcclain with broad apple-green borders contribute richly
to the color appeal of this piece. Upon their white ficlds 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
Mlle Xhrouet (working 1772-1788), thosc on the ends to
Bulidon (working 1763-1792), and the six smaller ones on
the drawer and fricze to Guillaume Noél (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, Mlle Xhrouet.
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The desk belonging to the Comtesse d’Artois is described
in an inventory drawn up and signed on January 9, 1795, by
the cabinctmaker Jean-Henri Riesener, and the dealers
Martin-Eloy Lignercux and Philippe Julliot fils: ‘No. 6.
Un sccrétaire 3 bascule en bois de rose garni de neuf pan-
neaux de porcelaine dont quatre médaillons représentant
des paniers et bouquets de fleurs, ornés de friscs, carderon,
galeric découpée 2 jour, rosaces, chute, encadrements en
bases et sabots, le tout de bronze doré d’or moulu, de 3 pieds
8 pouces de haut, 2 pieds 4 pouces de large et 14 pouces de
profonderr, 60oo liv.” (Histoire Géuérale des Arts Appliqués a
I Industrie. Le Mobilier au XV Ile et ay XVIIIe Siécle, 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 (Waddesdon
Manor, a Property of the National Trust, by Philip James,
London, 1959, pp. 10, 11). This picce, which is signed by
Martin Carlin, is fitted with similar gilt bronze mounts
and venecred with different woods. Its porcelain plaques
arc painted with flower subjects similar to those of the
Museum’s example, but arc bordered in turquoise instcad
of green oeil-de-perdrix. The two shaped plaques on the
lower drawer of cach desk form a single visible plaque,
making the ‘neuf panncaux de porcclaine’ mentioned in
the description of the Comtesse d’Artois” desk. The color
of thesc porcelain plaques is not specified in this description
which could apply to the desk at the Museum or to the
example at Waddesdon. Further investigation of inventories
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 Nifio 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 ringeaux. Since lion masks are not mentioned
in the two quoted excerpts from cighteenth century inven-
tories, this picce 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 picces at the Muscum 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 fourtcen Sévres plaques, signed
by Carlin, in the Philadelphia Museum of Art, on an up-
right secretary set with cleven 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
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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 of late eighteenth century decorative
engravings: Oeuvres de Seulptures en Bronze . . . Inventées et
Dessinées par Jean-Frangois Forty, Paris, n.d. A pen and wash
drawing of an upright secretary from the illustrated in-
ventory of Duke Albert of Sachsen-Teschen (sce under
no. 20), given to the Muscum by Raphael Esmerian
(accession number $9.611.4), 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 fricze mount of the Metropolitan’s secretary,
which appears again on the fricze 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 pancls, 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 Muscum’s secretary arc 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 sccretary 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 Coll. Sir Charles Mills, Bart.; the Lords Hillingdon.

Exhibited. South Kensington Museum, London, Special
Loan Exhibition, Junc 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 Régnes, Louis XIV, Louis XV, Louis
XVT’, by Princesse Bibesco, in La Renaissance, vol. 16, no. 6,
June, 1933, p. 121, illustrated in the Three French Reigns
Loan Exhibition. Metropolitan Muscum of Art, New
York, Eightcenth Century Design Exhibition, January 19~
May 2, 1960.

Published. Carl C. Dauterman and James Parker, M.M. 4.
Bulletin, May, 1960, pp. 276, 281-282.
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27: Figs. 118-120

UPRIGHT SECRETARY with fall front and
serpentine-shaped side shelves. French, about 1780.
$8.75.52

Type. Secrétaire @ abattant.

Measurements. Height: so} inches. Width: 33§ inches.
Depth: 14 inches.

Description. The desk is of oak, vencered with satin-wood
and green and black-stained wood. The shaped white
marble top is sct in a gilt bronze ribbed moulding with a
three-sided open fret gallery. The frieze is vencered with
satin-wood and green-stained wood, filleted with satin-
wood and black-stained wood. Mat and burnished gilt
bronze oblong roscttes are fitted to the stiles, and ringeaux
are recessed on green-stained wood veneer panels on the
front and sides of the fricze, 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 fricze 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 Sévres
porcelain roundel encircled by a mat and burnished gilt
bronze leaf and bead moulding. The spandrels of the fall
front are marquetricd with sprays of green-stained corn-
flowers 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 are marquetried with green-stained bell-flowers on
satin-wood. The six side shelves are marquetried with
vertical bands of satin-wood and green-stained wood, the
marquetry pancls 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 marquetricd with four recessed panels framed by gilt
bronze twisted rope and bead mouldings. The marquetry
of these pancls consists of sprigs of green-stained corn-
flowers 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
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are marquetried with green-stained bell-flowers on satin-
wood filleted with black-stained wood and satin-wood,
banded with green-stained wood. The fect 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 oak, the shelves and pigeon-hole are vencered
with tulip-wood, while the vertical banded marquetry of
the drawer fronts resembles the marquetry of the exterior
shelves, exccuted 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 147 inches in diameter, painted
ina highly individualized design. At the center isa 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-
cye motives. An aubergine rosette occupies the center of
the cross alternate with pancls of rosc and blue partridge-
rose and aubergine ribbons, paling to white where they
intersect. Springing from the perimeter are tangential
sprays of small blossoms, creating the illusion of counter-
clockwise rotation.

Thebroad outer borderisdominated by alternating cocoanut
fans and diamond-shaped pancls of delicate blue trellis-
work. These are framed by crossed palm leaves and bow-
knotted rosc-pink ribbons, the latter forming loops for the
suspension of colorful floral festoons. At the rim is a narrow
band of lapis blue and gold trellis patterns.

There is no mark to document cither 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 are 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 are 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 scems reasonable
to suggest that the panel may have been designed originally
as the top for a guéridon table, about 1765, and that when,
after a few years of service the table became outmoded, the
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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 picce. 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 scat
of the Earl of Jersey, published in Country Life, December 4,
1926, page 859. This picce 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 arc an oval tablein the collection of Mme.
André Hammel, Paris, another at Waddesdon 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 Galeric
Georges Petit, December 1-2, 1932, no. 163, and again at
the Hétel Drouot, May 9, 1945, no. so. Alfred de Cham-
peaux writes of other pieces of furniture with this marquetry
decoration in Le Meuble, volume II, Paris, 1885, page 165:
‘On connmait un certain nombre de meubles revétus de
marqueteric 3 losanges, avec des fleurs de bleuet se détachant
sur un fond blanc . . . Ce sont des petits burcaux, des guéri-
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 Frangois de Salverte in
Les Ebénistes du XV1IIe Siécle, Paris, 1953, page 178.

A small oblong table at Waddesdon Manor marquetried
with the same latticework and comflower 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. 111.

Other unsigned picces with comparable marquetry decora-
tion include a small upright sccretary 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
Galeric Georges Petit, December 1-2, 1932, no. 165, 2 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 Cruse Lacroix sold from the
collection of the Comte de G . . ., Galeric Jean Charpenticr,
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Paris, November 27-28, 1934, and in the sale of Mme. de
Polés 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
Christic’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 of Roscbery, 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 Musée Cognacg-Jay, Paris, marque~
tricd 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 Coll. Sir Charles Mills, Bart.; the Lords Hillingdon.

28: Figs. 121-127

UPRIGHT SECRETARY with fall front. French,
about 1790. 58.75.57

Type. Secrétaire a abattant.

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

Description. The sccretary 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 vencered with thuya inset with triple
brass flutings. The fall front is vencered with thuya and is
set in the center with a large oblong Sévres 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 primroscs,
daisics, grapes, carnations, roscs, 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 Sévres
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
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several sheets of paper were discovered behind the plaque
which proved to be an excerpt from Chambers’s Edinburgh
Journal 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. 113-5), who continued the practice of
ordering Sévres plaques for furniture initiated by his pre-
decessor, Simon-Philippe Poirier, at the shop a la Couronne
d’or on the rue Saint-Honoré. Daguerre may have bought
or commissioned the Wedgwood plaques, the painted
cnamel panels and gilt bronze mounts, as well as the oblong
Sévres plaque for this desk, which were merely attached to
the carcass by cabinctmakers in Weisweiler’s shop.
Weisweiler is known to have worked for Dagucrre, 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 ringcaux
decoration of the apron, the female term corner mounts
and the interlaced stretcher (sec COMPARABLEEXAMPLES).
Born at Neuwied on the Rhine, Weisweiler was a pupil of
David Roentgen (sce no. 13), came to Paris at the outsct
of Louis XVTI’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 housc at 13 rue des Tournelles. Through
the intermediary of Daguerre he provided much furniture
for Maric-Antoinette at the Chatcau 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 of Independence, Thomire was commissioned in 1785
by the City of Paris to execute a gilt bronze candelabrum,
the candélabre de I'Indépendence which he repeated several
times, and in 1786 and 1787 he collaborated with other
sculptors and bronze casters on gilt bronze andirons for the
Chiteau de Versailles and on wall lights for the Palais de
Compi¢gne. Thomire also cast gilt bronze for the Stvres
manufactory, and may have had associations in the 1780’s
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and 1790’s with Dominique Daguerre and Martin-Eloy
Lignercux, the partners of the shop a la Couronne d’or, for
in 1804 he bought the remaining stock of Ligncreux, the
last proprictor. Thomire was a pupil of the gilt bronze
caster, Picrre Gouthiére, and of the sculptors Augustin
Pajou and Jean-Antoine Houdon, and worked in marble
and bronzc as well as gilt bronze. Under Napoleon, Thomire
managed a factory employing hundreds of workmen in
diffcrent 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 climinates 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 Picrre Gouthitre
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 picce 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. 114~5). This entry, no. 20 of the second day’s
sale, rcad: ‘AN ELEGANT LADY'S WRITING TABLE with
fall down front, ornamented with porcelaine and Wedgwood
medallions, and marble top.’

Comparable Examples. A closely corresponding secre-
tary, lacking Wedgwood plaques on the fall front and
sides, is illustrated in Le Style Lonis XVI, by Seymour de
Ricci, Stuttgart, n.d., p. 133. According to its caption, the
photograph of this picce was supplied by the dealer Eugéne
Kraemer, who at some time may have owned the piece
itself.

The gilt bronze wavy ribbon moulding, cornucopia and
ringcaux motives, comparable but not identical female term
figures, and interlaced veneered stretcher occur again on a
pair of black lacquer upright sccretarics, one of them signed
by Adam Weisweiler, part of a sct of furniture in the collec-
tion Mr. and Mrs. Charles B. Wrightsman, New York
(Antiques, vol. LXXI, no. 3, March, 1957, pp. 236, 264).
The cornucopia and ringcaux motive appear again in the
fricze of two cabinets set with porcelain plaques at Windsor
Castle, one signed by Weisweiler, one unsigned, on an
unsigned mahogany commeode supplied by the dealer
Daguerre for Louis XVI at Saint-Cloud in 1788 and now
at the Palais de Compiégne, 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 ringeaux
may derive from plates representing such subjects in a port-
folio of decorative engravings, Recueil d’Ornemens a I’ Usage
des Jeunes Artistes qui se Destine d la Décoration des Bdtimens,
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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-Frangois
Ocben, whose sister, Marie-Catherine Ocben, 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, ‘dansla grande porte, prés de la fontaine de Charonne’,
and the second at the sign of the dove, a Penseigne du Saint-
Esprit, where he died on March 6, 1785. Some of the gilt
bronze mounts for Carlin’s furniture were provided by a
caster named Joachim Provost. His patrons were the great
dealers Poiricr, Dagucrre 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 Weisweiler
(see under no. 28) was sold from the collection of the Earl
of Balfour at Christic’s, July 17, 1930, no. 55. The porcclain
plaque forming the top of this table appears to be identical
to the top of the Museum’s table, except for a pale blue
oeil-de-perdrix border. The cabinetmakers Martin Carlin
and Adam Weisweiler 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 cbony writing tables of this type with
porphyry tops and shelves, signed by Adam Weisweiler, is
in the Musée Nissim de Camondo, Paris (Le Meuble Léger
en France, by Guillaume Janneau, Paris, 1952, fig. 180).

Ex Coll. Louise de Guéhéneuc, Maréchale Lannes, Duchesse
de Montcbello; Sir Charles Mills, Bart; the Lords Hilling-
don.

In 1800 onc of Napoleon’s marshals, Maréchal Lannes,
married as his second wife Louise de Guéhéneuc. Be-
coming Duc de Montebello in 1808, he died the following
year from wounds reccived at the battle of Essling, His
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widow, the Duchesse de Montebello, survived him for
forty-seven years and died in 1856. 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:
‘Deuxidme Vente qui Aura Licu les Lundi 16-19 Février,
1857 . . . Bois Rose Garni d’ancien Sévres . . . no. 294.
Une Magnifique table d’ouvrage, forme carrée, trés-petite
dimension, enrichie d’une trés-belle plaque porcelaine
tendre de Sévres, 4 corbeille de fleurs, contenant des roses
suspendues & des rubans et noeuds bleus, aux quatre coins,
alternées de pensées. L'encadrement de cette plaque est
formé d’ocils de perdrix, fond pistache (Ce délicicux petit
meuble est connu comme ayant appartenu 3 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 3 la recine Marie-
Antoinette’, but no other evidence of association with
Maric-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 (sce p. 110),
contain the mention of a small Sevres secretary in the
Quecen’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 Chitcau de Maisons,
but it is more likely that the Duchesse de Montcbello re-
ceived the table from the Empress Marie-Louise, whose
lady-in-waiting she became.

Exhibited. South Kensington Museum, London, Special
Loan Exhibition, Junc 1862 (no. 8123 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, Maric-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.
Bulletin, May, 1960, pp. 277, 282.
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GENERAL INTRODUCTION

HE soft-paste porcelain of Sévres 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 Sévres
painters. It may also be noted that the addition of so many examples of this royal porcelain to its
already considerable holdings of Sévres elevates the Metropolitan Museum’s collection of this
porcelain into the first rank.

