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PREFACE.

— i

THIS volume is the last work of an accemplished and scientific author,
the matured fruits of long study and continuous observation. Ilis ron,
anxious for his father's fame, has given additional value to the text by the
brilliant illustrations with which he has adorned it.

M. Jacquemart was born in 1808, and died on the 14th October, 18;75.
A Parisian by birth, he witnessed the reward and development of the taste
for art which has become the feature of the present generation.

Those who date from the beginning of the century can remember the
scanty materials of which the furniture of their fathers was composed; the
nakedness of a vestibule, the frigid aspect of a dining-room, the tasteless
symmetry of a drawing-room. How and by what teaching have imagination
and capability replaced routine and ignorance?

At the end of the last century the reign of Terror had annihilated the
fortunes and dispersed the personal property of the French aristocracy.
Lovers of works of art, then more numerous 1n England than in any country
of Europe, had secured the greater part of the riches of the monarchy, but
by the side, or following the steps of the foreigners whose gains have been
to us an irreparable loss, the work of preservation which was destined to
precede the re-awakening of taste was patiently carried on, often not without
danger. The two men who first took the lead, and for their unwearied
cfforts specially deserve our gratitude, are Alexandre ILenoir and du
Sommerard, for the Museum of French Monuments and the Hoétel Cluny
have been the schools which have preserved to us the models, and furnished
us with the mecans of instruction.

The fashion which, during the brilliant years of the Empire, had inaugu-

rated in Paris a style of furnishing derived from the houses of Pompeii, was
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but of short duration; few vestiges of 1t remain, and at a distance of sixty
years, whoever may wish to form a precise idea of what was the character
of this forgotten style, must consult the Cellection published 1 1812 by
Percier and Fontaine, its inventors and skilful designers. This style,
however, had had in Jacob an exponent of great talent, and the furniture
signed with his name will always be held in estimation. Some years before
1830, a return to the style of the three centuries preceding our own 1s to be
observed. Charles X. purchased for the museuwns of the ILouvre the
sculptured furniture, enamels, and Italian or Palissy faiences collected by
MM, Durand and Révoil; the Duchesse de Perry restored, i her chdteau
at Rosny, the room of the minister Sully; cabinets of rare objects of art
were formed, among which were to be distingwished those of the Baron de
Monville, M. Debruge-Dumesnil, and of our gencrous donor Charles
Sauvageot; Willemin made them known by engravings, and André Pottier
by his learned description. At the beginning of the reign of 1.ouis Philippe
the fashion was then established; the historical furniture of the Place
Royale had its imitators, the curiosity shops of Madame Ronssel and
Mademoiselle Delaunay shared between them a number of rich or elegant
clients. Women of refined taste would have none but the furniture of
Marie Antoinette, others drew from less pure sources, and were not
dismayed by origins of doubtful respectability; each chose her favourite
period, and followed her own caprice. Thus side by side with the great
public depositories these private museums were created, which now form
the richness, elegance, and interest of our habitations, and are liberally
thrown open to those who desire to learn or to teach.

No one knew better than Albert Jacquemart how to enjoy and profit by
them, or denived greater advantages from their study. No one was so well
acquainted as himself with the value of the State collections, and with the
rare and useful treasures that Paris contains. One by one he studied the
manufactures of which art is the spirit and essence, and these studies, which
when united complete each other, constitute the history of Furniture.

After those names which we have already cited as collectors of art, we

ought also to inscribe that of Albert Jacquemart himself, who was one of the
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most intelligent and fortunate of collectors. Thanks to the patriotic liberality
of M. Adrien Dubouché, the muscumi of Limoges has become possessed of the
collections patiently and judiciously formed by the historian of the ceramic
art. M. Paul Gasnault has described it this year in the journal, 747/, and
lovers of Oriental porcelain could read nothing giving them a more exact
idea of the experience and taste which guided the selection of one who was
both an artist and a scholar.

Since the introduction of Ornental porcelain into Europe, it has become
an important feature in decorative furniture; connoisscurs of the seventcenth
and cighteenth centurics cagerly sought for it, at high prices, and placed it in
their cabinets side by side with works of the highest art; employing chasers,
who are still unrivalled, to adorn them with metal mountings. Several
collections of those past centuries have remained celebrated, and the names of
those who formed them in most cases recall memories of grcatness or of
elegance; we could produce a list commencing with the son of Louis NIV,
and closed by a prince of Condé. It 1s but justice to their beauty that Chinese
vases, when of ancient date and of faultless workmanship, should be the
objects of predilection with the most fastidious of amateurs. Where can
purer forms be found, so adapted to all uses, fresher or brighter colouring, so
endless in variety, that no one can boast of knowing all that the potters of
the East have imagined and executed ?

It was to the study of these manufactures and to their methodical
classification, that Albert Jacquemart principally devoted himself; he had
acquired a tact and precision in its pursuit, of which his collection and his
works afford ample evidence. When a commission was appointed some
years since for improving the manufacture of Sevres, Albert Jacquemart was
at onee chosen by public opinion to form one of its members, and carried to
its counsels the advantages of his science and matured ideas. His colleagues
will remember with regret at no longer hearing him, his fluent and elegant
language, the accuracy of his observations, and the extent of his learning.
His evidence was most convincing and conclusive.

In 1861 and 1862, in conjunction with M. Edmond Blant, he published

~ at M. Techener’s “I’Histoire artistique, industrielle, ct conunerciale de la
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poreelaine,” and from 1866 to 1869, at M. Hachette’s, three volumes of the
“Merveilles de la Céramique.” In the “Gazette des Beaux-Arts,” he had,
during a period of ten years, disseminated his ideas, and communicated his
scientific knowledge. M. Henri Perrier, who has drawn up a list in “PArt”
of the volumes and separate notices, the articles published in the “ Gazette,”
the analytical catalogues which, united together, constitute the work of Albert
Jacquemart, registers forty publications, and does not consider the list to be
complete. To peruse it with attention is to recall, one after another, all that
new and intelligent matter connected with art, that has 1ssued from his pen,
since a phalanx of clever writers have consecrated their talents to the educa-
tion of a society, “1.'Union centrale des Arts,” which passionately admires
and intelligently searches out the eleganeies of centuries rendered illustrious
by progress and perfection m the art.

The pencil and the burin of the son have not been wanting either in the
“Ilistoire de la Poreelaine,” or in the “ Merveilles de la Céramique.” 1In 1874
M. Jacquemart published his “1listoire de la Céramique,” one of his most
unportant works. In the first of these two works, M. Jules Jacquemart had
engraved twenty-six plates 1n aqua-fortis displaying all the power of his
talent; the second he has imterspersed with the most charming illustrations.

A privileged family in which the son has been able to engrave so perfeetly
what the father knew so well how to deseribe.

BARBET DE JOUY,
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HISTORY OF FURNITURE.

INTRODUCTION.

UNTIL within these last few years, those who devoted them-
selves to researches after ld furniture, antiquities, \'enetian glass,
painted or lustrous potteries, were looked upon as eccentric or
mad. We know what I.a Bruyere
said of the virtuosi of his day : nor
m the beginning of the present
century was the public mind mecre
cnlightened as to the value of
archaxological rescarch; the num-
ber of amatcurs had increased, the
circle of objects collected had be-
come extended: yet, Sir Walter
Scott, himsel{ a collector, sacrificed
to prejudice 1n designating as “in-
nocent maniacs doomed to be de-
cetved,” those who sought to dis-
cover, in objects anciently in use, a

F history of man and of civilisation.

1 a T el O We shall not here refute these
1@ . .

5 ! abs notions; it has alread

Scandinavian Seat of the ) absurd © 01.1 ’ y

Middle Ages. been done, with as much humour

as learning, by M. Edmond Bonnafté,
in his “ Collectionneurs de I'Ancienne Rome et de I’Ancienne France.”

It is therefore quite lately, and thanks to the perseverance of art collectors,
that ideas have modified, and taste, by spreading, has become enlightened.
No longer bowing under a stupid irony, the virtuosi have made themselves
the teachers of the public; the learned catalogues of our collections of the
B
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Louvre, of Cluny, and of the Library, have become lucid treasures of history ;
numerous special books have methodically classed the waifs of past centuries,
and shown their connection with the progress of the manners to which they
belong; collectors no longer confine themselves to the simple ambition of
adding to the number of their pieces, but make choice of those which either
indicate a progress in the art, or bear the trace and evidence of contemporary
events. Therefore, at the present day, no one would seriously dare to censure
the amateur for collecting “bibelots.”” It is laughed at still, from a remnant
of false shame and the memory of remote traditions, yet among the scorners
themselves there are few who do not seek for some modest or brilliant
specimen of those ancient manufactures which indicate the progress of the
past, while stimulating so successfully thc intellectual labour of our time.

But though this immense step has been taken, there still remains another
no less difficult to accomplish. Tt cannot be expected that men of the
world, whose fortune and instincts lead them to the acquisition of works of
art, should surround themselves with an infimity of bocks, and pass long hours
in ransacking them to find a date, decide the characteristics of a style, or seek
out a probable name. In our busy life, active as it 1s to excess, how many
would there be found amongst the number of virtuosi, who would steal from
business the time necessary for consulting inventories, and rambling through
museums for the purpose of making a requisite comparison, to establish with
certainty the origin and derivation of some work of art?

It therefore seemed to us essentially useful to spare connoisseurs the
necessity for this labour by uniting, in an easy and methodical form, such
information as history, chronology, and technical science, may furnish, in each
branch of art; by pointing out, century after century, the examples that may
be consulted in our public collections. Thus, withcut any sacrifice of time,
and by reference to a short compendium, the amateur would be able to
recognise the true origin and date of an object he had purchased, or desired to
purchase, and even if he should consider it necessary to confirm his own
estimate by the sight of an analogous work, he could proceed direct to the
gallery where it would be found.