The decorative objects epitomize the major contributions which made Sévres 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 minijatures 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 Meissen 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 Sévres, 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 other 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 family and by prominent
figures at court, notably Mme. de Pompadour.

This 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 Sévres 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 chiteau 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 Chdtean de Bellevue, 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 Académie 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 pdte tendre 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-Sévres 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 ancien régime. He is credited with creating the
distinctive Sévres 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 Sévres 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 Manufacture 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 family and the court. Even before the removal to Sévres, 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
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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 Sévres 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
Sévres 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
poreelain 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 Manufacture de Sévres & mes 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 are entirely of
the more coveted pdte tendre variety. This special porcelain is distinct from its German rival, Meissen,
in a very fundamental way: it is constituted of quite different ingredicnts. The difference is under-
scored by the epithet ‘artificial porcelain’, applied to carly Sévres 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 petuntse of the East, or the feldspar of the West), the fabric of Sévres
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 thehard pastes. It tended to be ‘fatty,’ and to accumulate more thickly upon the body.
Insculptural wares this was undesirable, as it blurred the modeling. Thisdefect wasa factor in develop-
ing unglazed, or biscuit, porcelain, of which an example is the pair of royal portraits on vase no. s8.

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

* From George Savage, English Pottery and Porcelain, 1961, p. 7, as translated in part, from Memoirs et Journal inédit du Marquis
4’ Argenson, vol. 1v, p. 165.
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claborate 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 Générale des Arts Appliqués a I 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 Sévres 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. Frecly
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 mufHle 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 Sévres 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 Sévres, and in however small a way one would wish to
attempt it, the skills are lacking. . . . We therefore invoke the wisdom of the temporary comumission
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 isunder this aspect that the table in question must be judged.’

At the time those words were written, Sévres 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 inherent qualities of soft-paste were sacrificed. Its
ivory-like warmth was replaced by an inorganic, perfect whiteness. The old paste of Vincennes and
Sévres 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. This 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 Sévres the
documentation, in terms of marks, can be most rewarding — or equally exasperating. One must bear
in mind that a Sévres 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. Sévres 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. Sévres is
exceptional among cighteenth century porcelains in providing so much information through this
medium. Although somewhat paralleled by the poingons 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 Ietter 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 the 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. If this seems to impose a present-day factory procedure upon the eighteenth century atelier,
it must be argued that the problems of volume production were not unknown to the staff of Sévres.
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 any one 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 repéres or guiding marks,
which served the special purpose of enabling the workers (réparenrs) to recognize related pieces in
the course of assembling them. At that stage, the objects were in the white, without 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 N&el; the ermine mark of Choisy; the anchor of Buteux, the musical note of Cornailles; and the
three tiny dots of Tandart.

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
factories, especially St. Cloud and Chantilly.

The performance of each employee was periodically reviewed. Jacquemart and Le Blant** in
studying the Sévres records for 1780 prepared from them a tabulation dividing the painters into
three 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, Prévost, Taillandier, Tandart and Vincent. In the second rank were: Bulidon,
Buteux, Commelin, Cornailles, Levé, Morin, N&el 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, French Porcelain, London: Weidenfeld and Nicolson, 1961 (p. 83).
** Albert Jacquemart and Edmond Le Blant, Histoire . . . de la Porcclain, Paris: J. Techener, 1868 (pp. st1, 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 Sévres, 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 Sévres are preserved in piecemeal fashion 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.
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DENIS LEVE (working 1754-1805) 0( Lo L
als

The accepted mark of this painter is a roman ‘L’, and the
script Lappearing on twelve floral plaques of our bonhenr-du-
jour (see p. 135) is scemingly not recorded. Honey, however
(European Ceramic Art, vol. 11, p. 569), reproduces the full
signature, as it appears on a specimen in the Franks Collec-
tion in the British Muscum, and the correspondence of the
handwriting encourages us to accept our mark as represent-
ing Léve, as docs the painting (sce fig. XXII).

Levé’s flower painting on the above-mentioned plaques is
rather perfunctory, lacking the crispness of definition
achicved by many of his colleagucs. His leaves are sporadic-
ally shaded with minute sepia hatchings and are sometimes
outlined in black, a color he also uses for stems. Levé shows
a fondness for hollyhock and convolvulus, although he
scems to avoid using them together. He is alone among the
painters in this collection in representing lilacs or spear-
shaped pale lavender racemes of flowers resembling lilacs.

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

Rather than a single hand, possibly a small group of artists
is represented, sharing a palette more transparent and
therefore more ‘luminous’ than the rest. In the Kress Collec-
tion, the pieces that illustrate this manner of painting are
further tied together by the calligraphic similarity of their
factory marks, which are symmetrical and dotted at the
intersection of the L’s, although artists’ marks arc absent.

Similar examples of floral painting with transparent yellow-
green leaves have been found in other collections. Among
these is a dessert dish (no. 39) in the Frick Collection bearing
the unrecorded mark ‘a:m’ (sec Hovey, Potteries and
Porcelains, vol. VIII, pl. LIII-B No. 8). The Wallace Collec-
tion owns a pair of pedestal vases closcly related in form and
decoration to our nos. 37ab through 39ab, but they are also
unmarked. See no. 39ab in this catalogue, and compare
fig. XXV.

V4

Although Morin is known primarily for his marine views
in the manner of Vernet, the ‘M’ credited to him occurs also
on vases painted with putti and camp scenes. There is a
noticeable irrcgularity in the quality of draughtsmanship,
which fluctuates widely according to the subject matter.
His dock hands are coarsc and sketchy, sometimes ill-
proportioned and awkwardly posed. The faces, outlined in
copper brown, arc painted with great vigor, the hair

MORIN (working 1754-1787)

187

gencrally stiff and bristly. Hands are summarily treated or
cven avoided. Feet are shown cither pointing toward the
observer (when they are greatly foreshortened), or in full
profile; often a single figure will illustrate both. It is as if
the artist painted these scenes hastily or carelessly, in an effort
to keep abreast of taxing demands. His dock scenes are
related to those that appear on Battersea enamel of about
17555 the resemblance is so close as to imply a common
source of inspiration.

In contrast, his military figures in the Kress Collection are
trim, polished and meticulously portrayed, as by an
admiring hand. Yet, vases XVII A 16, 17 in the Wallace
Collection illustrate camp scenes in a manner that is com-
petent, but not sparkling to the degree of ours. The sharp
distinction between the handling of marine views and
military subjects may some day be resolved by bringing to
light theidentity of another artist employing ‘M’ ashis mark.
Cupids by Morin, not represented in this collection, are
flabby and pale, lacking the ruddy shading he employs in
his adult figures. The heads, outlined in umber, are often in
profile, with a dot sufficing for an eye. Clouds, when they
appear, are in stormy grays and purple, suffused with yellow
on their upper surfaces.

Pieces bearing his mark are nos. 5o and s7a-h; others attri-
buted to him arc nos. 45, 46, ssab, s6ab, and $8 (scc fig.

XXIII).
==

The mark of Noél
above the factory
mark, as found on
the plaque in fig.
XX1v.

GUILLAUME NOEL
(working 1755-1804)

Here again the published records arc in disagreement, with
many claiming N&el as a painter of figures, although several
regard him as a painter of flowers, while de Grollier
(Manuel, p. 98) lists him as a flower painter and gilder.
Eighteen floral plaques in the Kress Collection, installed on
the low cabinet no. 19 and the upright secretary no. 26
carry his mark, the scales of Libra, the seventh sign of the
zodiac. They all show a hand that is direct and assurcd, the
painting never sceming labored. His nosegays have an S-
shaped axis, of which one or sometimes both ends touch the
margin of the white reserve. Two large blossoms generally
occupy the center; almost always one of thesc is a rose, look-
ing firm and solid, its deeply shaped center revealing little
interior detail but often outlining one or more tooth-like
tips of petals at the edge of the opening. Customarily, the
roses are also highlighted on the side facing the center of the
composition. Cow parsley, of either one or two ‘tiers’,
generally droops from the lower half of his floral clusters.
The leaves have a distinct bluish-gray tonality, with a high-
light that tends to stop abruptly at the midrib (sce fig.
XXIV).


















PREFATORY NOTE

In attempting a survey of S¢vres porcelain, one may ideally
hope to find that each picce 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, quitc apart from the mistakes made on spurious
picces, 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 picces (nos. s7¢-h) arc 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 cven 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 scrics of painstaking comparisons with
other more adequately marked cxamples. Although the
Sévres material at the Metropolitan Muscum of Art is un~

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 rcason, the study was extended to collections clsc-
where in America and in Europe with the result that the
numerous attributions madc 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
contemporancous documents.

The gencrous use of gilding serves to sct Sevres porcelain
apart from other contemporancous French porcelain.
Indeed it was a royal prerogative, withheld from rival
factorics. As such, it has not been deemed necessary to
describe in detail the character of the gilded ornamentation
on cach 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.

32: Figs. 135-136

ROSEPOMPADOUR POT-POURRI VASE.
Datemarked for 1757. 58.75.80a,b

Type. Vase vaissean a mat.
Height. 17} inches.

Description. The imaginative shape of this vasc 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 cither 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 nef 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.

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 (50.211.158ab) at the Metropolitan Museum,
in which Dodin is the companion artist. Closely comparable
floral painting is to be observed in a fully marked vaissean 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 bluc appears to offer an instance

in which an intended date letter was placed below,

rather with within the crossed L’s, mark of the

Sé¢vres manufactory. The °E’ is presumed to represent E .
the year, since there is no record of such a letter among the
cighteenth century decorators’ marks at Sévres.

Artists. The modeling of the form is attributed to Duples-
sis, pere; the figure painting is in the manner of Dodin.
Contemporary Documentation. Archives, Setvres,
Ventes, vol. 2, p. 78, for December 30, 1758: ‘Vente Comp-

tant faite Versailles, A Monscigneur LePrinceDe Condé... 1
Pot poury & Vaisscau Roze Enfants. 1200 [livres].’
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CATALOGUE NOS. 34-35

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 M
monogram appears, also , both incised.

[}
The scrolled base bears the ermine mark *f of the
Minton porceclain factory in green, associated with the
third quarter of the 19th century.
Comments. This, like the preceding pair, represents a

rare example of a Sévres 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, Bulletin, nos.
43 and 48, pp. 93 and 8s, pls. Il and V). An example in
green exists in the Wallace Collection (Verlet, Sévres,
p. 204, pl. 31). Two pairs in rose Pompadour in the collection
of Alfred de Rothschild are illustrated (Description . . .,
vol. II, nos. 82 and 83). The original plaster model is
illustrated in Troude (Modéles, pl. 101).

Ex Coll. The Lords Hillingdon.

35: Figs. 143-144

TURQUOISE GREEN GONDOLA-
SHAPED POT-POURRI VASE. Datc-marked
(?) for 1756 $8.75.88a-c

Type. Pot-pourri ‘gondole’.

Height. 14} inches; length 144 inches.

Description. This fancifully boat-shaped vase has a broad
shoulder pierced with four receptacles for bulbs and flanked
by narrow reticulated pancls enclosing husk chains and
arabesques. The high dome cover is moulded in four lobes
claborately cnriched with colorful floral openwork, and
crested with a spray of blossoms. A scrolled, detachable
stand completes the ensemble.

MEepaLLIONs. A cartouche in the manner of Boucher
cnlivens the front of the vessel. It depicts two cupids in an
allegory of Music. On cither side are five spatulate floral
reserves continuing around to the back, which has a floral
cartouche. :

Condition. Scveral short fire cracks cut across the foot
ring of the vase; two are visible inside. There also are small
arcas of restoration at the rim and at the base. The scrolled
base has been repaired.
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Marks. The marks, in blue, are crossed
L’s, and a script letter D, the latter un-

deciphered, though conceivably an un- 5 .Og

conventional instance of a date letter in script.

Artists. The figure decoration is attributed to Dodin; the
modeling of the form to Duplessis pére; the flower painter
is unknown.

Contemporary Documentation. The S¢vres books of
sales (Archives, Sévres, Ventes, vol. 2, p. 48 verso) record,
under the account with Lazarc Duvaux for the period July
1, 1757 to January 1, 1758: ‘2 Pots pouris Gondoles Verds
Enfans Colorés’ sold at 1200 livres apiece. In M. Duvaux’s
own Livre-Journal (pp. 357, 358), we learn that the following
item was charged to the King, for whom he was purveyor:
‘Fourni a M. I'abbé Cte de Bernis, Ministre des affaires
étrangéres, pour Mme La Princesse de Zerbst, (parti le 26
janvier): en porcelaine de France: . . . Un grand pot pourri
vert, d’unc forme nouvelle, couvert d’un groupe de fleurs,
les cartouches peints A enfans, 1,200 1.” The entry is dated
April, 1758.

Comments. The basic similarity of form between the vase
gondole and the vase vaissean (no. 32), suggests that they were
both created by the same designer, seemingly Duplessis pére
(working 1747-1774). There is some reason to believe that
the ‘gondola’ form may have served as the parent design
from which the vase vaissean 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 Muscum, supplemented by the sales
records at S¢vres where, as indicated above, the first entry
occurs during the latter half of 1757. The carliest 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 scems 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 Muscum
are marked with ‘D’s’, while the remaining two at the
Wallace Collection and the Philadclphia 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 Quarterly, 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 of Zerbst'. Since the records
of Duvaux show that he acquired a pair of these in the latter
half of 1757, it scems reasonable to assume that they would
have borne cognate datemarks. The existence of one
marked ‘D’inRussiamay very creditably beaccounted for by
the gencalogical 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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Marks. One (no. 39b) is marked in blue, in the
manner of the two preceding groups, the other
simply with the royal cipher.

Artists. Two unknown decorators are represented here,
onc (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 picces 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, sce page 187 above.

Comparable Examples. Collection of Baron Alphonse
de Rothschild (Garnier, Soft Porcelain, pl. XLIV). The
Wallace Collection also has a pair, no. XII B 118, 119
(Provisional Catalogue, 1902, p. 176).

Ex Coll. The Lords Hillingdon.