It frequently happens that a valuable specimen is put aside because its
appearance 1s unusual, and suggests the fear of being a clumsy imitation.
This is often the characteristic of transitional works, or of those collateral
fabrications denoting, in neighbouring countries, the influence of an external
manufacture, whose branches are destined at a later day to assume a leading
importance. It is sufficient to point out these connections to the connoisseur
in order to awaken his attention; a word, a figure, or the name of an artist
will suddenly throw light on these obscure points, and hesitation ceases, to
the great profit of the progress of historical studies.
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It was from having felt to what a degree these clements of study were
scattered and difficult to lay hold of, that, for a number of years, reading,
pen in hand, accumulating notes and collecting names, we have brought
together the enormous mass of materials, which it only remains to arrange in
order to compose this book.

Is it, then, a merc compilation? No; we trust it will be judged as more
than that. Spectal researches, and a long and intimate acquaintance with
the works of the far East, have opened to us perhaps entirely new views con-
cerning the ancient civilisation of those lands, and the influence they may
have exercised upon the arts of the West. Hence we gain a certainty 1n the
chronological and ethnological determination of styles which was previously
wanting.

Much is expected in the present day in the form of a book; a single
dictionary, or a dry chronology, would at once repel the rcader, who, while
seeking for information, wishes to avoid weariness. We have therefore adopted
a division into books and chapters, by which the connoisseur will be able to
find the point that interests him with certainty; each branch of art has, so to
say, its special history, whether in the East or in the West, and when it has
been possible for us to dissimulate the nominative lists by blending them with
the text, we have readily done so.

The fcllowing table, representing the general and special divisions of the
volume, will enable the rcader to find his way unhesitatingly, and when
certain subjects may have a relation between them, we shall not fail to refer
from one to the other.

BOOK THE FIRST.
FURNITURE.

CHarTER  I.—Historical furniturc—Its characteristics—Its principal epochs.
. I11.—Eclectic furniture—How a collection should be formed.
. I11.—Different kinds of furniture.
s. 1. Furniture in carved wood—of the West—of the [Zast.
,, 2. Furniture incrusted in piqué—of the West, called * alla certosa”—
of the East.
» 3. Ebony furniture—Incrusted with Ivory—Carved.
. 4. Furniture incrusted with stones—West: jewelled furniture—Flo-
rentine mosaics—Incrusted furniture of the East.
» 5. Ebony furniture ornamented with bronze.
,» 6. Furniture with plaques of tortoise-shell and metal.
,» 7. Furniture in marquetry of different woods.
,» 8. Furniture overlaid with porcelain plaques.
,» 9. Lacquered and varnished furniture—of Lurope—Vernis Martin—
of the East.
,» To. Furniture in gilt or painted wood.
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BOOK THE SECOND.

HANGINGS.
Cuartik  l.—Tapestry—LEurope—The Last.
% 11.—Embroidery— nropean—IZastern.
o I11.—Tissues— Europe—The East.
o IV.—Stamnped leather—Painted papers.

BOOK THE THIRD.
OBJECTS OF ART DERIVED FROM STATUARY.

CHarreEr  L.—Marble—Stone—Alabaster.

a I1.— Bronzes —Antiqee, of the Renaissance—Plaquettes—Medallions—Oriental
bronzes.
= I11.—1vories—Europe—The [ast.
1V.—Woods—Europe —The LEast.
o V.—Terra-cottas—Antique—of the Renaissance.

- VI.—Stueco and the Ceroplastic art.

BOOK THE FOURTH.
OBJECTS OF ORNAMENTAL ART.

Cuarrer  L—Ornamental bronzes—Antique—of the Renaissance, &c.—Oriental bronzes.

ArPENDIX. Clocks and time-pieces.

o0 11.— Forged iron—Arms — Iuropean—Oriental - Repoussé eopper—Damascened
metals, &c.

- IT11.—Goldsmith’s work — Antique —of the Renaissance—The East.

- IV.—Jewellery —Antique —of the Renaissance —The East.
APPEXDIX. Tortoise-shell  piqué, and inlaid with gold — Boxes

and snuff boxes.

. V.—Gems —Antique—of the Middle Ages and of the Renaissance, &c. The
East.

. VI.—Enamels— Europe—The East.

) VII.—Glass—Ceramics.

»»  VIIL.—Laequer and varnish—LEurope —The [East.
. IX.—Wrought leather.

Ornaments taken from the Bible of Souvigny.



BOOK THE FIRST.

FURNITURE.

CHAPTER L
HISTORICAL FURNITURE.

IN treating of furniture, we must begin by defining the value of the word
according to the different periods to which 1t 1s applied. ln its natural and
general meaning, furniture (French “mcbilier”) represents everything that 1s°
moveable, transportable, and easy to place in security.

In the early ages of our history, man was, to a certain extent, nomadic. If
the necessity of defence caused castles and fortresses to be crected, fitted for
repelling a hostile incursion, and for protecting the humble dwellings which
gathered round them, lords and vassals, rich and poor, providing against a
victorious invasion, or the necessity of going to fight in distant parts for their
country’s cause, held themselves prepared to pack up, i chests kept ready
for the purpose, all the articles composing their possessions; these chests are
therefore the first and most ancient furniture.

By degrees, as public security increased, and society, growing more
condensed, found support in its legal organisation, ease began to decvelop
itself, and with 1t, luxury, that innate want of intelligent races, who require
the satisfaction of the eye in proportion to the enlightenment of the mind.

Strictly speaking, therefore, it was not until after the strifes of the middle
ages that furniture, such as we understand it in our day, could have existed;
that is, an assemblage of objects placed in the principal divisions of the
habitation to satisfy the different requirements, and present at the same time
an agreeable, elegant, and even splendid appearance.

It is difficult, therefore, at the present day, to compose a really historical
set of furniture, even by seeking its elements in the periods nearest to our
own. Customs and wants have altered; ancient pieces have been destroyed
In quantities, and when they are discovered offer but incomplete fittings as
regards comfort—a modern invention—but an absolute necessity in every
luxurious dwelling.
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Some persons have, it 1s true, conceived the idea of transforming old
furniture so as to adapt it to present cxigencies; this is a barbarism against
which all sensible men will protest. let us respect the waifs of past times,
and beware of touching them with sacrilegious hands. It 1s only thus that
valuable relics can retain their prestige, and add lustre to the galleries of their
fortunate possessors. Neither do we admit the compromise adopted by some,
which consists in completing a furniture characteristic of a period, with
modern imitations. Few persons would be deceived by i, and a falsc
specimen introduced 1nto a collection confuses the mind of the visitor, and
makes him doubt the authenticity of the whole.

Let us now glance rapidly at the pericds whence the connoisseur may seek,
with some chance of success, the various parts of a choice sct of furmture.

In the fourteenth century, Charles V. and Jeanne de Bourbon had collected
at the Louvre and in their chateaux countless marvels, of which a detailed
inventory has preserved us the descripticn. It was absolutely necessary that
suitable apartments should be fitted up to contain these treasures, and indeed
all contemporary writings prove the adwiration with which visitors were
impressed, and which was shared by the emperor Charles I\V. and his son
Wenceslaus, King of the Romans, when they came to Paris in 1378. These
princes even felt great pleasure, the writers say, in receiving from the king
some magntficent jewels, “such as they knew how to make in Paris”
Christina of Pisa has sung the splendours of the royal residences, “les
aornemens des sales, chambres d’estrangces et riches bordeures a grosses perles
d’'or et soye a ouvrages divers; le vaissellement d'or et d’argent, et autres
nobles estoremens (meubles) n'estoit se merveilles non.”  But if she finds such
language to praise the magnificence of the sovereign in the 77ésor de la cité
des dames, she can rise up in vigorous opposition to the immoderate luxury
that has introduced nself among all classes, bringing disorder in their fortunes.
She thus points out for criticismi the furniture and elegance of a merchant’s
wife, not those merchants who go beyond the seas, have their factors in all
countries, and are designated as “nobles marchantz mais celle dont nous
disons achapte en gros et vend a détail pour quatre souz de denrées (se
besoing est), ou pour plus ou pour moins (quoiqu’elle soit riche et portant
trop grand estat). Elle fist & une gésine d'ung enfant qu’elle eut n'a pas
longtemps. Car ains qu'on entrast en sa chambre, on passoit par deux autres
chambres moult belles, ot il y avoit en chascune ung grand lict bien et
richement encourtiné, et en la deuxiesme ung grand dressoir couvert, comme
ung autel, tout chargé de vaisselle d’argent. Et puis de celle-1a on entroit en
la chambre de la gisante, laquelle étoit grande et belle, tout encourtinée de
tapisserie faicte a la devise d'elle, ouvrée trés richement en fin or de Chippre,
le lict grand et bel, encourtiné d’ung moult beau parement, et les tappis
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d’entour le lict mis par terre, sur quoy on marchoit, tous pareilz a or, et
estoient ouvrez les grands draps de parement, qui passotent plus d'ung espau
par soubz la couverture de si fine toile de Reims, qu'ilz estoient prisez & trois

N
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cents francs (3,240 francs), et tout pardessus ledict couvertouer a or tissu
estoit ung autre grand drap de lin aussi délié que soye, tout d'une piece et
sans cousture, qui est une chose nouvellement trouvée a faire, et de moult
grand coust qu’on prisait deux cents francs (2,160 francs) et plus, qui estoit si
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grand et si large qu'il couvroit de tous lez le grand lict de parement, et
passoit le bord dudict couvertouer, qui traisnoit de tous les costez. Et en
celle chambre estoit ung grand dressoir tout paré, couvert de vaisselle dorée.
Et en ce lict estoit la gisante, vestue de drap de soye tainct en cramoisy,
appuyée de grandz oreillez de pareille soye a gros boutons de perles, atournée
comme unc damoyselle. Et Dieu scet les autres superfluz despens de festes,
baigneries, de diverses assemblées, sclon les usaiges de Paris a accouchées, les
unes plus que les autres, qui 1a furent faictes en celle gesine; et pour ce que
cest oultraige passa les autres (quoiqu'on en face plusieurs grands) il est
digne d’estre mis en livre. Si fut ceste chose rapportée en la chambre de la
Royne . . . qui gueres plus n'en feroit.”

The fifteenth century could certainly add nothing to luxury such as
this; at the utmost articles suitable for the furniture of an oratory, or a
study, such as chairs, benches, desks and pries-dien, armoires to contain
books, etc.  Guillebert de Metz, however, in his “Description de Paris” will
prove to us the slender proportions to which furniture was then reduced,
even at the house of a connoisseur, by analysing what “maistre Jacques
Duchie” possesses in his hotel of the rue des Prouvelles (Prouvaires).

“La premicre salle est embellie de divers tableaux et escriptures d’en-
scignemens atachies et pendus aux parois. Une autre salle remplie de toutes
manieres d'instruinens, harpes, orgues, viclles, guiternes, psalterions ct autres,
desquelz ledit maistre Jacques savoit joner de tous. Une autre salle estoit
garnie de jeux d'echez, de tables, ct d’autres, diverses manieres de jeux a
grand nombre. [tem une belle chapelle on il avoit des pulpitres & mettre
livres dessus, de merveilleux art, lesquelz on fasoit venir a divers siéges
loings et pres a destre et a senestre. . . . Item pluseurs autres chambres
richement adoubez de lits, de tables engigneusement entaillées, et pares de
riches draps et tapis a orfrais. . . . . "

In the sixteenth century, furniture that may be applied to our own uses,
1s more frequent; the necessity of transport still subsists, and everything
must be made to take to picces; the beds have their columns and other
parts jointed; the tables are on trestles or made to fold down on their
axles; the cabinets are numerous, and varied in materials and dimensions,
so that being filled with valuables, they may find room in the chests or
trunks (bahuts). The chairs with hooks or fastenings, or to fold, in a word
the camp furniture is ready to be packed up together with the ornamental
cushions, the carpets and moveable hangings that they attached wherever
the dwelling-place of the moment was fixed. At the end of the century,
furniture becomes still more abundant, and already the more cumbrous
part ceases to travel; at the moment of lcaving the chiteau containing it
it is consigned to the garrets or the wardrobe room, where it remains until
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the day of return. At this period the taste for curiosities becomes general ;
distant voyages procure objects from Vudie, caskets painted in the Turkish
fashion, oriental carpets and porcelain of China, which was so easily obtain-
able at Cairo that Belon could not believe it really came from the far East.

Casket with handle and fastenings of chased iron. German work of the end of the Fonrteenth
Century. (Collection of late M. Alf. Gérente,)

It is easy to realise at the present day what a palace of the year 1589 might
contain; the “Inventaire des meubles de Catherine de Médicis,” published
by M. Edmond Bonnaffé is in this respect as instructive as possible, and we
here borrow his description of the complicated arrangement of a state bed,
drawn up by Trubart the upholsterer.

“Ung lict & doubles peutes & campanes au gros poinct de tapisserie de
soye rehaussé d’or et d’argent, grany de six pentes de tapisscrie trois pour

le haut et trois pour les soubassemens, quatre pentes de damas blanc figuré
C
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d’or, sur lesquelles y a des bandes de broderie d'or et d’argent cliquant,
pour servir au dedans du lict, quatre quenouilles du mesme damas, trois
grandz rideaux de mesme damas garnys d'une bande d’ouvrage de soye
rehaussée d'cr et d'argent par dehors, et par dedans d’'unc bande de broderie
d'or et d’argent cliquant avec des chiffres, quatre bonnes graces de tapisserie
de soye rehaussée d'or et d'argent doublée du mesme damas blanc figuré
d'or semblable aux rideaux, la couverte de parade de mesme damas blanc
figuré d'or garny de pentes de broderie d'or et d’argent cliquant au lieu de
passement. Le tapis de table trainant de mesme damas, garny d’une bande
de tapisserie de soye rehaussée d'or et d’argent faicte en cordeliere, le bas
d'une bande de tapisserie de soye a campane rehaussée d'or et d’argent.
Ung dez a doubles pentes, les pentes de dehors faictes de tapisserie de soye
a gros poinct, rehaussée d'or et d'argent, de damas blanc figuré d’or garny
d'une bande de tapisseric de soye rehaussée d'or et d'argent facon de corde-
liere, la queue et le fond moictié de damas blanc figuré d’or et 'autre moictié
de mesme, les pentes de dehors les dictes pentes doublées de taffetas blane,
la queue et le fond doublés de bougran blanc, sur deux aulnes en quarré.”

We must not forget that i1t is here question of a royal bed, and to
return to less exceptional things, let us go back to Cluny, where the decora-
tions from the chateau de Villepreux belonging to Pierre de Gondy, bishop
of Paris, will show the luxury of the sixteenth century in a simpler form,
and allow us to compose a bed more appropriated to present use.

We must also point out this mmportant peculiarity, that the inventory of
Catherine de Médieis shows a very numerous collection of ebony cabinets
inlaid with 1vory marquetry and those of German fashion, that is, a marquetry,
of various woods; but it passes over in silence picces of furniture in wood-
carving which must have been still in use, as may be proved by those
bearing the cypher of Henry II. and the double crescent to be met with in
museums, and among collectors. Tt is an indication of the possible mingling
of these three kinds in one whole. We still keep to the genuine sixteenth
century, so long as we do not see the rather cumbrous pieces of the time of
Henry IV, which lead directly to the style of Louis XIIL

The furniture of this period of transition, which is occasionally sombre
from the abusc of ebony, has already a degree of pomp announcing the
century of Louis XIV.; and when we say furniture, we do not mean pieces of
outward show, more luxurious than useful. This is one of the characteristics
of the period of the great king; everyone has witnessed what remains of
Versailles, and the wonderful pieces inherited by the ILouvre, after the
revolutions, which had swept them away from the royal residences; of such
was composed the fittings-up of the palaces of the great.

Germain Brice, describing Mazarin’s palace in 1698, says:—



High-backed Chair of Walnut of the reign of Francis 1. (Collection of M. A. Morean.) Semi-circular Revolving
Chair, painted, gilt, and varnished, German workmanship of the Fifteenth Century. (Collection of M. Recappé.)
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“Il n'y a point de licu dans Paris ol il y ait plus de curiosités, n1 qui soit
rempli d’une plus grande quantité de meubles précieux que celui-ci . . . Pour
des meubles, on en voit partout de magnifiques, dont on change a chaque
saison de l'année . . . Apres avoir passé plusieurs chambres de plein-pié,
tendues de riches tapisseries rehaussées d'or et d’argent, on entre dans une
longue galerie, remplie de chaque coté de cabinets garnis de pierreries et de cise-
lures d'or et d’argent qui sont sur des tables de marbre ou de pierres rapportées.
On y verra ausst des vases de jaspe et d’albatre, de diverses grandeurs, avec de
petites statues de bronze, d’un travail exquis. Le plancher de cette galerie est
couvert d'un tapis de Turquie tout d’une picce, d’une longueur extraordinaire.
Les appartements d'en bas ne sont pas moins magnifiques. Toutes les salles
qui le composent sont plemes de cabinets d'Allemagne et de la Chine, avec
des coffrcs de vernis du Japon, d'une légéret¢ et d'une odeur admirable

. Dans une autre chambre qui est proche, 1 y a de grandes tables de
pierres rapportées et de marbre. l.a galerie basse et le salon par ou on doit
passer sont aussi remplis de bustes et de statues antiques. Cette galerie est
de la méme longucur que celle dont on a déja parlé. Enfin, on ne saurait
trouver ensemble une plus grande variété de belles choses, des horloges, des
pendules extraordinaires, des statues d'argent et de vermeil doré, des vases de
méme matiere et en grand nombre.”

A more complete picture, more clearly proving the absence of useful
furniture could not be desired. In order to find such, in an intimate and
coquettish form, we must pass to the reign of Louis XV, the king who
deserted the state apartments to take refuge in by-places with secret doors
and back staircases.

But here, 1f the “grandiose” style has disappeared, that of exaggerated
caprice takes i1ts place; everything is distorted; broken and complicated
(tarabiscoté ), the exuberant curled endive appears in everything; simplicity is
unknown. It is the period above all others the most difficult for the man
of taste; ugliness jostling with what is mere extravagance of fancy or of
elegance; while by a judicious choice, discarding the exaggerations which are
the cvident work of artists of inferior merit, who can only be impressed with
ideas from their extremest point of view, the elements of a charming set of
furniture for the bedchamber, the boudoir, or the retiro, may be found. Here
begins the remarkable era of metal chasing, and the bronzes applied to
cabinet work, as in flambeaux, girandoles, and lustres, are often of admirable
workmanship, and talented conception.

We shall say little about the period of Louis XVI.; public taste leads
everyone 1n that direction, and it is perfectly well known. The coquettish sim-
plicity of its style is an intelligent protest against the “rocaille” and looseness
of the preceding furniture. We find in it all that our present wants demand,
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united to the most delicate designs. The only dangers that connoisseurs may
meet with, are scarcity, high prices, and the fear of umitations.

It may be seen by this rapid sketch what difficulties exist in the formation
of an historical set ¢f furniture, and what care and tact must be used in order
to avoid anachronisms. From the earliest ages, the love for rare and curious
things had introduced that happy variety into private houses, which so well
characterises the taste of the collector. The Romans liked to surround them-
selves with the valuable objects which conquest or distant cominerce could
procure them; the Middle Ages had the same tendency, and the search for
exotic treasurcs increased with time. In our own country, the crusades were
a first revelation, the wars in Italy completed the werk, and gave rise to our
Renaissance.

Oriental works, rich carpets, and antiquities have therefore a right to take
their place amongst ancient furniture, in order to heighten its charm;
this 1s evident from the preceding descriptions. In the seventeenth century
India and China mingle therr products with those of our national industry;
under Louts XV. pcrecelain intrudes itself everywhere; 1t 1s the period of the
development of our national manufacture, and of the discovery in Saxony of
a hard paste similar to that of the Chinese. Not only the table, but chimney
pieces, furniture, and console tables are covered with groups, vases, and
girandoles of novel invention, which does not, however, cause oriental works to
be proscribed. These novelties lose part of their vogue under Louis XVI,
and French porcelain tends to take their place, with its delicate paintings, and
soft and varied colouring. Sc¢vres porcelain harmonised wonderfully with the
rose-wood veneering, and chasings rivalling jewellery, with the dead gilding
of the bronzes, and the fine goldsmith's works emulating the antique. Art,
then, or to say more, science, consists in knowing how to choose these different
elements, and so to combine them, that taste may be satisfied without injury
to historical truth; the impression is then complete, and the visitor can
imagine himself living at some other period.