Published. Carl C. Dautecrman, Metropolitan Muscum of
Art Bulletin, May 1960, p. 291 and fig. 18.

40: Fig. 154

APPLE GREEN FAN-SHAPED JARDINI-

ERE WITH STAND. Datemarked for 1760.
58.75.87ab

Type. Vase ‘hollandais’.

Height. 8} inches.

Description. Four bladed panels divide the surface of this
flaring jardiniére into clearly defined areas for decoration.
The shape in cross scction is that of a cartouche. The low
stand has four rectangular projections, and its shoulder is
modeled with variously shaped apertures. It scrves as a
reservoir for water which seeps through the picrced base
of the jardiniére.

Meparrions. 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
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on the stand, arc chicfly of architectural interest. The green
backs of the vasc and the stand are undecorated except for
gilt moldings and a gilt floral spray on the vessel itself.

Condition. Excellent.

Marks. Marked in blue; the symbol above theL’s

is an incomplete mark of the painter Vieillard. The stand is

additionally incised with C and @, both of un-

determined meaning.

Artist. Vicillard I’afné 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 jardini¢res
formerly in the collection of M. Edouard André (Garnier,
Soft Porcelain, pl. V), and in the Henry E. Huntington
Library and Art Gallery (Wark, French Decorative Art,
p. 115 and pl. 112). The former bears the mark of Dodin,
the latter that of Morin. The subject is again scen on a vase
vaisseau formerly in the Morgan Collection (Chavagnac,
Catalogue, no. 109, p. 90, pl. XXXIII), and on a jardiniére
in the collection of Baron Schroeder (Christic’s Sale, July s,
1910, lot no. 36).

For notes on Vicillard, sec page 191f above.

Comparable Examples. The vase ‘hollandais’ type is
represented at the Philadelphia Museum of Art (Kimball,
Bulletin, no. 46, p. 89, pl. IV); in the British Royal Collec-
tion (Laking, Sévres Porcelain, no. s3, p. 44, pl. 17); in the
Wallace Collection (Verlet, Sévres, p. 204, pl. 29); the
Walters Art Gallery (Catalogue, Hodgkins, nos. 20, 23); and
by four vases in the Jones Collection (King, Catalogue, no.
115, p. 8, pl. 5 (a pair); no. 121, p. 10, pl. 4; and no. 151,
p. 21, pl. 6). A rose Pompadour 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 Coll. 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. $8.75.85ab, 86ab

Type. Vase ‘hollandais nouvears’.
Height. 7§ inches.
Description. The curved flaring contours differentiate this

form from that of the preceding jardinidre; the stands also
are deeper, and rest on four well defined feet.

























































CATALOGUE NO. §2

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- ,@, ) l/b °
closing the letter S for C 4)

1771, and the accompany- K

ing letter k, identifying the artist Dodin. There are also three
unidentified incised marks, cach occurring twice.

Artists. The genre scene is by Dodin; the landscape is in the
style of Vicillard Iafné.

Comparable Examples. The scesaw scene is found again
on an apple green vase antique ferré in the Collection of Her
Majesty the Queen at Buckingham Palace (Laking, Sevres
DPorcelain, no. 85, p. 64, pl. 29). The landscape with water-
fall is related to decorations by Vieillard after Louis Gabricl
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 arc at Waddes-
don Manor (Lane, Gazette des Beaux Arts, p. 44, see fig. 6
for illustration of one). Garnier (Soft Porcelain, pl. XLVI)
illustrates another of the same shape, then in the collection of
M. L. Berthet. For an cxample in blen-de-roi, sec no. 46 in
the present catalogue.

Ex Coll. Sir Charles Mills, Bart.; The Lords Hillingdon.

Exhibited. South Kensington Muscum, London, Special
Loan Exhibition, June 1862 (no. 1521 in the cataloguc).

Published. Carl C. Dauterman, Metropolitan Muscum
of Art Bulletin, May, 1960, p. 294, fig. 24.

s2a-b: Figs. 183-186

PAIR OF APPLE GREEN VASES WITH
CORD HANDLES. Datemarked for 1772.
$8.75.72ab-73ab
Type. Vase d flacon.
Heights. 133 and 134 inches.
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.
MepaLrions. In each of the principal medallions, two
maidens and a youth appear in a forest sctting. 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 and Les Villageois dlaPéche. They are executed with
the clarity achieved by few Sévres miniaturists other than
Dodin. Their costumes are in tones of blue, rose, lavender

and old gold.
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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 entircly 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 vascs are painted in blue with the
factory mark enclosing a T for 1772, above the @o
small k of the artist Dodin. They arc additionally

incised under the glaze with the undeciphered

initials: Q.

Artists. The pastoral scenes are the work of Dodin; the
trophies are attributed to Charles Buteux Uainé.

Contemporary Documentation. The sales records
(Archives, Stvres, Ventes, vol. 3, p. 43) yicld the following
entry: ‘Mme Victoire. Décembre 1772. 2 vases flacons verd
pastorals 432 . .. 864 .

Comments. M. Pierre Verlet in the Art Quarterly for
Autumn, 1954 (vol. XVII, no. 3, p. 231), says ‘The very
rarity of these picces permits us to vouch with a great deal
of probability 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 supra). For notes on Butcux, sce
page 181f above.

Comparable Examples. A vase of the same rare design
though in turquoise bluc is in the Tuck Collection at the
Petit Palais, Paris (Catalogue, no. 110, 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 4 bandes at Buckingham
Palace, except for the colors of the costumes. This also is
sighed by Dodin, the year being 1776 (Laking, Sévres
Porcelain, no. 166, p. 107, pl. 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 bleu, dated 1757
(C 368-1909) and a rosc Pompadour cup and saucer for
1759 (C 409, A-1921).

Ex Coll. Madame Victoire (probably); The Lords Hilling-
don.

Published. Verlet, Pierre. Art Quarterly, vol. XVII, no. 3,
Autumn 1954, p.237and fig. 10; Carl C. Dauterman, Metro-
politan Museum of Art, Bulletin, May, 1960, p. 204, fig. 25.
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Marks. All pieces but the crcam pitcher
(which is unmarked) are inscribed in
sepiawithcrossed L’senclosingan X, the
date letter for 1775. All but the pitcher
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 picces:
x cup

,'L tray
Ja sugar bowl o

093 cup o

Artists. Morin is the painter of the quayside views; Le
Guay is presumably the gilder.

JN

saucer

saucer

Comments. For discussion of Morin and Le Guay sce
pp- 185 and 187 above.

Comparable Examples. The figures appearing on the
tray arc repeated in the Collection of Her Majesty the
Queen, in a deep blue vase datemarked for 1775 (Laking,
Sévres Porcelain, no. 154, pp. 102-103, pl. 51). The scenes on
the saucers occur again in the Kress Collection vases, nos.
42 and 43.

Ex Coll. The Lords Hillingdon.

58: Figs. 204-205

BLEU DE ROI VASE WITH ROYAL POR-

TRAITS IN BISCUIT. About 1775-1780.
58.75.79ab

Type. Vase a medaillous.

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
Maric 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 tic 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.

Meparrions. The front is reserved with an oval dock
scene which in its composition differslittle 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.

SEVRES PORCELAINS

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 pére. Also within the

bell of the foot are incised marks 39 and .10.

Artists. The design of the vase is attributed to Picrre-
Adrien Piris. The dock scene is ascribed to Morin, the
nautical attributes to Nicolas Petit afné. The gilding is
presumably by Le Guay pere.

Contemporary Documentation. As carly as 1768, onc
finds a record (Archives, Stvres, Ventes, vol. 4, p. 163) of the
sale of a ‘vaze a Medaillon du Roi’ (sec also the mention of
a vasc of this date under ‘Comments’).

Apparently no time was lost at S¢vres during the succeeding
reign in creating portraits of Louis XVI and his Queen.
We note in the Factory records (Archives, Sévres, Ventes,
vol. 5, p. 199) that ‘2 Medallions du Roy ct de Ja Reyne’
were sold to the Marquis de Choiseuil on December 31,
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. 115) and in
1766 another of Mme Adclaide. The identity of vase no. s1
appears to be hidden in the sales recordsamong 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 secms reasonable to con-
clude that thosc on vasc no. 51 represent their Majesties at a
time not later than 1780, when their faces became decidedly
fleshy.

Emile Bourgeois in Le Biscuit de Sévres au XVIIIe Siccle,
Vol. I, p. 1 illustrates a vase of this type, crediting it to the
collection of the Manufacture Nationale de Sévres. 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 Sévres Musecum does not have a vase of
this description.

For discussions of Morin, Piris, 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 cxamples of the Collection of Her Majesty the
Queen arc 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,.















KNOTTED PILE FABRICS






HISTORICAL INTRODUCTION

A manufacture 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 fagon 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 manufacture de
tapis et autre ouvrages du Levant.’

It was shortly after this, apparently, that it was determined to beautify the Grande Galerie of the
Louvre. This gallery, joining the Louvre to the Tuileries, had been originally conceived by Catherine
de Médicis, though the building that included it was not finished until 1608. It had fallen 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 of 16655, ‘le plus superbe palais qu’il y ayt au monde
et le plus digne de la grandeur de Votre Majesté.” He had been appointed Surintendant des Bétiments
the previous year. For the years 1665 to 1667, the Comptes des Bétiments records payments for sculpture
and ‘restablissements des dehors’ for the gallery; from 1668 to 1672, fresco paintersare at work on the
ceiling, reproducing designs by Poussin, as well as stuccoists, carpenters, locksmiths, 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 Manufactory 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 both 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 Grande Galerie 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 1681 addition to the Inventaire général des menbles
de la Couronne, they appear as ‘Quatre vingt treize tapis, d’ouvrages de la Savonnerie, ordonnez pour
le plancher de la grande galeric du Louvre.” With the replacements, there were eventually 102 or
103 carpets in all.

The descriptions of the Grande Galerie carpets in the Inventaire général are fairly 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 fiftcen 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 Grand Galerie after 1678 is the minute sum paid the ‘concierge du chiteau du Louvre, pour
tenir nettes les grandes ct 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 of large 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 manufactory 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 picces to be used as upholstery for benches and stools, and as panels of
screens. In 1712, the Duke d’Antin, Surintendant des Bétiments, tried to re-establish the manufactory
on its old footing, repairing the buildings, making new regulations, and giving it the name of the
‘Manufacture royal des meubles de la couronne, de tapis fagon de Perse et du Levant.” The King's
first painter, Jean Jacques Picrre, 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 pancls (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-cight in a set of ninety-
three for the Grande Galerie of the Louvre, Paris.
5$8.75.129
Measurements. Length 30 feet, width 15 feet.

Technique. Savonneric Manufactory, Paris. Knotted
fabric, Ghiordes knot.

Description. The material is wool, with linen warps and
wefts. There are about 9o knots per squarc 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 cither end of the oval are the French
royal arms, surmounted by a closed crown and flanked by
pink trumpets. On either side of the arms are wings, with
palm and laurel branches. A similar smaller motive is scen
on the sides of the carpet, though the arms are 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 are 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 cight-sided medallion in blue and
white. One shows a scated woman, resting her arm 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 scated 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
are 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 cach corner.

Condition. Several scctions of the border have been cut
out and replaced; the replaced sections are faded. The
colorsarcall probably less brilliant than they were originally.

Artists. Charles Le Brun (1619-1690) was appointed head
of the Manufacture royale des meubles de la couronne 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 peintre in 1663. He was, in
effect, dictator of the arts, and everything produced by the
royal manufactorics 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 France wrote ‘M. le Brun estoit si universal que tous les
arts travailloient sous luy et qu’il donnoit jusques aux
desseins de serrureric.’

Among the many artists working under Le Brun’s general
direction for the royal manufactories, those who are known
to have made carpet designs are Baudouin (or Baudrin)
Yvart and Frangois Francart. Yvart (1611-1690) was a
member of the Academie royale in 1663 and appears in the
Comiptes des Bétiments in 1665 as recciving a small sum for
cleaning Veronese’s Feast in the house of Simon, given to the
King by the republic of Venice. In 1668, he is first recorded
as working for the Manufactures de France, earning sub-
stantial payments for designing tapestrics and tapis de pied,
producing over 115 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 sum for tapestry
designs at the Gobelins, where he held the position of
Peintre ordinaire du roi et garde des tableaux, dessins, moddles et
cartons. He is credited with 3060 livres ‘pour 85 aunes quarrés
des desseins du tapis de la grande galleric du Louvre’ in
in 1678.

Frangois Francart (c. 1622/8-1672) was paid for designing
over 65 square clls of ‘tapis de pied de la grande galeric 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 desscins 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 Versailles. He was a member of the Academy
of St. Luke, but not of the Acadeniie royale. Both these artists
worked under the influence and probably the close super-
vision of Le Brun, who may indeed have made preliminary
sketches for all the carpets. One in the Mobilier National
has a medallion that reproduces exactly onc of his drawings
(Madeleine Jarry, ‘“Tapis Louis XIV du Mobilicr National,”
Gazette des Beanx-Arts, vol. 59, February 1962, p. 75).

The head of one of the Savonneric workshops in the 1660’s
was Philippe Lourdet; in November, 1668, the Journal du
Garde Meuble records that he delivered a ‘tapis pour le
commencement de la grande galeric’, but a marginal note
states that this carpet, together with ten others ‘pour la
grande galerie,” 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 Galerie
d’Apollon in the Louvre. His widow, Jeanne Haffrey, took
over his shop after his death in 1670, and delivered cight
carpets to the Garde Meuble in 1671. It is again noted that
her carpets were ‘pour la grande galleric du Louvre’ in 1674
and 1678; in the latter year, 70 11/12 clls of them were
‘livrez dans les magazins de S.M. pour la grande galleric du
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Louvre.” Yearly payments for carpets, at 165 livres per cll,
continued until June of 1685, when the widow received a
final payment ‘pour solde de comte des tapis quelle a
livrez pour la grande galleric du Louvre, depuis I'année
1664 jusqu’au s novembre 1683, montanti 274.0371. 6s. 3d.”
Nevertheless, she was paid for another carpet in July, ‘un
tapis de laine contenant six aunes de long sur quatre aunes
dc large . . . fourni pour la Grande Gallerie,” and in 1687
she was paid for ‘trois tapis de laine . . . faisant la suitte de la
grande galleric 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
Savonneric workshop, was also recciving yearly payments
for carpets. His father, Simon, had made carpets for the
Galerie d’ Apollon in 1666, and, though the Grande galerie is
not named in connection with Louis’ work, from 1671 on,
his name usually appears immediately after the widow
Lourdet’s, as recciving payment, A compte desd. ouvrages,’
or ‘a compte idem.” The sums he received, and, when it is
listed, the number of square clls he produced, are generally
less than the widow’s. He was succeeded by his son, Bertrand
Louis, in 1687, who became the sole entreprencur at the
Savonncrie after the death of the widow Lourdet.