To attain this is doubtless difficult. Not only great sacrifices have been
made, but a combinaticn of fortunate circumstances have enabled some
connoisseurs to complete a salon, a bed-chamber, a boudoir, with things not
only ancient, but of a precise epoch. Thus everyone quotes the Louis XIV.
salon of M. Léopold Double, and Duthé’s charming boudoir, in which the
ceiling and painted panellings are accompanied by all the accessories of the
same origin, patiently collected, purchased under the excitement of public
auctions, or snatched from the hammer of demolitions. The sumptuous
apartments of the Rothschild family are also much admired; where every
moment one expects to see appear the sympathetic forms of Marie Antoinette
and Madame de Lamballe, who are everywhere recalled to one’s recollection.



CHAPTER II.
ECLECTIC FURNITURE.

THESE difficultics nced not discourage those who desire to borrow from the
past the cbjects which surround them; if, from the severity of its exigencies,
history should escape them, they can make use of a compromise, which taste
admits, by composing a purely eclectic set of furniture.

Let us here explain; among the connoisseurs of our day, there are some
who, like their ancestors of the Renaissance and the following centuries,
openly assume the name of the collectors and possess a cabinet. In those days,
as we know, the cabinet, which was an appendage and ornament to a habita-
tion, contained, besides jewellery and other articles of personal ornament,
specimens of goldsmith's work, bronzes, arms, marbles, medals, crystals, and
pietre dure, pictures, in short, all that constitutes a collecticn. In the present
day many who collect relics of the past, refuse, from modesty, to avow that
they possess a cabinet. Are they less rich in rarities than the old connoisseurs?
Not so; but what they acquire is not grouped in a single gallery, in the
cabinet; it is scattered about everywhere, surrcunding them wherever they
may be, and their enjoyment of it is increased because every moment they
have within reach one of the thousand objects they love. This, therefore, 15
precisely what constitutes eclectic furniture.

Can it be concluded from this that it is sufficient to possess valuable things,
and to bring them together by chance, in order to come within the rules of
cclecticism?  Certainly not; and whoever may have been able to see the
hotels of M. Adolphe Moreau, of M. Georges Berger, of Baron Charles
Davillier, and of M. Edmond Bonnaffé, will be convinced of this; he will
remark that a strict rule of propriety and good taste governs this apparent
caprice. A rich interior should not indeed resemble the well-furnished shop
of a dealer, and ill-assorted objects are always disagreeable; works bearing
the special date of their style, possess obvious harmony; the credence tables
of the Middle Ages, and the chests with their delicate Gothic tracery, would
be out of place, if placed side by side with commodes and bureaux of
tortured forms, glaring with twisted and intrusive brasswork; the solid
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French faience would look ccarse placed in contact with the furniture of
Louis XVI, and Sévres porcelain would appear insipid on a Boule cabinet,
by the side of rock crystals of the seventeenth century.

It will be asked, then, where is a rule to be found? We repeat, in taste.
Let us declare to the credit of our artists that it is principally to them that
we may go for advice on the scientific assembling together of these different
objects; the choice of form, the truc key-note in the assortment of colours,
the supreme elegance of the whole put together, denote the experience gained
in their daily studies, and in their historical information, bringing to light
amongst such as are colourists by instinct, all the power of this particular
talent.

The showing off to advantage an Arras or Flanders tapestry, to display a

lacquered cabinet, a “piqué” of India, or an ebony incrusted with ivory, in
their best light, to find the suitable place for arms, porcelain, and bronzes,
to exhibit a terra-cotta of Clodion, an ivory of Duquesnoy, or the goldsmith’s
work of Baslin; to suspend in their right place a Persian embroidery, an
Indian brocade, a Japanese rouleau could never be the work of the first
comer. The anachronisms between two 1ll-asscrted pieces may be as offensive
to the eye, as between the scaltered parts of a complete set of furniture, the
finest pieces of armour will assume the look of old iron, according to the back-
ground which scrves to set them off.

The true secret lics in finding out transitions; 1t 1s in this that M. Barbet
de Jony excels, not cnly in the judicious grouping of the public treasures of
which he is the keeper, but in the arrangement of his private abode.

Of all things, the least difficult to arrange are those of oriental origin;
their purity of taste, and brilliancy admits of their braving every contact.
Francis 1. admitted them, notwithstanding his passion for works of the
Renaissance. Under 1.ouis XIV. the furniture and porcelain of China and
Japan, were associated with marquetry and bronze to relieve their severity.
Their part in decoration gradually increased in the following reigns, and at the
end of the eighteenth century, became dominant, as we may judge by this
description of a boudoir, taken from “Angola,” an Indian story, a work
contrary to all probability. Agra (Paris) 1746.

“Un lit de repos en niche de damas couleur de rose et argent, paraissait
comme un autel consacré a la volupté; un grand paravent immense len-
tourait; le reste de l'ameublement y répondait parfaitement; des consoles
et des coins de jaspe, des cabinets de la Chine chargés de porcelaines les plus
rares, la cheminée garnie de magots a gros ventre de la tournure la plus neuve
et la plus bouffonne, des écrans de découpures, etc.”

Yes; such was precisely the buffoonery and luxury of a gallant and
frivolous age, rushing with heedless mirth into the gulf which was






CHAPTER T1II.
FURNITURE— DIFFERENT KINDS.

THE furniture of the Middle Ages must be divided under two different
heads; the most important examples are evidently those for religious use.
Where indeed should the greatest splendour of art be exhibited, than in the
house of the Almighty? Were not the workmen established in monastic
houses specially bound to devote all their energies to the adornment of the
Church? History proves it; and the masterpieces of art must be sought
amongst the stalls of the choirs and the ornaments of the sacristy.

We shall dwell but little, however, on this branch of furniture, which
diverges slightly from the special object cf this study; it will be sufficient for
us to point out the types in our museums which exhibit its characteristics.
First of all we shall mention the snmptuous sacristy “dressoir,” or sideboard,
preserved at Cluny, taken from the church of Saint Pol-de-Léon. Its triple
staged construction, the lace-like delicacy of its pierced canopies, its panels on
which the arms of France and Brittany, and those perhaps of some donor, stand
in relief ; its beautiful locks of wrought iron decorated with beaten and chased
work, bearing the same arms as the wood, make it one of the most interesting
specimens of the cabinet work of the fifteenth century. A no less important
piece of the same period is the carved woodwork grating forming the
enclosure of one of the chapels of the church of Augerolles (Puy-de-Déme).
We may also mention a large refectory bench with the arms of France,
probably taken from some royal abbey, and we will stop on the threshold of
the Renaissance when religious and secular furniture become assimilated.

To discover the remnants of the tatter, we must necessarily search the
manorial habitations. The first workmen employed in the construction of
the different recipients of all sizes destined to contain and transport each
person’s property, were simply carpenters. Neither i1s it a matter void of
interest, to pass in review the various terms which have served to qualify this
primitive style of furniture. The “bahut” was originally a leathern or
wicker envelope covered with cloth, used to contain and protect a large
box, in which cther smaller boxes were lodged; in the course of time the
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Moveable Stall. Flemish work of the middle of the Fifteenth Century. (C
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name passed from the covering to the box itself, and served to designate
even armoires (wardrobes) and écrins (jewel caskets). The coffer is subject
to a still greater number of variations; it is often confounded with the bahut,
or chest, and becomes synonymous with trunk (malle), casket, and the large
trunk, called “bouge,” as capacious as the osier basket. When very large the
coffer was used as a receptacle for the other boxes when on a journey, and at
lLiome its interior served the purpose of our armoires. It was also used as a
seat, and even as a table. As for the smaller chests or caskets (coffrets), they
varied as much in shape as in material, and those made of gold, silver, precious
woods, chased or enamclled copper, played an important part in the elegant
life and the splendour of the Middle Ages; the custom of locking up in coffers
not only valuable jewels, but specie, caused the name to be adopted to express
the finances of king or state.

The huche is again another coffer or bahut, sometimes called arche,
huceau, hucheau, huchel, and buffet; the hucheau was not so large as the
huche, and nothing enables us to distinguish whether the other varieties of the
name indicated a difference of form or use. M. de I.aborde, in his learned
glossary, only remarks that by rcason of the many precious cbjects contained
in the huches, the domestic officers of the royal palace took the name of
“garde-huches.”

To return to our primitive workmen, the carpenters: art with them was
held naturally a secondary rank; solidity, it may well be imagined, was the
first qualification for these chests, which were destined to frequent journeys
on the back of powerful sumpter horses (called chevaux bahutiers), to
circulate through thc winding staircases and narrow passages of feudal
towers, and bear the weight of those who used them as a seat; accordingly
one of the most ancient of decorations consisted in the application of
complicated iron mounts, which added their strength to that of the skil-
fully fashioned woods. The Parisian museum of the hétel Carnavalet
posscsses one of these coffers, iron bound on the same system and perhaps
by the same hand as the celebrated entrance doors of Notre-Dame, one
of the masterpieces of the thirtcenth century.

From the close of the eleventh century, however, the necessity of em-
bellishing with ornaments in relief such objects as were constantly placed
within sight, and which required to be in greater harmony with the splendour
of hangings and dress, began to be understood; they even went farther,
and broad surfaces were covered with gold grounds, set off with paintings.

In the following century elegance of form began to be considered; and
wood turned with the lathe was introduced in the construction of furni-
ture, and then in the thirteenth century the grounds were ornamented with
sculptures in low relief.
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During thesc two centuries, however, furniture remained within very
narrow limits; as we have just observed, huches and bahuts constituted its
basis, clothes, linen, valuables, and money being consigned to them; the
bedstead came next, then the chair, or chaiere, of the master of the house,
high-backed benches, some stools (escabeaux), the sideboard (buffet), which
was moveable, and permitted circulation round it for the convenience of
service, and the dressoir, in the formi of an étagére, on which cloths were
spread at meals, and the most valuable plate laid cut on the narrow shelves
which rose in steps at the back. The beds were hung round with curtains
suspended by a system of cords, and the larger pieces of furniture ornamented
with portable cushions and Saraccnic carpets.