Contemporary Documentation. Entry in the 1681
Inventaire général des Meubles de la Couronne:

‘Quatre vingt treize tapis, d’ouvrage de la Savonneric,
ordonnez pour le plancher de la Grand Galerie du Louvre,

179. Le trente-huitiesme: un tapis fonds brun, répre-
sentant la Renommée, sur lequel il y a un grand comparti-
ment fonds blanc remply de festons le fleurs, par les bouts
les armes de France, par les costez les chiffres du Roy avec
les aisles de Ia Renommée, dans le milieu d’une grand rose
fonds jaune, et aux deux bouts dudit tapis deux bas-reliefs
bleus représentans des Renommées long de 7 aunes 4, sur
4 aunes moins J de large’ (29 feet 4 inches by 15 feet 4
inches).

Comments. A set of nincty-three Savonnerie carpets, all
about thirty fect long but of varying widths, arc recorded
in the January 1681 inventory of Louis XIV’s possessions as
having been ordered made for the Grande 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 givenawayin
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
arc recorded as having been made to be used as presents to
ambassadors. There were thus 102 or 103 of these carpets in
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all. Forty-threc have landscapes in the medallions at the
ends and forty-four have bas-reliefs; the original intention
would scem 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 Journal du Garde Meuble records
that six were sent to Versailles in 1724 for temporary usc in
the chapel. The Inventaire général des Meubles de la Couronne
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 mecting 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 piecc)
was noted as being in Paris, and in 1797 it was one of forty-
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
Madeleine Jarry and Paul Verlet.)

Comparable Examples. The Mobilicr 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 Mectropolitan Museum (52.118);
this is one of two carpets made between 1685 and 1697 of
the same design as the cleventh in the set, which had been
sent to the king of Siam in 168s. It is probably the one that
was held as a possible present for ambassadors, not the one
placed in the Grande Galerie (Guiffrey, Inventaire général, no.
251; Edith A, Standen, ‘A king’s carpet,” M.M.A. Bulletin,
N.S. vol. XIII, 1955, May, pp. 257-265). The other replace-
ment for the eleventh carpet is in the Henry 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 cighty-
sixth carpet (Guiffrey, Inventaire géuéral, no. 244; Wark,
French decorative art, pp. 73, 74).

The Huntington Gallery also owns the thirty-first carpet
of the set (Guiffrey, Inventaire général, no. 172; Wark French
decorative art, p. 73) and the Philadelphia Muscum of Art
has the sixteenth or the twenty-sixth; a fragment of the
other is in the Mobilier National, Paris (Guiffrey, Inventaire
général, nos. 157 and 167; Joan Prentice, ‘A Savonncrie
carpet from the Grande Galeric du Louvre,” Burlington
Magazine, vol. LXXIX, 1941, pp. 25-27).

Waddesdon Manor, Aylesbury, Buckinghamshire, has
part of the twenticth and of the fifty-seventh carpets
(Guiffrey, Inventaire général, nos. 161 and 198; Madcleine
Jarry, ‘Savonnerie carpets at Waddesdon,” Burlington Maga-
zine, vol. CI, 1959, pp. 259-264). The central part of the
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a symbol of Cupid. The central medallion has a flying
magpic and a jay. The right-hand pancl has swags of flowers
hanging from the arbor roof, then a bow of bluc 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 arc ears of wheat and poppics among the flowers in
the urn at the base.

Condition. Some moth damage in small arcas. 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 royale in 1667 and had a lodging in the Louvre,
working at Versailles and other royal palaces. His paintings
arc mostly flower and fruit pieces, often including vascs.
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 Savonneric workshop when these panels
were made was probably Jacques Noinville, who held that
position from 1716 to 1742.

Comments. Screen pancls 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 pic,’
‘2 perroquets (I rouge, 1 bleu ct 1 jaune)’, and ‘r loriot ct
1 pivert,” which correspond to the birds on the Kress pancls.
Screens using these designs were delivered to various royal
palacesin 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 175s. (This information has been kindly

253

supplied by Pierre Verlet from his rescarch 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
Muscum, 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 Picrre Charles
Duvivier, director of the manufactory from 1742 to 1773
(Union Centrale des Arts Décoratifs, Musée Nissim de
Camondo, 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, ctc.) appear, somewhat differently arranged,
on six Savonnerie pancls in the Mobilier National, Paris
(Ernest Dumonthier, Le Mobilier National, Etoffes ct tapis-
series, Paris n.d., pls. 22-24). One pancl of a three-pancl
screen in the Swedish Royal Collection repeats the design
of the Kress panel with two parrots, slightly altered (John
Bottiger, Svenska Statens Samling of vifda 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, Musée Jacquemart-André, Abbaye de Chaalis’, Les
Arts,no. 151, July 1914, p. 19). Similar screens have appeared
in a number of sales. A six-panel screen in the Societé
Scligmann sale, Galeric Georges Petit and Hbtel Drouot,
Paris, March 9~17, May 5-9, 1914, no. 343 of the catalogue,
consisted of two repetitions of the designs of cach Kress
panel. The design of the central Kress panel appeared on
onc pancl of a four-panel screen in the Monsicur X (Bou-
cheron) sale, Galeric Jean Charpenticr, Paris, May 28, 1935,
no. 76 of the catalogue. Ten pancls of the type were in the
Mme d’Yvon sale, Galeric 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 (Musée des Arts
Décoratifs, Paris, Louis XIV, Faste et Décors 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 onc of the other panels repeats another Kress
pancl.
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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 Hétel Drouot, June 13~16, 1906, no. 354;
the dial of this clock is signed ‘Gudin, 3 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 Scidlitz at the Galerie Charpenticr, Paris, June 26-27,
1951, no. 159, and a third similar example with a crest in
the form of a putto, the dial signed ‘BAILLY L’AINE A
raRrIs’ 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 und Neue
Kunst, vol. 9, no. 4, 1958, p. 17).

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

Exhibited. Metropolitan Muscum of Art, New York,
Eighteenth Century Design Exhibition, January 19-May 2,
1960.

Published. James Parker, M.M.A. Bulletin, May, 1960,
Pp- 305, 306.

63: Figs. 220-222

WALL CLOCK-THERMOMETER AND
MATCHING BAROMETER-THERMO-
METER. French, 1764-about 1770. 58.75.58-59

Type. Pendule et thermométre en cartel. Baromdtre et ther-
mométre.

Measurements. Clock. Length: 40} inches. Width: 11
inches. Depth: 3% inches. Barometer. Length: 403 inches.
Width: 11 inches. Depth: 33 inches.

Description. The wall clock and matching barometer are
of oak, painted black on the back of the clock, faced with
gilt bronze and porcchin plaques. A gilt bronze heart
motive finial surmounts cach case, supporting a bowknot
that tics 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 arc
cach 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 cnamel. The dial of the clock is marked with a
circle of minutes, cach interval of five minutes indicated by
an Arabicnumeral, outside an hour circle similarly indicated,
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and the barometer dial is marked with the numbers 27, 28,
29 and the weather indications: ‘TRESSEC, BEAU-FIXE,
BEAU-TEMS, VARIABLE, PLUI 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 Stvres
porcclain plaque framed by a gilt bronze leaf motive
moulding. Below this, the shaped oblong thermometer
dial of the clock is of whitc enameled metal painted with
a blue cnameled border, temperature indications from
onc 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 enamecled metal thermo-
meter dial of the barometer is painted with a blue border
and gray temperature indications from forty-one degrees
above zero to thirtcen degrees below, and French in-
scriptions: ‘THERMOMETRE, SELON REAUMUR, Paris
1793, Vers i Soic, Tempéré, Glace, Paris 1740.” Both
thermometer dials arc sct 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,
cach consisting of a projecting tasscled leaf motive mould-
ing above a shaped S&vres 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
ascalloped panel painted with a cherub seated in a woodland
setting, measuring distances upon an astrolabe; a chart and
a spyglass lic 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 coarscly and mechanically tooled; and the
painting of the figure conveys the sentimentalized softness
and sweetness of delincation which bespeak nincteenth
century workmanship. This panel is unmarked.

The largest plaque carries the interlinked L’s of Sévres
accompanied by the initials K and L. In interpreting thesc
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 Dodin that we must conclude
that a mistake was made in the marking. Dodin’s device, a
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K, occupies the center of the factory mark, where under
other circumstances it would mean 1763. A Roman L
below the Stvres mark is apparently intended as the date
letter, for 1764; as a decorator’s mark, this could only apply
to Denis Levé (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 lic within the shallow recess cut into the wooden case.
The hourglass plaquette at the basc is of unmarked Sévres;
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 are rather fully marked, as follows:

(Top) @a (blue) O& o. (red and blue)

Do e
(Center) “@v (pale blue) % au, (blue)

DC/UL(% (pale red, under glaze)

(Bottom) Q‘@o (blue) J oA (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 le disque du . . . Juin
1769’. The missing words are cut off by 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
carth 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 Réaumur

WALL CLOCK-THERMOMETER

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 Opicn A PaR1s’, for Claude-
Siméon Passemant. On the front plate of the clock move-
ment are the scratched inscriptions ‘Cleaned by G. Boakes
26-10-1890’, and ‘G. F. Imes 9-98’.

Artists. Claude-Siméon Passemant, whose name is mis-
spelled on the dial of the barometer, was an inventor who
bore the title of ingénieur du Roi. He was born in Paris in
1702 and was destined for a legal carecr, but completed
instead an apprenticeship which fitted him for the position
of marchand boutonnier, or button salesman. In 1733 he
married Marie-Louise Ollivier, to whom he rclegated 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 fivres 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 Dauthiau
was presented to the Académie des Sciences, and later given
to Louis XV at the Chiteau 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 du Roi at the Chiteau de Versailles, which thereafter
took the name of cabinet de la pendule. This extraordinary
clock with an orrery was signed ‘Inventée par Passemant,
executée 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-Frangois Dupleix, governor of Pondicherry, as a
gift for an Indian potentate. This clock never reached India,
and is now exhibited in the cabinet de la pendule at Versailles.
(‘Sur Deux Pendules de Passemant du Musée de Versailles’
by Gina Ciancioni, in Archives de I' Art Frangais, 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 scen 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 Chiteau 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, thercby
qualifying as an ‘Opticien’ (sec SIGNATURE and MARKS),
and devoted the years from 1765 until he died to schemes
for making the river Seine navigable by occan-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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and onc of a number of clockmakers with the name of Furet
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 clockmaker to the king: ‘horloger
ordinaire du roi pour sa bibliothtque.” He lived on the rue
Saint-Honoré at an address given as ‘vis 3 vis le Grand
Conseil’, and his death is recorded on April 7, 1804 at 236
rue Saint-Honoré, 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 amateurs, and were
commented upon in Bachaumont’s Mémoires (sce com-
PARABLE EXAMPLES). He worked with Frangois-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 (scc 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 Lirc I'Heure
dans les Yeux de la Négresse de Maric-Antoinette’, Cor-
naissance des Arts, no. 49, March, 1956, p. 65). The Muscum’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
Meémoires under the entry for July 4th of that year: ‘On va
voir chez M. Furet horloger, trois pendules de sa composi-
tion trés curicuses. La premiere représente une Négresse en
buste, dont la téte est supéricurement faite. Elle est historiée
trés-¢légamment & avec beaucoup de richesses & d’orne-
ments. Elle a, suivant le costume, deux pendeloques d’or
aux orcilles. En tirant 'une 'heure se peint dans’ocil droit &
les minutes dans I'oeil gauche. En tirant Pautre pendeloque,
il se forme une sonneric en airs différents, qui se succedent.’
(Mémoires Secrets pour Servir a I'Histoire de la République des
Lettres en France depuis MDCCLXII jusqi’d nos Jours . . . 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 livres in July, 1784. In 1796, after the
collapse of the monarchy, a clock of this description was
transferred from the Garde-Meuble of the former royal
family to a clockmaker called Richard for repairs, prior to
itssalein 1797 to a dealer called Lajarre (‘*On Peut Encore Lire
I'Heure dans les Yeux de la Négresse de Maric-Antoinette’,
Connaissance des Arts, no. 49, March, 1956, pp. 64-65). This
clock may now be identified with a clock in a private
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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 sct with a gilt bronze plaque of dissimilar
putti, 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 cighteenth 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 Connoisseur Coronation Book,
London, 1953, pp. 69-71, and Buckingham Palace, its Furni-
ture, Decoration & 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
tcar-drop car-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
are painted in white on a black ground, and the gilt bronze
pedestal and feet are different. A fifth and presumably later
version cxists in another private collection in Paris, its
movement signed by Antide Janvier (Connaissance des Arts,
no. 3, May 15, 1952, p. 43).

A clock ina private collection in Paris consists of a blet-de-roi
S¢vres 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 basc of this clock is set with an enameled
label inscribed ‘Furct Hger duRofi’, 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 putti
holding garlands, bearing a general resemblance to the gilt
bronze of the Museum’s clock (Ilustrated Guide to the Royal
Palace of Madrid, by Felipa Nifio Mas and Paulina Junquera
de Vega, Madrid, 1956, p. 62, fig. 50).