The thirteenth century, while bringing tools to perfection, also caused a
separation amongst the workmen specially employed in the construction of
furniture, who thenceforth were divided into two different classes: car-
penters and joiners. The first applied themsclves solely to massive works;
the others, advancing further and further into the domain of art, became
assimilated with the “ymaigiers” or regular sculptors, and traced on the
pliant wood flowery patterns, with elegant scrolls of foliage forming a frame-
work to personages and scenes from sacred or profane history, or else
representing in Gothic or quadrilobate compartments subjects of fabliaux or
legendary songs.

In the fourteenth century and during the first years of the fiftcenth, elegant
luxury was displayed more especially in costly stuffs, and tapestries with
which the furniture, seats, and benches were covered. The flowing draperies
of the beds partook of this taste, which originated with the Crusades, and had
been inspired by the sight of the magnificent fabrics of the East. Sculpture,
nevertheless, continued progressing, and in Italy marquetry, cvidently of
Oriental derivation, began to have a sharc in the working of wood.

In the fifteenth century, the appearance of a bedchamber is thus repre-
sented; the curtained bedstcad, with corniced tester, displayed its costly
coverlets; on one side was the master’s chair, then the devotional picture or
small domestic altar attached to the wall. The dressoir and cther small pieces
of furniture were to be seen ranged round the apartment, and often in front of
the immense fircplace was a high-backed seat where the inmates came to
seek warmth. This arrangement, which is seen i1n miniatures and tapestries
taken from various sources, proves the uniformity of habits in the different
classes of socicty. Here we find personages whose dress and elegance
denote their high position; here again are plain citizens surrounded by
their serving men, and by a number of objects which allow us to judge
that the apartment i1s at once the bedchamber, reception-room, and refectory
of the family.
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If we enter the study of the statesman or of the writer, we find the high-
chair, or faldistoire, with its monumental back, the revolving desk called a
“wheel,” used to keep a certain number of books within reach, lecterns, and
various other sorts of desks for writing.

This age, moreover, corresponds with the complete development of Gothic
architecture, and the pieces of furniture inspired by the same taste, are
divided into flamboyant Gothic arcades, and crowned by fine needle-shaped
crockets, and floriated croziers; their niches contain elegantly quaint figures,
and the panels, with their bas-reliefs, rival in perfection the retables (altar-
pieces) and triptychs of intricate workmanship.

Accordingly, these articles of furniture have no parts of them covered,
except such which must be so from necessity, so that the ingenious concep-
tions of the artist may be left exposed to view. Much of this furniture served
only for luxurious display, while that which was destined for travelling
remained simple in form, and was modestly concealed in those parts of the
dwelling reserved for private life.

We shall not extend this brief sketch any further, for, from the sixteenth
century, both public and private life is pictured in so large a number of
monuments, paintings, tapestries, engravings, and manuscripts, that it would
be superfluous to attempt an analysis essentially colourless beside the originals.

What we have now to do, 1s to study furniture no longer as a whole, but
in its different kinds, so as to show its progress and connections, and cause its
styles to be appreciated in their successive transformations.

§ .—FURNITURE OF SCULPTURED WOOD.

What we have said previously of the uses of primitive furniture, renders it
needless to insist on the fact that the greater part was of oak; nothing less
than this solid material, put together by the stout joining of the carpenters,
could serve for resisting the constant journeys and endless joltings. It will
be understood that it is unnecessary to dwell long on the subject of the first
chests, the majority of which must have disappeared. 1t is when art begins
to manifest itself that interest commences. e have already mentioned the
iron-bound coffer of the hotel Carnavalet; we will also examine as a charac-
teristic of the end of the thirteenth century, the curious piece purchased at
Alfred Gerente’s sale by the musée de Cluny. It is-a chest (bahut) of
which the sides are ornamented with arcades, enclosing figures of men-at-
arms in full armour, and jugglers; onc of the ends exhibits a warlike
cavalcade, and the other, a tree with spreading branches laden with leaves;
the top, slightly rounded, is of quadrilobate medallions, containing scenes
illustrative of manners and customs, and civil and military personages. The
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iron work is in a more advanced style of art than the wood; indeed we may
fix the apogee of the smith's art at the commencement of the thirteenth
century.

A sort of gap occurs between this period and the fifteenth century, when
examples become plentiful, a gap which is indeed filled up by works in
sculpture which sufficiently manifest the gropings of art; it i1s a pertod of
transition, and the differcnt appellations by which workers in furniture were
designated, are an evident proof of the indecision existing in the exercise of
their trade; somec are called carpenters, others are “huchiers” and coffer
makers, finally the name of joiner (menuisier) appears, so to speak, with the
new form of art, and when it begins to display its clegancies. To find
cabinet-makers, we must pass over another century, and enter upon the
full period of the Renaissance.

Here, however, are the first names which appear 1 the archives of the
Middle Ages:—

r316. Richart d'Arragon. coffer-maker.
1349. Hue d'Yverny.

1352. Guillaume le Bon, cofter-maker.
1335. Jean Grosbois, hnchier.

1355. Jacques de Parvis, huchier.
1360. Jehan Petrot, chesshoard-maker.
1365. Colin de la Baste huchier.

1365. Hannequin de la Chapelle.

1365. Thibaut le Roulier.

1387. Jehan le Huchier.

1388.  Jehan de Richebourt.

1391. Jehan de Troyes.

1396.  Simonnet Aufernet, huchier.
1397. Robin Garnier. eoffer-maker.
1398. Girardin, huchier.

1399. Jehan de Liége, carpenter.

1399. Sandom, huchier.

In the fifteenth century we hear of Mahier, a wheelwright, who, in 1415,
made a wheeled chair in walnut wood to carry the queen, Isabeau de Baviére,
on her recovery from an illness. Was it a work of art? Two things may
cause us to suspect so; first, the choice of the material, and next, the habitual
elegance of the woman of coquettish memory who was to be borne in it.

The other workmen : —

1448.  Piercequin Hugue,
1454. Sanveton Fumelle,
1465. Guillaume Bassett,

1477. Gnillaume Boyrin,
1478. Jehan de la Planche,

take the name of huchiers, excepting Fumelle, designated as a joiner.



Pancls of an Italian cassone decorated with paintings, middlc of the Fifteenth Century. (Colleetion of
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Therc were even specialists, like Lucas, making chessboards in 1496, as Jehan
Petrot had done in 1300.

With the progress of luxury and talent, trades become confused, and the
different branches mingle together. Already, 1n 1450, ltaly, while preparing
the development of her special gentus, exhibits men of unusual talent in every
profession.  Giuliano da Maiano and Benedetto, sculptors and joiners, not
satisfied with the resources afforded by rich architectonic compositions com-
bined with statuary, desire to add to it a variety of shades, and imagine the
plan of incrusting wood with divers inlaid work, or marquetry. They thus
form a school whence spring the intarsiatori, of whom we shall speak further
on. The pure cabinet-maker carvers flourished none the less; 1n 1400,
Marco Brucolo and Antonio Torrigiani constructed the kind of tabernacle
made to preserve the manuscript of the Pandects at Florence. Thomas
Soderini, the gonfalonier, employed l.orenzo de Bicci in 1451, to add to the
richness of the work by painting on the pediment of Saint John the Baptist;
and on the doors, Moscs surrounded with golden lilies, and the symbols of the
four Evangelists,. This custom of uniting painting to wood carving then very
much prevailed, and Dello, the painter, who died about 14355, had gained a
reputation in this branch of art.

We should donbtless be rash in attributing to him the scenes we reproduce
from two panels of a chest (bahut) belonging to M. Henrt Cernuschi; all that
can be said 1s, that they are from the hand of a master. A similar chest from
the same collection 1s also valuable on more than one account. Of incontes-
table [talian origin, it is sculptured with ornaments of an elegant Gothic style,
which are curiously combined with certain antique and romanesque reminis-
cences; thus, the upper frieze is a classic scroll (posze), arranged 1n the Gothic
style; the four front compartments are composed of arcades of elliptic shape
(anse de panier), trilobed 1nteriorly, and supported by small twisted columns;
all this architecture is with coloured grounds, and completely frames the
subjects, which represent the same young man presenting himself successively
before men 1n religious costumes; then in a castle, where his presence 1s
announced by men sounding the trumpet, while women advance to receive
him, and introduce hun into the interior of the dwelling. The last picture
represents a room in which the young man is seated between a matron and a
young girl, who has appeared in the two preceding pictures; musicians are
sounding trumpets, and everything suggests that it is a betrothal ceremony.
Thus the chest (bahut) of the fifteenth century.is already the cassoze, or
marriage coffer, which was presented with the wedding gifts, a custom we
shall see reproduced throughout the whole of the following century in Italy,
and which has been adopted in our own country, where the splendidly
furnished “corbeille” is still an object of great costliness.
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What confirms us in our opinion that it is a marriage coffer, 1s another
painted specimen belonging to the Cernuschi collection, in which this title
declares itself; in this, appliqué ornaments of antique style, and gilded, form
three compartments. The middle one contains a painted escutchcon in relief ;
the two others represent a young married couple, followed by a cavalcade, and
accompanied by musicians, arriving at the paternal dwelling, where they ask
for admittance; they are rcceived, and the mother embraces the young
wife in a colonnaded vestibule in the presence of the assembled family;
the train of attendants, tco, has disappeared, and all we ean see near the
doorway is the sumpter mule laden with the baggage of the married pair.

This piece 1s also of the fifteenth century, as the costumes show, but its
style of ornament already gives us a foresight of the Renaissance. We shall not
even attempt to give a list of the Ttahan artists who were able to devcte their
chisel to the embellishment of furniture; contemporarics themselves have
contented themselves with observing that the most illustriouns among the
sculptors did not disdaimn this branch of art.