Ex Coll. Léopold Double; the Marquis de Lambertie; C.
Ledyard Blair.
Léopold Double’s collection was sold at his house, 9 rue
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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 cnameled
metal dial of the barometer LANGEDE BOURBON FAISEUR
DE BAROMETRE 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 Martini¢re. Little is known of Lange de Bourbon,
who signed other barometers of the period. Antoine-Nicolas
Martini¢re was born in 1706 and lived in 1738 on the rue
Haute-des-Ursins and in 1741 on the rue des Cing Diamants
at the sign of the cnameled dial: d lenseigne du Cadran d’émail.
Heisknown to have exccuted enamel painting for Louis XV
(Wallace Collection Catalogues, Furniture, by F. J. B. Watson,
London, 1956, pp. 34, 35, fig. 1), 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 tortoiseshelland brass wassummarily described
in the catalogue of the sale of Monsicur Gaignat, Paris,
February 14-22, 1769, no. 196: ‘Un Barometre & thermo-
metre de Lange de Bourbon. La monture est de marquetrie
de cuivre & écaille, garnie de bronze doré’. In the Wallace
Collection, London, a gilt bronze barometer provided with
an cnameled dial signed BOURBON A PARIS may be attri-
buted to Lange de Bourbon (Wallace Collection Catalogues,
Furniture, by F. J. B. 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. Bulletin, May, 1960,
pp. 305, 307.

67a-b: Figs. 231-232

PAIR OF FIVE-LIGHT CANDELABRA.
French, about 1780. $8.75.63~64

Type. Paire de candélabres a cing branches. Candelabra of this
type were also called girandoles or chandeliers.

Measurements. Height: 343 inches. Width: 17} inches.
Depth: 94 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

CANDELABRA

provided with a candle-holder formed by a lily flower, set
with a socket chased with a twisted rope motive moulding
and a bobéche 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 cach 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 étre exécutés en argent’. A copy of this
catalogue illustrated by Gabricl de Saint-Aubin contains a
sketch of these models (Catalogues de Ventes et Livrets de Salon
Hlustrés par Gabriel de Saint-Aubin, by Emile Dacier, Paris,
1911, 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. Thercare three pairs of candelabra
with similar figures of nymphs. One pair was sold from the
collection of the Marquisc de Ganay, at the Galerie Georges
Petit, May 8-~10, 1922, no. 231. The nymphs of this pair of
candelabra are of patinated bronze, stand on gray marble
columns set with paterac, and hold three candle branches
differing from those of the Muscum’s candelabra. Another
pair of candelabra was sold from the collection of Madame
André Saint, at the Galeric Jean Charpenticr, May 20-21,
1935, no. 103. The gilt bronze nymphs of these candelabra
stand on bleu turquin marble columns set with gilt bronze
chain swags, and hold three candle branches differing from
those at the Muscum. A third pair of candclabra is at a New
York dealer’s. The gilt bronze nymphs of this pair stand on
circular bley turquin marble pedestals and hold triple candle
branches unlike those at the Museum.

A somewhat similar patinated 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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spray of tulips with a tulip flower and bud, the flower serving
as a candle-holder set with a bobéche chased with a striated
moulding. The tops of the cornucopias between the candle
branches are set with gilt bronze leafy clusters of roscs,
jonquils, tuberoscs, clematis, pears, grapes and apples. Each
of the gilt bronze cornucopias is chased on top with a
projecting cgg 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
giltbronze 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 hoof. The
figures stand on ten-sided pedestals of green serpentine stone
resting on circular gilt bronze bases cach chased with abeaded
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
Scilli¢re sale catalogues (sce Ex coLL.),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
candclabra figures of a satyr and satyress standing on
pedestals and holding cornucopias cach set with six lights
is in the Cleveland Museum of Art (Catalogue of the Elisa-
betl Severance Prentiss Collection, French Furniture and
Sculpture, by William M. Milliken, Cleveland, 1944, p. 56,
figs. 39, 40). The pedestals, cornucopias, and candle branches
of these figures arc unlike those of the Metropolitan’s
candelabra. Another pair of comparable patinated bronze
candclabra figures is in the Huntington Library and Art
Gallery, San Marino (French Decorative Art in the Huntington
Collection, by Robert R. Wark, San Marino, 1961, p. 100,
fig. 90). The satyr and satyress figures of this pair cach 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
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pair of candelabra is in the Pushkin Arts Museum, Moscow
(Museum Life, Bulletin of the Museum of Fine Arts in Moscow,
no. 1, 1925, p. 13, illustration). This pair of candelabra
stands on bases similar to thosc at the Museum and the figures
hold dissimilar candle branches. Another pair of comparable
candclabra was sold at Christic’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 candclabra figures deriving from a closcly
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
candclabra (Musée diu Louvre, Les Objets d’Art du XVIIIe
Siécle . . . 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 Galeric Georges Petit, June 16-19,
1919, no. 378. A wash drawing by an unidentificd cighteenth
century artist in the Musée des Arts Décoratifs, Paris, shows
a bacchante candelabrum of this model, placed on a pedestal
(Dessins Originaux des Maitres Décorateurs, XVIIle Siécle,
Fin du Régne Louis XV et Régne de Louis XVI, by Léon
Deshairs, Paris, n.d., p. 12, fig. 129).

Ex. Coll. Baron Achille Scilli¢re (sale catalogues, Galerie
Georges Petit, May s-10, 1890, no. 507, and March 9, 1911,
no. 79, sold to Scligmann).

Published. Histoire Géuérale des Arts Appliqués a I Industrie,
Le Mobilier au XV1le et au XVIIIe Siécle, by Emile Molinicr,
Paris, n.d. pp. 213, 215; James Parker, M.M.A. Bulletin,
May 1960, p. 307.

69a-b: Figs. 235-236

PAIR OF THREE-LIGHT WALL BRAC-
KETS. French, about 1780. $8.75.125-126

Type. Paire de bras d trois branches.

Mecasurements. Bracket, accession number $8.75.125
(right): Height: 31} inches. Width: 14§ inches. Depth: 9}
inches. Bracket, accession number §8.75.126 (left): Height:
32} inches. Width: 15 inches. Depth: 9 inches.

Description. The wall brackets are of mat and burnished
gilt bronze. The crest of cach 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
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lys, is sct on the front of the vase of the wall bracket, accession
number $§8.75.125. The matching bracket is set with a
medallion of Maric-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 putto in relicf. 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 $8.75.126.
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, Scptember, 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 Coll. The brackets are reputed to have come from the
collection of T. 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 Régnes,
Louis XIV, Louis XV, Louis XVTI’, by Princesse Bibesco, in
La Renaissance, vol. 16, no. 6, June, 1933, p. 120, illustrated
in the Three French Reigns Loan Exhibition.

Published. James Parker, M.M.A. Bulletin, May, 1960,
pp- 306, 307.

7o0: Fig. 237

TAPESTRY PANEL FOR A FIRE-SCREEN,
showing a boy holding a bagpipes. French, c. 1760-88.
58.75.38

Mecasurements. 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 uscd to emphasize the drawing.

The background is crimson, with a darker section below.
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A simulated carved frame in gold, blue, lavender, and other
pastel shades is partially wreathed with flowers and foliage;
roses, 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-
poton a table stands below. A small boy, holding a blue and
red bagpipes, leans on the pedestal. He wears a large yellow
hat with a blue ribbon, a pink coat, red belt, yellow breeches,
and blue leggings. At his fect is an overturned basket. At
the lower right corner 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 very pale.

Condition. A number of small repairs and somewhat

faded.
Signature. Neilson. ex

Artists. Figure probably after a design by Frangois Boucher
(see cntry no. s). Director of the workshop: Jacques
Neilson (sce entry no. ).

Comments. The Gobelins inventory of 1792 lists among its
holdings of Boucher paintings, ‘31 petit tableaux répre-
sentant des Jeux d’Enfants, tant originaux que copies’. Five
of these are extant and show figures of children that often
appear as tapestry chair-coverings in sets that sometimes
include the Boy with the Bagpipes. They are believed to be
copics after Boucher. Another design of the series also
shows a boy with a bagpipes, but in a different attitude and
accompanicd by a dog and sheep.

A set of cight figurines of children, by Blondeau after
Boucher, were produced at the Sévres Manufactory in 1752,
and are known as the ‘Enfants dit de Vincennes, ou premier
enfants Boucher’ (Emile Bourgeois, Le biscuit de Sévres,
Paris, 1909, vol. 1, pp. 43, 44). Of these, Le joueur de musette
ou de cornemuse closely resembles the figure on the Kress
tapestry panel, except that the design is reversed and the
boy has no hat. An cxample of the figurine, in biscuit, is
in the Cleveland Museum (Bulletin, March 1961, p. 55).
Three of the figures on the sets of tapestry chair-backs that
include the Boy with the Bagpipes are also found, reversed,
as porcelain figuriics of this set. The prints of the Premier
livre de figures d’aprés les porcelaines de la. Manufacture Royale,
iventées en 1757, par M'. Boucher, drawn by Falconet the
Younger and engraved by P. J. Tardieu, are from a later
series.

The attribution to Boucher of the original design for the
boy on the Kress panel and the comparable Sévres figurine
is thus well established.

Comparable Examples. The same boy with a bagpipes,
but surrounded by a floral-wreath with bows instead of a
flower-wreathed frame, appcars on a chair-back in a suite
of furniture owned by the exccutors of the late Sir George
Cooper, now on loan at the Ashmolean Muscum, Oxford
(Francis Bennett-Goldney, Some works of art in the possession
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of Sir George A. Cooper, London, 1903, pp. 13—-24). He is
also scen on chair-backs in the Rijksmuscum, Amsterdam
(called Beauvais on modern frame, from the F. Mann-
heimer collection, Catalogus van Meubelen, Amsterdam,
1952, no. 477); formerly at Grimthorpe Castle, Bourne,
the property of the Earl of Ancaster (sold at Sotheby’s,
London, 11 May, 1934, no. 168); at the Chitcaude B. ...
(sold at the Hotel Drouot, Paris, 26 April, 1900, no. 1);
and in the collection of Lord Michelham (sold at Hampton
and Sons, London, 23 November, 1926, no. 36). In each
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casc, the chair on which the figure appears is onc of a set,
usually of six, of which all the chair-backs show similar
tapestry upholstery panels with children in the style of
Boucher. Thosein the Ancaster salearc ovaland 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 Coll. Sir Charles Mills, Bart.; The Lords Hillingdon.
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Austrian National Collection, Vienna 51, 56 Boston Muscum of Finc Arts 92

. Boucher, Frangois 74:

B. Comte de 8o — and Gobelins 15-17, 19-21, 43-45, 467, 48, 49, $1, $6, 279
Bachaumont, Louis Petit de 113, 269 — and Sdvres 174, 279, 281

Bache, Jules S. 154 — attribution to 96, 281

Bachelier, Jean-Jacques 74, 174 — portrait of Mme. de Pompadour by 164
Bailly, Iainé 261 — prints 84, 279

Balfour, Earl of 169 — style of 184, 199, 223, 227, 228, 230, 281
Balsan, Mme. 99 . Boucheron sale, Paris 253

Balthazar, Charles 261 Bouillat family 122, 180, 191

Baltimore, see Walters Art Gallery Bouillat fils (flower painter) 158-9, 168, 180
Barber Institute of Fine Arts, Birmingham, England 83 Bouillat pére (lower painter and gilder) 155, 157-8, 158-9, 168,
Barré (painter) 190 178, 180, 180

Barzin, Mme. Léon 130 — usc of Y mark for 158

Baumbhauer, Gaspard-Joseph 140 Boulanger pére (gilder) 122, 178, 180-1, 191
Baumhauer, Joseph 126, 139-40, 141 Bourbon, Lange de 274

293
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Bourbon, Louis-Jean-Maric de, Duc de Penthiévre 66, 69, 74

Bourbon-Penthidvre, Louisc-Marie-Adélaide de, Duchesse
d’Orléans 66, 69, 74

Bourdillon, Raimond and Co., 246, 248, 250

Bourgcois, Jeanne 153

Bradford, Earl of st

Breteuil, Baron de 19, 20, 56

Bridgman, Sir Henry s1

British Museum, London 187

British Royal Collection 42, 65, 100, 114, 123, 160, 161, 208, 229,
269, 277; sce also Queen, Her Majesty the

Broadlands, Hampshire 30

Brokenhurst Park, Hampshire 82

Brown, Lancelot ‘Capability’ 4, s, 30, 32

Brunet, Marcelle (archivist) 190, 192

Bruslons, Jacques Savary des 105

Buccleuch, Duke of 130, 137

Buckingham Palace, London 42, 161, 217, 227, 269, 277

Bulidon (lower painter) 144, 145, 148, 178, 181, 181

Bulidon, Mme. (lower painter) 181

Bull and Mouth Inn, London 38

Bundesmobilienverwaltung, Vienna 110

Buteux, Charles, Painé (trophy painter) 178, 1812, 181, 182, 188,
214, 215, 227, 231, 232

Cafhieri, Jacques 262
Caffieri, Philippe 262
Caird, Sir James 154
California Palace of the Legion of Honor, San Francisco 149
Camclford House, London 116, 118, 119
Camondo Muscum, Paris: see Musée Nissim de Camondo
Campan, Jeanne-Louise-Henriette de 110, 169
Campbell, Colen 130
Carcany (barometer maker) 264
Carcasses of case furniture 122
Carlin, Martin 169
— attributions to 124, 120, 134, 136
— signed work by 42, 78, 83, 109, 113, 122, 123, 124, 131, 132,
137, 138, 148, 149, 154, 168, 102
Carlton House, London 114, 123, 269
Carnarvon, Countess of 130, 137
Carpenticr, L. C. 56
Carter, Thomas 40
Castle Ashby, Northamptonshire 30
Castlecoole, Fermanagh 29
Catherine the Great 74, 174, 109-200, 225
Catrice (flower painter) 137
Cauvet, Gille-Paul 161
Ceramic Museum, Sévres 215, 235, 238
Chaalis, Abbaye de 253
Chabry fils (flower painter) 178, 182, 182, 214, 222
Champeaux, Alfred de 100, 154
Chantilly 178, 202
Chappuis (flower painter) 190