It is extremely difficult to fix with certainty the dates of the works of the
fifteenth century. The most ancient and the most numerous are derived
from the Gothic, buttresses, mullions, trefoils, and rosettes (rosaces) form their
most common ornament; but this style lasted, more or less, for a consider-
able time, becoming modified according to centres and taste; the Gothic of
the north of France is not that of the south nor of Italy, and the pieces with
figures have yielded to still more variable influences. There are some pieces
of furniture without analogy to any others, and which defy all classification;
of such is a magnificent cedar-wood chest belonging to M. Edmond Bonnaffé.
Personages wearing the costume of the Court of Burgundy towards the
middle of the fifteenth century, represent episodes from the fabliau of the
Fontaine d’Amour, framed in a rich scroll border, with animals running
among the foliage. This border can hardly remind us of anything but the
costly siculo-byzantine tissues exccuted at Palermo. Yet, as regards work-
manship, the piece is still mere’ carpenter's worlk, its joining is of the simplest;
the lid, plain and without moulding, is bordered by a crossed pattern of
small hollow triangles, imitating the setting of Oriental marquetry (piqué).
The subject itself is deeply graven rather than sculptured. The close of the
century, especially, is a compromise between the past and the tdeas of the
Renaissance. After Louis XIII. we must find very unmistakable signs in
order to distinguish what is of the fifteenth or of the sixteenth century,
French or Italian. On all sides, people sacrificed to a taste for the antique;
the palmette ornaments, the branches of floriated scrolls, and the acanthus,
with its caulicoli and boldly cut lcaves, replaced the western flora. In
some old centres, however, they still kept behind in the carvings of flam-
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Marriage coffer or cassone with an escutcheon in relief and suhjects painted ; Italian work of the Fifteenth Century.  (Collection of M. H Cernuschi.)
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Marriage coffer or cassone ornamented with gilded reliefs and paintings; ltalian work of the Fifteenth Century. (Collection of H. M. Cernuschi.)
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boyant arcades and Gothic canopies, and the new fashions often led the artist
to make a mixture of styles indicative of the transition in ideas and in
operation.

As it almost always happens, where art extends its domain, and where
the wants of luxury increase, the phalanx of artists’ names become rarer in
our archives. We find :—

1522. DPierre Forbin, joiner, of Bourges.

1541, Martin Guillebert, huchier.

1550. Marcel Frerot, joiner.

1555. Francois Rivery, joiner of Catherine de Médicis.

1564. Francois Lheureux, employed by Catherine de Médicis.

As for Italian names, how could we collect and quote them? At the
glorious period of the Renaissance, the idea of forming categories in art had
not been originated; the bold geniuses of those days simultaneously applied
themselves to architecture, sculpture, painting, and goldsmiths’ work, and
not one of them would have thought he descended from his rank by diminish-
ing the proportion or varying the subject of whatever issued from his brain.
It is, therefore, amongst the regular sculptors that we must seek for the carvers
of small figures and of furniture, that is, amongst the Donatello, Bernardino
Ferrante, the Canozzi, the Moranzone, Antonio and Paolo Mantoani, Fra
Giovanni di Verona, Fra Sebastiano di Rovigo, Brussolon di Venezia, etc.

Already furniture becomes complicated; the credence, a simple table for
making the essay or tasting provisions, as its name indicates, becomes an
elegant cupboard, breast-high, often with flaps, and a small under shelf; then
it is completed by a back picce, and even by a shelf, passing on thus to
the form of the buffet. What was this last? At first the name was
given to the room destined to contain the most valuable plate; later on it
was applied to a piece of furniture serving the same purpose, and by analogy
to the articles which decorated it. We will borrow from M. de Laborde the
description of a buffet offered to the King of Naples for his coronation in
1495: “Au milieu de la salle avoit ung buffet qui fut donné au Roy, ou y
avoit linge non pareil, de degré en degré et y estoyent les richesses d'or et
d’argent, qui appartiennent au buffet du Roy: aiguieres, bassins d'or,
escuelles, platz, pintes, potz, flacons, grans navires, couppes d’or chargées de
pierreries, grilles, broches, landies, pallétes, tenailles, souffles, lanternes, tran-
choirs, salieres, cousteaulx, chaudrons et chendeliers tous d’or et d’argent.”

The dressoir or étagere differed little from the buffet; large pieces of
gold plate and other sumptuous articles were exposed there, the number
of shelves was fixed by etiquette, according to the rank of the persons.
The dresser was therefore the buffet of reception rooms, as the buffet was
the dressoir of the banqueting hall.
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We will not speak of the chairs or chaicres, some surmounted by a dais,

others with an clevated back,
often crowned with an es-
cutcheon; we refer to the dif-
ferent models which may be
seen of them at the Louvre, at
Cluny, and in the collections
of amateurs; it would require
a long chapter to mention
the folding-chairs, not less
complicated than our present
mechanical easy chairs, or
revolving chairs (chaises a
pivots), which allowed a person
to turn directly round towards
his interlocutor, and the gos-
siping-chair ~ (chaise  caque-
toire), whose not very refined
name indicates an analogy
with our “causeuses.”

Where it is necessary for
us to pause a moment, 1s at
the word cabinet. The Mar-
quis de Laborde considers
this piece of furniture, of such
general use in the sixtcenth
and seventcenth centuries, as
a chest, or bahut, raised on
four legs, which was filled
with small drawers, all shut
together behind a folding
door, sometimes with+ four
locks. An architectonic dis-
position was given to this
piece, exteriorly as well as
interiorly, and the cabinet was
formed. The learned arche-
ologist has overlooked the
transition which took place
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(Collection of Comte de Briges.)

Marriage coffer of carved wood: Italian work of the Sixteenth Century.

in the sixteenth century between the cabinet, properly so called, and the
“armoire,” a piece of furniture composed of two separate bodies superposed,
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and crowned by an elegant pediment. The fact 1s, that the armotre 1s a
cabinet, of which the supporting table has been replaced by a cupboard, with
folding doors, and thus utilised.

But it would be a hopeless task to describe these different pieces of
furniture, which recommend themselves to the connoisseur by their splendid
figures, medallions with busts almost in relief, and arabesques of the finest
taste. This cabinet, or this credence, 1s a masterpiece in every respect. A
sertes of thc coffers, or “cassons,” of Italian origin, afford the most interesting
subject of study as regards histcry and art; there 1s onc in the Cernuschi
gallery with plain mouldings, and entirely ornamented with paintings, which
we should feel inclined to attribute to the beginning of the fifteenth century,
if the costumes of the personages did not indicate the period of Louis X1I.;
those from Baron Gustave de Rothschild's collection are nearly of the same
period, and yet their magnificent sculptures in relief, broken at intervals by
escutchcons, the griffin supporters, the elegant arabesques which stand out
boldly from the gilded and piqué background, would seem to remove them
nearly a century further distant. These gilded backgrounds are a remnant of
the customs of the Middle Ages, for the greater part of the furniture which our
museums possess, and which shine with the warm colouring of old polished
oak, were once 1illuminated in their backgrounds as well as in their reliefs.
There 1s still to be scen at Cluny a coffer representing the twelve apost}es.
which has retained its ancient paint.

It is to the Renaissance, therefore, that we owe that progress which was to
substitute the simple force of relief for the artificial brilliancy of blue or of
vermilion. To strengthen this force, they began to choose fine woods, more
accessible to delicacy of touch than oak with its rough fibres. France
especially gave the preference to walnut wood, raising on its smooth surface
figures borrowed frem the schocl of Fontamebleau. The choice of material
and the style of workmanship, enable us to determine a certain number of
schools; that of the north of France, faithful to its ancient traditions, retains
the oak wocd, and covers it with scenes in which the personages, though
rather short, assume an ecnergetic severity; the abusdant ornaments remind
us of those of Rouen, and of other Norman edifices. The schools of Tourain=
and Lyons, nearer to the scurces of the Renaissance, trace on fine grained
woods, rich arabesques, use winged sphinxes to support the tables, or the
basements of their small edifices; and carve upon them clegant groups
inspired by Jean Goujon and Germain Pilon. As for the Burgundian schcol,
1t possesses all the perfections, for it stands in the very centre of progress;
since Philip the Good, it has known all the splendours of luxury, and received
all the encouragement that can heighten art.

The sixteenth century, therefore, presents us a most varied and interesting



Credence of carved oak, probably exccuted for Maximilian I. (Collection of M. d'Yvon.)
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series in furniture; coffers, credences, cabinets, double-bodied presses or
armoires, tables, beds, seats, monumental doors, all can be obtained from it,
and all in perfection. We must make a distinction, however, and not bring
the simple, and light compositions of France, in contact with the redundant
productions c¢f Germany. Some amongst these, notwithstanding the science
of their workmanship, sculpture exuberant garlands, and make salient brackets
and caryatides, whose sturdy structure seems barely sufficient to maintain the
equilibrium of the piece. This is degeneracy and it attains its final limits in
what is called kunstschrank (cabinet). The cabinet-makers of Dresden,
Augsburg and Nuremberg, that is Hans Schieferstein in 1568, Ulrich
Baumgartner in 1605, Hans Schwanhardt, the inventor of undulated carving,
do not content themselves with using various woods in its construction and
appliqués of stones; they call the goldsmiths to their aid, and 1n 1585, Keller-
thaler of Nuremburg covers the smallest surfaces of the wood with repoussé
silver, and varicus gems. It is the close of the Renaissance i1t is true, and the
threshold of the seventeenth century; but in our own country at the same
period, the decline only manifested itself by the application of marble on the
panels, and by the intervention of ebony.

We should consider as a variety of the wood sculptures of the Renaissance
designs sketched out on the wood, and covered over with a preparation of stucco
moulded in relief and afterwards painted and gilded, as was done in the case of
frames, consoles, etc. \What we meet with most frequently in this style are
small jewel caskets, and other minor articles accessory to rich furniture.
Some principal pieces however have existed, the disappearance of which
should be attributed for the most part to their fragility alone. At the time
of the sale of the Séchan collection, a cassone, or marriage coffer, was to be
seen, belonging to the best period, the exterior of which, discoloured and
defaced by time, scarcely conveyed any 1dea of its original splendour. In the
form of an ancient sarcophagus, supported and divided by elegant caryatides,
its reliefs represented wreaths hanging from the heads of cherubs, and borders
of palmettes, separated by tritons with convoluted extremities; the upper
“semé” 1mpossible to distinguish, so greatly had its
details been injured. On raising the lid, all was explained; its interior, like
the top, was a diaper pattern of gold rosaces, relieved by a red ground; all
the fillets of the moulding, of dead gilding, and bordered by a row of beading,
were ornamented with arabesques of a dull blue. The circumference of the
chest being furnished with closed compartments, served as a receptacle for
valuables, which were thus kept separate from the large cavity appropriated
to clothes. These boxes, of a dark green colour, shone with the heightening
of fine arabesques in gold. By means of these elements of ornamentation, the
imagination could easily complete the restoration of the external sides, and

part showed traces of a
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the connoisseur could realise the degree of costliness to which a piece of
furniture of this description would attain.

We pause here; not that the seventeenth and eighteenth centuries were
wanting in armoires, buffets, and even commodes in carved walnut-wood;
but these articles, reserved for the mrddle classes, were not frequent, and can

Stool of carved wood; ltalian work of the Sixteenth Century. (Colteetion of the Comte d'Armaillé.)

scarcely be found at the present day. It is among other styles of work,
therefcre, that we must seek to trace out the different branches of clegant
furniture.

THE EAST.

Our labour would, however, be incomplete if we omitted to mention one
important series: that of the carved wood furniture of the East—the land
that has no furniture. We will begin with China, where cabinet work has, n
all ages, had a considerable development, and during the last century a
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special centre in the town of Ning-po, which the Tai-ping insurgents have
since destroyed.
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There is nothing remarkable in the fact that the Chinese should have
shown themselves skilful in® working wood, as it forms the basis of their
public buildings. The porticoes, the entrances of their palaces and temples,
the sanctuaries of their divinities, are all of wood, and it is by the abundance
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of gold and by the consecrated colours that these fragile monuments are
distinguished and classified acccrding to their rank. As to the furniture, it

(Collection of M. J. Jacquemsgrt.)

Table of carved iron-wood ; Chinese work of the Eighteenth Century.

is usually cut from the hardest woods, that especially denominated iron-
wood, eagle-wood, and teak; the softer species, such as cedar, sandal, and



38 HISTORY OF FURNITURE.

bamboo, seldom appear, and then in smaller furniture, or occasionally 1n
appliqué work.

Amongst the principal pieces we have first to notice the moveable
partitions used for dividing the apartments, the lower part of which are
solid, and sculptured in relief with sacred and historical subjects, and
surmounted by a gallery fantastically carved in open-work designs. We
must also notice a piece of furniture which might almost be styled an
apartment from its complicated structure; this i1s the bedstead. In a number
of instances its pierced framework is a large circle supported on carved
edges, and sometimes ornamented with frames enclosing paintings on silk.
Some of these, as we before remarked, are like bedchambers; the bedstead,
with a circular opening, has an outer entrance that can be closed by a shiding
door, and contains a couch, facing which 1s a small table surmounted by a
looking-glass, thus affording the means for performing the night toilette in
retirement.

We have just spoken of seats; they are to be found in very varied forms.
Some, rounded like the easy chairs of our bureaux, with arms, terminating
in contorted dragons, are really thrones: those painted red are reserved for
the emperor; those in which the wood is in its natural state may be
occupied by high dignitaries giving audience. Others with square backs
and carved arms are ornamented at the back and on the seat with stones,
chosen with natural irregularities resembling a mountainous landscape.
Round and rectangular footstools, tables and étageres complete this style of
furniture, with large screens and picture frames enclosing sentences or
emblems, often in relief on a lacquered ground.

The last pieces we have just mentioned are generally in black or red
wood, and of very hard quality; the bedsteads, partition walls, folding
screens, in a word, the ordinary manufactures of Ning-po, are in yellow
wood incrusted with ivory, or in brown decorative wood incrusted with
yellow pako.

Among the different pieces of Chinese furniture there are several
sarts which afford a very tasteful addition to sumptuous houses: nothing is
better adapted to support a handsome vase filled with flowers than the
stools made of iron-wood or red lacquer. But we must carefully put aside
seats and sofas executed from European models, which are rendered as
disagreeable to the eye as they are inconvenient for use from a hybrid style
of ornamentation, bristling with incongruous reliefs.

Japan, up to the present time, has scarcely contributed more than its
étageres and carved lacquered stands, or some small pieces of furniture for
special uses, such as racks for holding sabres and screens. We must,
however, mention a monumental piece of sculpture which has certainly
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formed part of the decoration of a temple or sanctuary. It is a group of
dragons surrounded by clouds and thunder. This beautiful frieze, cut out n
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(Collection of M. Barbet de Jouy.)

Sicilian work of the Fifteenth Century.

Chest in tarsia, with handles and fastenings of forged irvon;
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cedar wood and relieved with light colours, adorns the tribune

Cernuschi museum.
We may meet with some sculptured woods of India and Persia, more

especially coffers and cabinets in sandal-wood; we must also be on our



40 HISTORY OF FURNITURE.

guard against furniture made for our own uses at the instigation of the
English trade, and which are not more admissible coming from India than
from China

Neither can wec pass by unnoticed the Mussulman woods which are
sculptured with great clegance, and may take their place in the collection of a
connoisscur under the head of “consoles-étageres;” these are the kaou-klouk,
or turban holders; they are composed of a large slab, sculptured or cut in
open work serving for a base, and bearing on its lower tier, a shelf, which 1s
either rounded or pierced along its outer rim and supported by a sort of
ornamental bracket, which 1s often cut in open designs. The most elegant
arabesques, bouqucts of flowers issuing from vases, plaited or interlaced
trellises are mct with in these sculptures, often surmounted by the crescent
and star, emblems of Islamism. Many retain the origmnal colcur of the
wood, others are entirely gilded; finally some are to be found in which
gilding and colours are combined; the flowers are red or white, the foliage
green, and the arabesques serving as a framework or panclling are gilded.
M. Séchan, who had travelled all over the East, had collected a great numbcr
of these small articles of furniture, and the sale of his collection afforded
connoisscurs the opportunity of procuring this kind cf sculpture.

§ 2—FURNITURE INCRUSTED WITH I’IQL’E.

What the Malians call ‘farsie, marquetry work, should be, 1f we may
accept Garzoni's definttion in his “Prazza Universale,” the same thing as the
work designated by Pliny, under the name of cerostrotum, according to his
etymclogy, therefore, this word indicates a combination of wood with inlaid
picces of horn, and mocre cspecially designates the species which is called
“piqué” when 1t comes from the East, and “certosino” when it is of Italian
origin.

The intarsiator: or marquetry workers, made thcir appcarance in Italy
from the thirteenth century. In the fifteenth, Giuliano da Maiano, aided by
Giusto and Minore, Benedettc da Maiano, his brother, with his pupil
Domenico di Marietto, strike out a new path by employing various or tinted
woods.  Baccio Pellini, David de Pistoja, Guido del Servellino, Geri d’Arezzo,
Girolamo della Cecca, made themselves famous after these, and in the
sixtecenth century Bartolommeo di Pola, Fra Gabriello and Fra Giovanni di
Verona, Fra Raffaello di Brescia, Fra Sebastino di Rovigo, Fra Damiano di
Bergamo, in 1551, are the most celebrated “intarsiatori.” It is doubtless to
these numerous brethren, that is to say, to artists formed in religious com-
munities, that this style owes its name of “lavoro alla certosa” (Carthusian
work), or by abbreviation, “ certosino,” the word work being understood.



Wooden coffer with fittinge of pierced wood and central falling panel; Spanish work of the Seventeenth Century
(Collection of M. Monbrison.)
G
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In their cagerness to carry the wood marquetry-work beyond its rational
limits, artists sought to make it represent scenes and landscapes, as many of
their celebrated churches testify; a senseless attempt which could end in
nothing durable, and which we shall, nevertheless, see renewed in France in
the two last centuries.

The real certosino which we have to discuss at this moment, originated 1in
Venice, and was an Oriental imitation; from the thirteenth century to the end
of the fourteenth, the incrustations were in black and white wood, sometimes
heightened with ivory; it was not until later, that the number of coloured
woods was increased, and that ivory was used with its natural tint, or stained
green; sometimes small metallic plaques were added to the work. These
primitive labours are almost always of small dimensions; consisting of
boxes and jewel-caskets of rather hasty make. When the inlaid work
1s applied to furniture, it 1s at first with a certain reserve; a chest
(bahut) belonging to M. Ienri Cernuschi is simply ornamented with fillets
round its circumference, and on each side by a circle formed of small bone
lozenges, incrusted in the brown wood. This chest dates from the fifteenth
century. later on come the cassoni, the cabincts, the folding tables, the
seats shaped in the form of an X, and even elegantly carved high-backed
chairs in which coloured woods combined with ivory, form geometrical designs
of great richness; often in circular medallions or in the middle of panels a
vase appears, whence issue flowered stems, which rise upwards, spreading
out like a bouquet of fireworks.

Nothing can be more elegant than this style of furniture, the only defect
of which is its uniformity; for notwithstanding some small flowers and rare
floriated scrolls, what chiefly predominates in the decoration is a repetition of
starry circles, lozenges, and other regular geometric figures. The hotels of
M. de Rothschild are abundantly furnished with all works “alla certosa,”
which may be cited amongst the most beautiful of the kind.

Nearly all the furniture in piqué, “alla certosa,” comes from Italy; but
some may be met with, among the most striking, which have been manufac-
tured in Portugal; they are generally to be recognised by the plentiful
appliances of pierced copper which ornament them. The cabinets have com-
plicated corners and keyholes, which the gilding renders peculiarly brilliant.

THE EAST.