INDEX

Chastelet Lomont, Comte du 50

Chauveaux Painé (gilder) 264

Cheny 64

Chicot, Reinc 139

Child, Robert 51, 56

Child, Sir Richard (Earl Tylney) 130

Chodowiecki, Daniel g9

Choiscul, Eticnne Frangois, Duc de 8

Choisy, Apprien-Julien de (flower painter) 122, 178, 182-3, 183

Choisy, Chitcau de 169

Cholmondeley, Marquess of 163

Chubb and Son (locksmiths) 86

Ciamberlano: see Duplessis pére

City Art Muscum, Manchester, England 118

Clémentine, Princess: see Saxe Coburg and Gotha

Claremont, Surrey 30

Claydon House, Buckinghamshire 29

Cleveland Muscum of Art 74, 75, 92, 277, 279

Clocks, glass vitrines for 269

Clodion (sculptor) (known as Claude Michel) 277

Clotilde, Mme. 238

Cobourg, Palace of 75

Cognacq-Jay Muscum, Paris 154

Colbert, Jean-Baptiste 7, 8, 245, 247

Cole, Rev. William 108

Collet, Isaac-Edmond 81

Comumnelin (lower painter) 122, 128-9, 129, 132, 133, 178, 183, 183
— marked work by 128, 129

Compidgne, Palais de 114, 160

Composition, decorations cast in 40-41

Compton, Major Edward 51, 56

Condé, Louis-Joseph, Prince de 17, 51, 56, 64, 86, 107, 112, 129,
164, 193, 194, 195

Condé¢ Nast Collection 83

Conter, Barbe 160

Cooper, Brigadier-General R. J. 99, 118, 264

Cooper, Sir George 279

Copenhagen Muscum of Dccorative Arts 35

Cordey, Jean 109, 212

Cornailles, Antoine-Toussaint (flower painter) 125, 178, 183, 183
— marked work by 125

Corsham Court, Wiltshire 30

Cotcau, Joseph 112

Cotte, Jules Robert de 246

Cottin (metal caster) 8o

Coty, Frangois 102

Coudert, Mrs. Frederick s2

Coventry, Countess of 4, 19

Coventry, ninth Earl of 38

Coventry, sixth Earl of 4-5
— and Gobelins 9, 12, 18, 19, 50, 51, 52, 54, 56, §7
— commissions Adam 3, 6
— in Paris 49, 107
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Coventry, sixth Earl of (continued)
— other commissions 30, 31, 32, 33, 35, 38, 39, 40, 164
— portrait of z
Cox, Emily 116
Coypel, Charles 16
Cozette, Michel Henry 21, $2
Cramer, Mathicu-Guillaume 81, 82
Crewe, Lord 195
Croome Estate Trust 2, s, 6, 30, 32, 35, 38, 40, 107
Cruse, Frangois Van der 153
Cruse, Roger Van der: see Lacroix, Roger Van der Cruse
Cumberland, Duke of 57

Daguerre, Dominique
— Couronne d’or directed by 113-115
— furnituresupplicd toRoyalty by 65, 123, 124, 130,132, 161, 169
— porcelains shipped to London by 142—4
— usc of porcelain plaques by 109, 133, 148, 160
Darnault, Charles 78, 106, 139, 161, 164, 169
Dashwood, Sir Francis 18
Dauthiau (clockmaker) 262
David, C. L. 102
David, Jacques-Louis 65
Davis, Charles 78
De Ette Holden Cummer Museum Foundation, Jacksonville 99
Dean, William 33
Delacroix, Eugene 153
Deloose, Daniel 8o
Delvaux, Laurent 30
Demidov, Prince Paul 75
Denizot, Pierre 109
Desmalter, Frangois-Honoré-Georges Jacob- 65, 115
Diderot’s Encyclopédie 12, 13, 77, 94-95, 126, 140-141, 162, 244
Dodge, Mrs. Horace 240
Dodin (figure painter) 178, 182, 215, 226
— attributions to 199, 201, 214, 221, 224, 231, 242, 261-2
— biography and analysis of style of 184
— manner of 193, 194
— marked work by 184, 205, 208, 227, 229, 263, 264, 264
Double, Léopold 269
Doucet, Jacques 78, 85, 102, 124, 132
Douglas, Alexander Hamilton: see Hamilton, tenth Duke of
Dournovo collection 8o
Drouais, Frangois-Hubert 109, 111
Du Barry, Mme. 100, 113
— appraisal of ‘certain objects’ of 176
— begins buying porcelain furniture 109-110
— objects supplied by Poirier to 107, 109-110, 123, 120-130,
136, 264
— table belonging to 176
Dubois, Jean-René (flower painter) 178, 184, 184
— marked work by 125
Dubois, René 163
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Dulac {dealer) 108

Dumont (bronze caster) 257, 261

Dundas, Sir Lawrence 14, 20, 51, 56

Dupleix, Joseph-Frangois 262

Duplessis, Jean-Claude, pére (designer) 174, 178, 188, 201, 205
— attributions to 193, 194, 195 f., 198, 199, 202, 202, 203, 204,

204, 205, 211, 211, 212, 212, 213

— biography and analysis of style of 184-5, 185

Dupont, Bertrand Louis 246, 248

Dupont, Louis 245, 248

Dupont, Pierre 245

Dupont, Simon 248

Durfort, Louise-Jeanne de, Duchesse de Mazarin: see Mazarin,
Duchesse de

Dutertre, Charles 132

Dutuit Collection 83

Duvaux, Lazare 106, 139, 164, 173, 175, 199, 200

Duveen Brothers 61, 64, 66, 67, 69, 75, 92

Duvivier, Pierre Charles 246, 253

Eden, Lady Sybil 102, 102

Egmont, Comtc d’ 80

Elector Palatine, the 65

Elisabeth, Mme. 64

Elizabeth II, H.M. Queen: see Queen, Her Majesty the
Elwood (upholsterer’s man) 20

Emanuel, Town and 136

Encyclopédie, Diderot’s 12, 13, 77, 904-95, 126, 140-141, 162, 244
Enville, Duchesse d” 56

Ephrussi Collection 83

Ephrussi-de Rothschild Museum 250

Esmecrian, Raphael 113, 130, 149, 161

Fagard (gilder) 8o

Fahrenheit and Réaumur scales 264
Falconet, Etienne Maurice 174, 184, 188, 235, 274
Falconet the Younger 279

Farquahar, Granville 83

Fenaille, Maurice $6

Ferdinand, Archduke of Austria 56
Fife, Lord 19, s0, 51

Flaxman, John 159

Floriant, Claude-Frangois Martineau de 275
Foley, Baron 11, 78

Fontaine, Marie-Antoincttc 86
Fontaine, Pierre-Frangois-Léonard 65
Fontainebleau, Chiteau de 69, 74, 130
Fontenay, Jean Belin de 16, 246, 253
Fonthill, Wiltshire 33

Fonthill Abbey, Wiltshirc 100

Ford, Mrs. Anne 132

Foullet, Picrre-Antoine 8o

Fouquet, Nicolas 247

Foy, Thelma Chrysler 132
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Fragonard, Jean-Honoré 226

Francart, Frangois 24§

France, Institut de 253

Frankfurt am Main 99

Franks Collcction 187, 102: sce also British Muscum

Freiburg im Breisgau 169

French and Company, New York 8o, 100, 272

French National Collections s2

Frick Collection, New York 78, 122, 132, 149, 150, 166, 187, 195,
196, 209, 235

Furet, Jean-Baptiste-André 268-9

Furniture-makers’ guilds 94, 134

G., Comte de 154
Gaignat, M. 274
Ganay, Marquise de 78, 274
Gandon, James 6, 30
Garde-Mcuble de la Couronne, Paris 109, 269
Garde-Mecuble Royal de Versailles 129
Gary, Judge Elbert H. 80
Gaudreau, Antoine 90
Genty, Denis 79, 80
George III 4, 202
Getty Museum, Malibu 124, 131, 149, 165
Gilding, Sheraton’s description of 39
Gillet, Jean 99
Gilt bronze, attachment of 148, 160
— chasing and gilding of 148
— burnishing of 140-141
— marking of 257
Glenconncr, Lady 82
Glyn Mills & Co., London 116, 118
Gobelins, Musée des 10, 17, 48, 49, 54, 55, 57
Godon, Frangois-Louis 269
Goldschmidt-Rothschild, Baron Albert von 165
Goldschmidt-Rothschild, Rudolf von 102
Gondouin, Jacques 65
Goode, M. 205
Goudchaux, Michel, Collection 54
Gouthiere, Pierre, 160, 161, 175
Grancher (dealer) 106
Gravant (inventor of Stvres péte tendre) 174
Grevenbroich 81
Greville (diarist) 116
Griffin, Sir J. Griffin 30
Groesen 164
Grog, M. R. J. 264
Groult, C. 52
Gudin (clockmaker) 261
Guéhéncue, Louise de 169
Guérault, Francis 102
Guiche, Comte de s1
Guilds, furniture-makers’ 94, 134

INDEX

Guinaud (metal caster) 80
Gulbenkian Collection 56
Gunning, Maria, Countess of Coventry 4, 19
Gustav Il of Sweden 225
Gutmann, Herbert M. 96

Haffrey, Jeanne 247-8

Hall, Douglas 118

Hamburg 130

Hamilton, Duchess of 4

Hamilton, Sir William 115

Hamilton, tenth Duke of 100

Hamilton, twelfth Duke of s6

Hamilton Palace, Lanarkshire 100

Hamilton Palace sale 99, 119

Hammel, Mme. André 154

Harcourt, Viscountess 154

Harewood 85

Harewood, third Earl of 118

Harewood House, Yorkshire 29

Hart (caster) 81

Hasson, Dr. James 86

Hébert, Thomas-Joachim 106, 107, 139, 164

Hellot (chicf chemist of Stvres) 174

Henri IV 245

Henry, Prince of Prussia 52

Hermitage Muscum, Leningrad 199, 200, 201, 217

Herrenhaag 83

Heywood, Surrey 90

Hillingdon, Middlesex 116

Hillingdon, the Lords 119; items from the collection of: barometers
265, 274; cabaret 206, 238; cabinets 124, 126; clocks 261, 265;
desks 83, 86, 138, 141, 144; jardinitres 208, 210, 226; jewel coffers
132, 134; sconces 214; tables 137, 140, 163, 165, 167, 169;
tapestry 281; upright secretarics 92, 95, 149, 154; urns 220, 227,
236, 242; vascs 195, 198, 201, 202, 20§, 211, 21§, 2106, 221, 222,
224, 230, 231, 233, 241; see also Mills, Sir Charles

Hillingdon Court, Middlescx r18

Hirsch, Robert von 102

Hobcraft, John 30, 31-2

Hodgkins, E. M. 80, 102

Hoe, Robert 264

Homberg, Octave 78

Houdon, Jean-Antoine 160

Howe, Sophia Chatlotte, Baroness 125-6

Hultz (decorator) 174

Huntington Library and Art Gallery, San Marino, items in the
collection of: bronze candelabra figures 277; carpet 248; furni-
ture 82, 137, I41, 149, 242; vases and jardinidres 203, 208, 209,
224, 225, 233, 240, 242

Hurtaut et Magny 105

Imes, G. F. 262
Ince, William: see Ince and Mayhew



INDEX

Ince and Mayhew 35-38
— armchairs and settees by 38
— bills to Lord Coventry from 19-20, 32, 40, 51, 54, 56
— curtain cornices and curtains by 32
— picer mirror by 39
— table possibly by 40

Inverary Castle, Argyllshire, 19

Ionides, Mrs. Catherine 132

Ircland, Samuel 130

Isle, Garnier d’ 15, 17

Ivry, Baron L. d’, sale, Paris 57

Jacksonville, De Ette Holden Cummer Museum Foundation 99

Jacob, Georges 61, 66, 67, 69, 114, 148
— biography of 64-5

Jacob I, Georges 65

Jacob-Desmalter, Frangois-Honoré-Georges 65, 115

_]acqucmart-André Museum, Paris 92

Jacques, Maurice 16, 17-18, 19, 21, 47, 48, 49, 50, 52, 54, 55, 56, 194

Janvier, Antide 269

Jersey, Earl of 154

Joitant, Frangoisc 164

Jones Collection 124, 208, 20, 210, 214, 218, 225, 227, 232, 264!
see also Victoria and Albert Museum

Jones (upholsterer’s man) 20

Josephine, Empress 132, 159

Juilliot, Philippe 136, 149

Juliard (painter) 52

Julliot, C.-F. 106

Jury of furniture-makers’ guild 134

Kaunitz, Wenzel Anton von 83
Kedleston, Derbyshire 29
Kemp, Guillaume 92-4, 95
Kenwood, London 29, 38
Kinsky, Princess 65

Kinzing, Peter 83
Kotschoubey, M. B. 261
Kraemer, Eugéne 144, 160

La Roche-Guyon, Chiteau de 56

La Roche-Guyon, Duc de 56

La Salle, Philippe de 74, 75

La Vrillitre, Duc de 51

Lacquer, re-setting of 78

Lacroix, Frangoise-Marguerite Van der Cruse 153
Lacroix, Roger Van der Cruse 83, 153, 154, 165
Lacken, Palace of 113, 130

Laguerre, Maric-Josephine 112

Lajarre (dealer) 269

Lalonde, Richard 130

Lamballe, Maric-Therdsc-Louise, Princesse de 66
Lambert, Roux and 52

Lambertic, Marquis de 269
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Lamon, Sydney J. 165
Lancret, Nicolas 123
Langlois, Peter 32
Lannes, Maréchal, Duc de Montebello 169
Lansdowne House, London 35
Largillidre, Nicolas de 116
Lascelles, Lady Louise Isabella 118
Lassay, Hétel de, Paris 112, 129
Lavoye, Genevitve 164
Leaves, Master of the Luminous (flower painter) 187, 204, 205, 206
Le Brun, Charles 7, 15, 247
Le Grand, Louis-Antoine (gilder) 185, 235
Le Guay, Eticnne Henri (gilder) 178, 185, 234, 235, 238
Lebeuf de Montgermont 277
Lebrun, Vigée- 159
Ledoux, J. P. (bird painter) 163, 163
Lchman, Robert 141, 154
Lejeunc, Poussin ct 64, 64, 66
Leleu, Jean-Frangois 109
Lelong, Mme. C. 253
Leningrad: see Hermitage Muscum
Lenoir, Etienne 264
Lepage (barometer maker), 264
Lepaute {clockmaker) 264
Lepic, Baron 78
Lepine (clockmaker) 260
Lcrouge, Jean-Baptiste 64
Levasseur, Etienne 161
Levé Denis (flower painter) 135, 135, 137, 178, 186, 187, 262
Lightfoot (architect) 29
Lignereux, Martin-Eloy 109, 115, 136, 142—4, 149, 160
Linsky, Mr. and Mrs. Jack 150, 279
Liria Palace, Madrid 52, 160
Littleton, Sir Richard 40
Lomont, Comte du Chastelet 50
London: see British Muscum; Sir John Soanc’s Museum; Victoria
and Albert Museum; Wallace Collection
Longchamp 112
Lorimer, George Horace 56
Louis X1V 106, 245, 247, 248, 250, 257
— cstablishment of Gobelins by 7, 8, 14
— transfer to Versailles by 246
Louis XV 12, 51, 85, 90, 107, 109, 130, 164, 169, 173, 194, 199, 200~
201, 227, 238, 262, 274
— acquires control of Sevres 174-5
Louis XVI 64, 74, 80, 94, 1006, 107, 112, 148, 160, 188, 278
— bisque medallion portrait of 238
— dinner service for Versailles ordered by 242
— gifts to Comte and Comtesse du Nord from 110
— porcelain plaques for dining room at Versailles ordered by 113
— Roentgen paid 80,000 livres for desk by 83
— Sevres chief merchant 175
— tapestries made for 19, 51, $2, §6



208

Louis-Joseph, Prince de Condé: see Condé, Prince de
Louis-Philippe d’Orléans, King of France 66, 69, 75
Louis-Philippe-Joscph d’Orléans, ‘Philippe-Egalité’ 66, 74, 153
Lourdet, Philippe 245, 247
Lourdet, Simon 245
Lourdet, the widow 245
Louveciennes, Pavillon de 136, 176, 264
Louvre, Musée du, Paris 178, 245, 247, 248, 274
— carpets for the Grande Galeric of 24§-6, 247, 248, 249, 250, 251
— itemss in the collection of: candelabra 277; commode 78;
paintings 19, 43, 47, 49; desk with porcclain plaques 144;
tables 132, 161, 165; tapestry §1, 56
— workshop of Passemant 262
Lowengard collection 56
Loyer, Jeanne 64
Ludwigsburg, Palace of 52
Luminous Leaves, Master of the (flower painter) 186, 187, 204, 205
206, 208
Luton Hoo, Bedfordshire 29
Luxembourg, Palais du, Paris 129, 148

Machault {Controller-General of Finances) 174
Macquer, Picrre-Joseph (chemist at Stvres) 174
Magnien, Claude-Mathicu go
Magny, Hurtaut et 105
Mainwaring, Hon. W. F. B. Masscy- 78, 902
Maisons, Chiteau de 169
Malahide, Lord Talbot de 102
Malahide Castle, Dublin 102
Malibuy, J. Paul Getty Museum 124, 131, 149, 165
Mamhead, Devonshire 30
Manchester City Art Muscum 118
Mannhcimer, F. 57, 281
Manufacture Nationale de Sévres: see Sévres
Manufacture Royale de Porcelaine de France, 1a 174
Maqueret, Mme. (flower painter) 180
Marble tops (breccia marble) 94-95
— and matching chimney-picce 77
— inlaid with specimen marbles 41
— water-resistant 77, 153
Maria Christina, Duchess of Sachsen-Teschen 110, 113, 130
Maria Feodorovna, Empress 110, 112, 114,130, 132:s¢e also Nord,
Comtesse du
Maria-Theresa, Empress of Austria 107, 110, 253
Marie-Antoinctte 64, 66, 74, 85, 100, 130, 132, 160, 161, 17§, 279
— bed at Versailes 75
— bisque medallion portrait of 238
— collection of bibelots of 113-114
— desk for Maria-Theresa commissioned by 107, 110
— embroidcries attributed to 74, 75
— gift to Comtesse du Nord from r12
— porcelain furniture owned by 110, 169
Maric-Louise, Empress 74, 169

INDEX

Maric-Thérisc 238
Marigny, Marquis de Ménars et de 7, 8, 9, 10, 11, 12, 14, 15-16,
17, 20, 21, 54, 246
Marino House, Dublin 30
Marks on porcelain: see Sevres porcelain
Marlborough, Dukes of 246, 250
Marquetry
— black stain used for 81
— cngraving of 94-95
— geomctrical 94, 95
— green stain used for o4
— pictorial go
— wood fillets uscd in 81
Mars, Mlle. 115
Martin, Etienne-Simon 164
Martin, Guillaume 164
Martin, Julien 164
Martin, Robert 164
Martinire, Antoine-Nicolas 274
Martre (clockmaker) 257
Massey-Mainwaring, Hon. W. F, B. 78, 902
Master of the Luminous Leaves (flower painter) 187, 204, 205,
206
May, Mrs. Herbert A. 95, 150, 154, 269
Mayhew, Ince and: see Ince and Mayhew
Mayhew, John: see Ince and Mayhew
Mazarin, Louise=Jeanne de Durfort, Duchesse de 112, 129, 169
Médicis, Catherine de 245
Melissaret (embroiderer) 74
Menars, Chiteau de 212
Mentmore, Buckinghamshire 81, 102
Mercicr, Louis-Sébasticn 106
Mereworth Castle, Kent 19
Mersham-le-Hatch, Kent 29
Metropolitan Museum of Art, New York, porcclains exhibited at
198, 202, 209, 215, 220, 225§, 241
Michel, Claude {called Clodion) 277
Michel Goudchaux Collection 54
Michelham, Lord 8o, 281
Mignard, Picrre 116
Millot (kiln-master at Sévres) 174
Mills, Charles Henry, Baron Hillingdon 118-119
Mills, Edward Wheler 118
Mills, Francis 118
Mills, Sir Charles 116-118
— itemsfromthecollection: of barometers 265, 274; cabaret 206;
cabinets 124, 126; clocks 261, 265; desks 83, 86, 138, 141,
144; jardinidres 208, 210, 226; jewel coffers 130, 132, 134;
tables 136-7, 165, 167, 160; tapestry 281; upright secretaries
92,95, 149, 154, 161 ; urn 227; vases 193, 198, 201, 202, 231
see also Hillingdon, the Lords
— photograph of 117
Milton Hall, Northamptonshire 30
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Mobilier National 75, 247, 248, 253

Modene, Comte de 80

Molinier, Emile (author) 176

Molitor, Bernard 149

Monnoyer, Jean Baptiste 253

Monot (gilder) 81

Montbarrey, Comte de 80

Montbarrey, Prince de 112

Montbrison, Comte de 112

Montebello, Maréchal Lannes, Duc de 169

Montesquiou-Fezensac, Comtesse Odon de 132

Montgermont, Lebeuf de 277

Montholon, Président de 645

Montjoye, Louis 264

Montpezat, Marquis de 80

Moor Park, Herts. 3, 51

Morant (dealer) 136

Morant, John 82

Morcau, Louis 79-80, 8o

Morcau, Louis-Gabriel 227

Morgan, J. Pierpont 100, 195, 205, 208

Morgan, Junius S. 99

Morin (figurc painter) 178, 266
— analysis of style of 187
— attributions to 217, 232, 234, 238, 266, 266, 267
— marked work by 186, 215, 216, 225, 227, 231, 233, 235, 238,

240

Morris, C. 33

Moscow, see Pushkin Muscum

Munich, see Residenzmuscum

Musée Céramique de Sevres: sce Stvres Ceramic Muscum

Musée Cognacq-Jay, Paris 154

Musée de Versailles 92, 102

Musée des Arts Décoratifs, Paris 99, 165, 253, 277

Musée du Louvre, Paris: see Louvre

Musée Jacquemart-André, Paris 92

Muséc Nissim de Camondo, Paris, items in the collection of: carpet
250; commode 82; desk 137; tables 102, 132, 165, 169; screen
253; tapestries §4

Muscum of Art, Cleveland 74, 75, 92, 277, 279

Muscum of Decorative Arts, Copenhagen 35

Muscum of Fine Arts, Boston 92

Muscums, see under individual name

Namur 31
Naples, King of 115
Napoleon I 74, 113, 160, 169
Napolcon III 75
National Gallery of Art, Washington, D.C. 149
National Trust, the $6: see also Osterley Park; Waddesdon Manor
Neilson, Jacques 3, 8, 21, 46, 54, 279
— and Lord Coventry 17, 18, 19, 20, $0, SI
— biography 47-9
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Necilson, Jacques (continued)
— Cozette successor to $2
— innovations at Gobelins by 9-14
Neilson the Younger 9, 14, 20, 56
Neuwied 83, 160
New York: see Frick Collection; Metropolitan Muscum of Art
Newby Hall, Yorkshire 29, 51, 56
Niarchos, Stavros 161
Nicollet (instrument maker) 262
Nissim de Camondo Museum: see Musée Nissim de Camondo
Nogl, Guillaume (flower painter) 144, 150, 178
— analysis of style of 187
— matked work by 125, 145, 146, 186
Noinville, Jacques 246, 253
Nord, Comte du 110: see also Paul Petrovitch
Nord, Comtesse du 110, 112: see also Maria Feodorovna
Normanton, Earls of 126
Northumberland, Duke of 19, 50, 51, 114
Nostell Priory, Yorkshire 29

Oberkirch, Baronne d’ 110-112, 114

Ocben, Jean-Frangois 83, 153, 169

Ocben, Marie-Catherine 169

Ollivier, Marie-Louisc 262

Orléans, Duchesse d': see Bourbon-Penthitvre

Orléans, Louis-Philippe-Joseph d’, ‘Philippe-Egalité’ 66, 74, 153

Orléans, Louis-Philippe d’, King of France 66, 69, 74, 75

Orléans, Marie-Clémentine-Caroline-Léopoldine-Clothilde d’,
Princess of Saxc Coburg and Gotha 66, 69, 74-5

Ormolu: see Gilt bronze

Ostankino House, Moscow 277

Osterley Park, Middlesex 3, 51, 56, 154

Oudry, Jean-Baptistc 15, 113, 174

Ouvrard, Gabricl-Julien 61, 64, 64, 66

Oxford: sce Ashmolcan Muscum

Padworth House, Buckinghamshire 30

Pajou, Augustin 160

Palacio Real, Madrid 149, 269, 277

Panthcon, London 29

Piris, Picrre-Adricn (designer) 188, 234, 238

Paris: see Louvre; Musée Cognacq-Jay; Musée des Arts Décoratifs;
Musée Jacquemart-André; Musée Nissim de Camondo

Pasquicr, Philippe 99-100

Passemant, Claude-Siméon 262-4

Pater, Jean-Baptiste 123

Paul Petrovitch, Grand Duke s2, 110, 114, 130; see also Nord,
Comte du

Pavlovsk Palace, Leningrad s2, 112, 114, 124, 130, 132, 149, 240

Penthi¢vre, Duc de: see Bourbon, Louis-Jean-Maric de

Penthidvre, Louise-Marie-Adélaide de  Bourbon-,
d’Orléans 66, 69, 74

Peper Harrow, Surrey 30

Duchesse
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Percier, Charles 65
Péridicz, Maric-Francoise g2
Perth, Art Gallery of Western Australia 96
Peterhof, Palace of 96
Petit, Nicolas (cabinctmaker and dealer) 154
Petit, Nicolas, I’ainé (trophy painter) 178, 188, 188, 234, 235, 238
Petit Palais, Paris 83 ; porcelains at 223, 227
Philadelphia Museum of Art, items in the collection of: bonheurs-
du-jour 131, 149; carpet 248; carved pedestals 32; jardinidres 209;
portrait of Lady Eden 102, 102; tables 123-124, 141; tapestry
furniture §6; vascs 199, 200, 201, 208, 209
Philippine ainé (figure painter) 242
Picard, M. A. Veil- 161
Pierre, J.-B. 21
Picrre, Jean Jacques 246
Picrre ainé (flower painter) 189, 190
Picrre le jeune (lower painter) 178
— analysis of style of 139, 189~190
— attributions to 125, 129, 135, 135, 137, 138, 130, 140
— marked work by 128, 129, 137, 137, 189
Pillaut, Mme. 100
Pillement, Jean 84
Pillnitz, Schloss 96
Pius VI, Popc 85
Poirier, Simon-Philippe 106, 133, 148, 160, 164, 169;
— and Couronne d’or 107-110
— and Lord Coventry 18, 19, 107
— and Mme. Du Barry 107, 109-110, 123, 129-40, 136, 264
— and Marie-Antoinette 110
— and Prince de Condé 112
— and Sévres 108-9
— partnership with Daguerre 113
Poiricr pére 107
Poisson de Vandigres, Abel Frangois: see Marigny, Marquis de
Polds, Mme. de 124
Pompadour, Mme. de 7, 100, 164, 195, 199, 201
— and Lazare Duvaux 1734, 175
— and Martinidre 274
— commodes with specimen marble tops in salc of 41
— daughters of 166
— cstate of 200
— marquetry table of 164, 165
— Poirier supplier to 107, 109, 164
— portraits of 111, 164
— tapestries after Boucher for 16, 47
— wall sconces of 212, 214
Porcelaine de France: see Sévres porcelain manufactory
Porgds sale, Paris s2
Portland, Dukes of 52, 56
Potocki Collection 165
Poulain sale 134
Poussin, Chatles-Picrre (upholsterer) 66
Poussin, Nicolas 245

INDEX

Poussin ct Lejeunc 64, 64, 66

Prégermain (gilder) 8o

Prévost (gilder) 190

Prévost I'ainé (flower painter) 178, 190, 190, 192, 229
Prince Regent, the 65, 114, 123, 269

Provence, Comte dc 64, 75, 107, 112, 129, 148, 149, 169
Provost, Joachim 148, 169

Pushkin Arts Muscum, Moscow, 96, 277

Queen, Her Majesty the, poreclains in the collection of 195, 201,
208, 209, 216, 217, 222, 227, 220, 238: sce also British Royal
Collection

Ramicr (gilder) 65

Ramsay, Allan 2

Réaumur and Fahrenheit scales 264

Reizel, Francois 139

Renard, Mlle. 112

Residenzmuscum, Munich 86

Rice, Mrs. A. Hamilton, Bequest 123~124, 131, 132, 141, 149, 199,
200, 201, 208, 209: see also Philadelphia Museum of Art

Richard (clockmaker) 269

Richter, Charles Erdmann 100

Ricsener, Jean-Henri 85, 100, 132, 136, 148, 149, 153

Riguad, Hyacinthe 116

Rijksmuseum, Amsterdam s2, 57, 102, 264, 281

Risenburgh: see Van Risenburgh

Robert, Hubert 65

Roche-Guyon, Chitcau de La 56

Roche-Guyon, Duc de La 56

Rode (sculptor) 65

Roentgen, Abraham 83

Roentgen, David 834, 101, 102, 160

Rohan, Hoétcl de, Paris 214

Rose, Joseph 29-31

Roscbery, Eatl of 81, 102, 111, 154

Rosenbaum, J. 102

Roslin, Alexander 275

Roslin, Alexandrine Elisabeth 275

Rosset (painter) 217

Rotari, Pietro 96

Rothschild, Alfred de, items from the collection of: bonheur-du-
jour 137; jewel coffer 130; roll-top desk 85; vases 196, 199, 202,
214, 220

Rothschild, Baron Albert von Goldschmidt- 165

Rothschild, Baron Alphonse de 100, 201, 208

Rothschild, Baron Edmond de 161

Rothschild, Baron Maurice dec 66, 164

Rothschild, Baronne Edouard de 124, 279

Rothschild, Mrs. James dc 264; see also Waddesdon Manor

Rothschild, Rudolf van Goldschmidt- 102

Rothschild, Salomon de 144

Roubo, André-Jacob 66, 81, 85, 94, 95, 122, 126, 167

Roussel, Picrre 80, 83, 86-7, 90-2
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Rousscl, Pierre I1 87
Roussel, Pierre-Michel 87
Rousscl, the widow 87
Roux and Lambert 52

Sachsen-Teschen, Albert, Duke of 110, 113, 128, 130, 149, 161, 161

Sachsen-Teschen, Maria-Christina, Duchess of 110, 113, 130

Sackville, Lady 102

Saint, Mme. André 274

Saint-Aubin, Gabriel de 161, 274

Saint-Cloud, Chiteau de 100, 113, 132, 160, 178

Saint James’s Club, London 6, 32

Saint John, Barbara 4

Salle, Philippe de la 74, 75

Salzburg, Prince-Archbishop of 56

Samuecl, Mrs. 9o

San Donato, Palacc of, sale, Florence 75

San Francisco, California Palace of the Legion of Honor 149

San Marino: see Huntington Library

Sargent, John Singer 102, 102

Sarrabat (painter) 74

Sassoon, Sir Philip 119

Sassoon House, London 195, 200

Saunier, Claude-Charles 100, 126, 141

Sauval, Henri, 10§

Savary des Bruslons, Jacques 105

Saxe Coburg and Gotha, Prince Augustus of 66, 69, 75

Saxe Coburg and Gotha, Marie-Clémentine-Caroline-Léopoldine-
Clothilde d’Orléans, Princess of 66, 69, 74—5

Schiff, Mortimer L. 82, 264

Schlossmuscum, Berlin 85

Schmidt, M. 217

Schneider, Caspar 100, 124

Schénbrunn Palace 110

Schoonenbergh 130

Schoppenweiher collection 154

Schroeder, Baron 208

Schwerdfeger, Jean-Ferdinand-Joseph 100, 160

Schwerdt, C. F. G. R, 80

Scott, Sir John Murray 102, 277

Scudamore, Mrs. 154

Sccroix (flower painter), see Xhrouet, Mlle.

Scidlitz, Baroness von 261

Scillitre, Baron, Achille 277

Scligmann Collection 52, 56, 99, 124, 253, 277

Seligmann, Société, sale, Paris 253

Selwyn, George 49, 50

Stvres
— Manufacture Nationale de, plaster models at 211, 216, 221,

222, 224, 231, 235, 238, 240, 242
— Manufacturc Royale de Porcelaine de France, 1a 174
— Musée Céramique de Stvres, porcclains in the collection of
215, 235, 238

Stvres porcclain
— forms, other than vases (¢.v.)
— bras de chiminée 212, 213
— service téte-a-téte 206, 206, 236, 239
— manufactory, history of 173 f.
— marks
— artists’ 177-9; 180-92
~— nature and decipherment of 174, 177 £, 193
— processing marks 177, 178
— royal cipher 174, 177
— sharing of, among artists 158, 190, 192
— plaques
— glazing of 148
— on barometers and clocks 261-8
— on carriages 112-3
— on furniture 108-115; 120-169
— on walls of dining room at Versailles 113
— plastcr models 211, 216, 221, 222, 224, 231, 235, 238, 240,
242
— soft paste, nature and preparation of 17§
— vase forms
— a bandes 228, 230, 231
— & dauphins 214, 214, 215
— & flacon 227, 228, 229
— & medaillons 238, 240
— & oreilles 195, 195, 196, 197
— & panneaux 215, 216, 217, 220, 220, 221, 222, 222
— Bde 1780 241, 241, 242
— bouteille 231, 234, 235
— candelabrum 202, 202, 203, 204, 204, 205
— colonne de Piris, see & medaillons
— cuvette A fleurs 225, 225
— de coté de Piris 233, 236, 237
— feuille de laurier 223
— flantbeas forme, sce pot-pourri @ bobéches and forchére & tétes
d’éléphant
— goblet-form 223, 223, 224
— hollandais 208, 209; hollandais nouveau 208, 210
— jardinitre 225, 225, fan-shaped 208, 209, 210
— oglio & trois parties 210, 210, 211, 212
— pedestal-form 207, 207
— pot=pouirri, boat-shaped 193, 194, & bobéches 204, 204, 205,
gondole 199, 200, 201
— torchére & tétes d’éléphant 202, 202, 203
— tulipe 230, 232, 233
— urn with strap handles 216, 218, 219, 226, 226
— urne antique & orcilles 198, 198
— vaisseaut & mét 193, 194
Shardeloes, Buckinghamshire 29, 30, 33
Shelburne, Lady 35
Sheraton, Thomas 39, 140, 153, 153
Shugborough, Staffordshire 29
Siam, King of 248
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Sir John Soanc’s Muscum, London, Adam drawings in s, 18, 25,
29, 30, 32, 33, 49, 50

Smith, Lancclot Hugh 56

Somerley, Hampshire 126

Somersct House, London 30

Sophia, Princess 202

Soubise, Maréchal de 107

Souftlot, Jean-Germain 7-10, 11, 14, 13, 16, 20, 21, 49

South Kensington Museum, London: see Victoria and Albert
Museum

Spencer, Earl 136, 137

Stchoukine, D. 1. 96

Stollewerck, Michel 274

Stotesbury, Edward T. 250

Stourhead, Wiltshire 30

Stowe sale 116

Strawberry Hill, Middlesex 108

Stroganoff, Sammlung 42, 277

Stuart, James 32

Survey, Mme. de 41

Sweden, King of 56, 64

Swedish Royal Collection 56, 253

Syon House, Middlesex 29

Taillander (flower painter) 178
Talma, Mme. 115§
Tandart, Charles (flower painter) 122, 190
Tandart, Jean-Baptiste (flower painter) 123, 180, 181, 191, 192,
221
— analysis of style of 190-1
— marked work by 120, 123
— usc of three-dot mark for 122, 178, 215
Tardieu, P. J. 279
Taylor, George Watson 136
Templetown, Lady 159
Teniers 18, 184, 204, 205, 208, 210, 226
Terchi, Bartolommeo 221
Tessier, Louis 17, 21, 54, 55, 56, 57
Thirou, rue, factory 175
Thomire, Picrre-Philippe 115, 160
Thome, T. P. 279
Thyssen Collection 85
Toff (collector) 136
Topino, Charles 8o
Toulouse, Hotel de, Paris 66
Tournehem, Le Normant de 7
Town and Emanucl 136
Tuck Collection 225, 227, 233, 240
Tuileries, Palais des, Paris 132, 159
Tulipwood 140
Twenty Saint James’s Square, London 29
Tylney, Earl (Sir Richard Child) 130

Upholstery, changing of scat 65-66

Vagliano Collection 124, 132

Valensole, Chiteau de 80

Valentinois, Mme. de 112

Valliere, Mme. de la 257

Van der Cruse, Roger: see Lacroix, Roger Van der Crusc

Van der Cruse, Frangois 153

Van Loo, Carle 123

Van Risenburgh I, Bernard 164

Van Risenburgh II, Bernard 78, 112, 163, 164, 167

Van Risenburgh IIi, Bernard 77-8, 164, 167

Vanderbilt, William K. 100

Vanditres, Abel Frangois Poisson de, sec Marigny, Marquis de
Ménars ct de

Vaucanson, Jacques de 8

Vecil-Picard, M. A. 161

Venus, transits of, as recorded on porcelain 262

Verney, Earl 29

Vernis Martin 164

Vernon House, London 119

Veronese, Paolo 247

Versailles
— apartment of Mme de Pompadour 200
— Chiteau dc 85, 94, 100, 113, 123, 130, 136, 139, 148, 160, 240,

248, 262, 264

— Garde-Mcuble Royal de 129
— Grand Trianon 19, 44, 45, 47, 49
— Musée de 92, 102
— Palace, dinner service for 242
— Petit Trianon 75, 169

Vesticr, Antoine 100

Victoire, Mme. 78, 227

Victoria and Albert Muscum, London (known as ‘South Kensing-
ton Muscum’ until 1899), items in the collection of: barometer
264; bulb pot 227; cabaret 206; commodes 81-2; cup 182; cups
and saucers 214, 227; dish 190; jardinidres 208, 210, 226; tables
102, 124, 136, 167, 169; trophics 182; upright secrctarics 149,
I§4;urn 227; vascs 195, 202, 214, 215, 225, 231, 232

Vicillard ainé (figure painter) 166, 178, 191-2, 191, 204, 203, 208,
200, 227

Vienna: see Austrian National Collection; Bundesmobilienver-
waltung

Vigée-Lebrun 159

Villencuve, Marquis de 8o

Vincennes see Stvres manufactory

Vincennes, Chiteau de 174

Vincennes porcelain 173, 174, 214

Vincent, Henri-Francois (gilder) 178, 190, 192, 242

Vouet, Simon 247

Vrillidre, Duc de la 51

Vulliamy (clock-repairer) 269
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Waddesdon Manor, Buckinghamshire, items in the collection of:
barometer 264; candelabra 277; carpets 248; desks 137, 154;
tables 04, 154; upright sccrctary 149; urns 227; vases 202, 221,
235

Wallace, Mme. Richard go

Wallace, Sir Richard 216

Wallace Collection, London, items in the collection of; barometer
274; candelabrum 194, 201, 202, 214; cartonniére 163 ; covered cup
190, 191; daelle 182, 182; inkstands 122, 163; jardinitre 192;
platcau 166; sconces 214; tables 132, 149, 159, 163, 167; trophics
188; upright secrctaries 124, 131, 144, I6I; urn 235; vasces 187,
195, 196, 199, 200, 208, 2106, 217, 221, 222, 230, 233

Waller, Sir Jonathan Wathen 125, 126

Walpole, Horace 4, 107-108

Walters, Mrs. Henry 154

Walters Art Gallery, Baltimore, porcclains in the colleetion of:
jardinitre 209; vascs 194, 195, 196, 208, 209, 215, 224, 225, 231,
233, 240

Wanstead, Essex 130

Waring, J. B. 118

Washington, D.C., National Gallery of Art 149

Webb, John 118, 126

Weddell, William 19, 50, $1, 56

Wedgwood jasperware medallions 157, 159

Weisweiler, Adam 160;

— attributions to 110, 113, 114, 160
— signed work by 100, 132, 144, 159, 161, 169

Welbeck Abbey, Nottinghamshire 40, 52, 56

Woertheimer, M. 224

West Wycombe, Buckinghamshire 18

Weston Park, Shropshire 51

Widener Collection 149

Wildenstein Galleries 20
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Wilderness, Kent 119

Wildsmith, John 30, 31, 40

Williams, George James ‘Gilly’ 4, 49, 50

‘Wilson, Florence Ellsworth 191

Wilson, Mrs. Orme go

Wilson, R. Thomton 191, 214, 215, 225-6

Wilson, Richard s

Wilstach Collection 102, 102

Wilton, Joseph 30, 31

Windsor Castle 100, 160, 201

Winkworth Collection 38

Wolfe, John 6, 30

Wrightsman, Mr, and Mrs. Charles B., items in the collection
of: bonhcur-du-jour 154; carpet 250; coffer 130; table 124;
traveling desk 132, 149; trays 182, 183; upright secretaries 124,
160; vases 196-8, 202, 208

Wiirttemberg State Collection 52

Wyatt, James 20

Wyatt, Samuel 29

X., Monsieur, sale, Paris 253

Xhrouct, Mlle. (flower painter) 137, 144-8, 145, 178, 192, 192
— use of X mark for 145

Xhrouet family (flower painters) 122, 191

Yvart, Baudouin 245, 247
Yvon, Mme. de, sale, Paris 253

Zerbst, Dowager Princess Johanna-Elisabeth 199, 200
Zerbst, Princess Charlotte-Wilhelmine-Sophic 199, 200
Zctland, Marquess of 51, §6

— sale, London $6
Zick, Januarius 84
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