It was from the East, as we before remarked, that the inlaid work called
piqué became introduced among us; it is to be found of very ancient date,
and it has remained in favour up to the present day, in graceful little works
which are in everyone’s hands. These microscopic wonders are too well
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known for us to pause and describe them; we will only observe that in the
modern work the method is often reversed from that of the ancient; ivory
forms the ground; coloured woods, metals, and mother of pearl the designs;
many modern piqués have sandal and cedar wood for their grounds.

Persia and India are the birthplaces of this style of mosaic work. From
Persia came the caskets that were first imitated at Venice; many of the arms
manufactured there are entircly covered with this patient labour, which is
also seen on looking-glasses, inkstands, and numberless other small articles;
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Card-case, tndian piqué.

occasionally piqué accompanies the varnished paintings, a spectes of lac-varnish
peculiar to Persia. The works of India are very siumilar to those of Persia,
and not less delicate; one style, which is evidently contemporaneous with the
intercourse between India and Portugal, is seen in large cabinets, frequently
supported by ivory caryatides of extraordinary size and barbarous appearance,
terminating in acanthus leaves. The ornamental designs of the incrustations
are very simple; the details with which they are loaded form their sole
richness: thus, intersected circles forming a network are frequent, and
constitute the general mass of the decoration. The colour of the ground is a
warm tint of a bright yellow ochre, owing doubtless to a soft and extremely
resinous wood, resembling sandal—this colour can be compared to nothing
better than cinnamon; ivory and ebony strongly relieve each other, and the
whole is bright and pleasing to the eye.
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As a transition between piqué properly so called, and marquetry, some
Arabian and Turkish works follow, of charming effect, and which Mussulmen
introduced into all the countries subdued by them; they are that sort of
mosaic-work in wood, ivory, mother-of-pearl, and shell, which form the
elegant furniture of those countries without furniture.. Nothing can be
prettier than these boxes, some opening from the top llkfe our own chests
(bahuts), others provided with a large drawer, used to contain the rich dresses
and ornaments; sone of them are surrounded on three of their sides with an
open-work gallery imitating the shape of a throne or “masnad;” others again
have their top of a convex shape. We are familiar with the small polygonal
tables, of the height of a stool, the outer rim of which is carved in horse-
shoe arches; nothing can be more varied than their decoration, in which,
amidst flowered foliage and festooned or subdivided indentations, are seen
emblematic figures such as interlaced triangles, or Solomon's seal, the
pentagon, the stars and crescent. We also find kaou-klouk or turban
bearers, species of carved and inlaid shelves, which are suspended to the wall,
and sometimes exhibit in the midst of their rich ornamentation a small mirror,
enabling the believer on taking back his head-dress, to arrange it with all due
order and gravity. We also frequently meet with sliding mirrors (i crémaillére)
enclosed by ornamented folding shutters, and surmounted by a sort of heading
carved in an open pattern, and again with hand mirrors in the shape of a palm
the backs of which are covered with richly worked palmettes, and bouquets of
the most charming design.

The rarest piece we ever met with was a portable chapel enclosed in a
magnificent frame. The centre was in the form of a portico supported by two
columns, a real “mihrab,” and singularly ornamented, in front of which
projected a half-circle shelf surrounded by a balustrade, and doubtless
intended to contain the symbolic lamp. This piece, from the distribution of
its ornamental masses, and the taste of its details, certainly characterised one
of the finest periods of Mussulman art.

We shall not pause to speak of the desks and other minor articles which
are easily met with; we will content ourselves with remarking the brilliant
tone which oriental incrustation throws amongst an elegant set of furniture
where carved woods with their severe style and form predominate.

§ 3—EBONY FURNITURE ENCRUSTED WITH IVORY, OR CARVED.

At what period ebony came to be used in cabinet work is a point which
remains to be decided, but which is of little importance; oak and walnut
satisfied the wants of sculpture, and gave a suitable ground to incrustations
of coloured wood, and it is precisely at the time when these incrustations
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appeared to gain favour, and show themselves accompanied by brilliant stones,
that ebony makes its appearance,—a rebellious material to work, of sombre

FEbony cabinet in {wo parts, earved with various subjects, among which are the continence of Scipio and the
twelve months of the year, French work of the period of Louis XI11. (Collection of Baron de Boissien.)

effect, and which, especially when associated with ivory, assumes a truly
mourning aspect.
" Yet'it is Italy, the land of supreme elegance, which gives the first impetus
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not only in the working of this wood, but also in the idea of those white
incrustations on a black ground called scaglizola, which formed the tops of
tables similar to that of which a fragment exists at Cluny.

It is at the end of the sixteenth century that we must place this peculiar
manifestation of art. What could then have been passing in the minds of
the people? Was it not towards this period that the court of France
adopted funereal trinkets, and that cross-bones and death’s-heads appeared
on the dresses of ladies devoted to the pursuit of pleasure?

Whatever may be the cause of this innovation, its first manifestations are
of exquisite delicacy and taste. The charming cabinet, Italian “s#zp0,” lent
by Baron Alphonse de Rothschild to the Exhibition of the Corps Législatif,
will not be forgotten; of architectural structure, like all the furniture of the
period, it had a projecting centre with triple pediment, supported by engaged
columns ; numerous drawers filled both sides, and were hidden by the middle
door. The refined beauty of its construction is lost, so to say, as compared
with the details of its ivory incrustations of incredible delicacy; every fricze,
every panel, however small, represented episodes of mythology or of sacred
or profane history; therc was even a place for simple hunting scenes. These
subjects, cleverly cut, and heightened by engraving of remarkable talent,
seemed to have been treated by the petits maitres of the Renaissance them-
selves, so elegant was their freedom of style, so firm and pure their design.
The cabinet of the Cluny museum represents this style in a more ordinary
form; but in one of its details, it seems still more to heighten the melancholy
type of which we spoke at the beginning—its bronze ornaments are silvered.
Nevertheless, M. Foule’s cabinet contains an interesting variety of ebony and
ivory work. There the two materials are equally balanced, and the general
aspect becomes soft to the eye. Ivoried figures placed in the niches or on
the rise of the pediments, first attract the light and illuminate the whole; the
columns with their fine and close graving assume a grey shade which harmo-
nises between the black of the ebony ground and the base, boldly overlaid
with tvory with black incrustations. This curious piece is also Italian, for the
closed panel bears a map of the peninsula and plans of Rome and Naples.

Is this incrusted ebony work special to Italy? We do not think so, and
we have seen many works which appeared to indicate the taste and style of
France. Still, the monuments are too scarce and the duration of the fashion
too ephemeral to admit of any positive opinion being given upon them.

Ought we to connect a neighbouring invention which contained the germ
of Boule marquetry with the period and the idea of ivory incrustations?
- We mean the rare articles in ebony incrusted with large branches of scrolls
and arabesques in graved pewter or white metal. The effect is still more
gloomy than that of ivory, the two shades contrasting more harshly with
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Ebony ocabinet lncrnst(;d with ivory; Italian work of the end of theSixteenth Century (Milan.)
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each other. Wc have seen pieces in this style, the elegant decoration of
which might equally express Italian taste or French genius; the foliage was
abundant and choice, the masses well poised; it was not the Renaissance
with its ancient reminiscences, and it was not yet the art of the century of
Louis XIV. with its palms, shells, and hanging festcons, its canopies and its
draped masks. It seems to us possible, therefore, to attribute these works to
the beginning of the reign of Louis XIII, and to sce in them the dawn of
a taste peculiar to the seventeenth century.

This is one of the difficulties inherent to archeological research; at
every stcp intermediary specimens arc to be met with, leading from one style
to another, verging on the same periods, and preventing a clear and positive
classification. We wish to discover the inventors of styles, determine the
character of new decorations as a whole—and we find that an uninterrupted
chain connects human conceptions, that nothing has been conceived entire,
and that Time, from one modification to another, and from progress to
progress, is the great artisan of these changes, the complete evolution of
which constitutes fashion, and which are in fact but the adaptation of
things to the wants as well as 1o the tendencies of each age.

Ebony incrusted with ivory represents the last expression of the taste
of thc Renaissance; graved pewter was analogous, employed for inlaid
work in furniture of large dimensions; ebony alone, carved and graved, 1s
a sort of transition between different customs and a new art, feeling its
way. When it makes its appearance,—that is to say under Henry IV. and
Louis XIIl-—furniture begins to acquire stability and development, the
cabinet becomes a cupboard (armoirc); the chest (bahut), furnished with
doors, has increascd in bulk, and will soon receive the name of commode.
On beholding at Cluny these masses which are as heavy in reality as they
are ponderous in appearance, i1t can be understood that it is no longer a
question of removing all this on the back of mules. There are also to be
seen amongst them some works which are very remarkable for their skilful
sculpture; amimated combats framed with garlands carved with a boldness
which seems to defy the hardness of the material. In the larger pieces of
furniture we trace the influence of contemporary architecture; there are
the twisted columns brought into vogue by the famous altar of St. Peter’s
at Rome, or else columns fluted at the tcp and covered at the base with
that capricious vegetation which we find again at the Tuileries, and in the
Louvre of Catherine de Médicis.

Hans Schwanhardt, a German artist (died in 1621), had invented the
undulated mouldings which became multiplied to an excess. On the lateral
panels of the furniture appear in deep cut graving, large bouquets of natural
flowers in which tulips and double anemones predominate, bouquets which
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we see represented in the goldsmith’s work, in enamelling, and embroidery
and in everything connected with furniture or costume.

There are some pieces m this style, however, which are very commend-
able, and above the ordinary level; we may quote the magnificent looking
glass frame of M. Foulc’s collection, and another exhibited at Cluny.
Failing other names, we mention that of Pierre Goler, a Dutchman, who
was specially attached to the service of Mazarin, and who proved his
superiority in the handling of a wood so difficult to manipulate.

We must repeat that ebony carved like that incrusted with ivory has
a melancholy appearance; about the first third of the seventcenth century,
therefore, the i1dea originated of lighting up the interior of cabinets by
veneered tortoise-shell forming frames to paintings; if some writers are to
be credited, Rubens himself did not disdain to use his pencil 1n this style of
decoration; we have seen many pieces of furniture which, if they were not
his, at least belonged to his school. But it was in Flanders that this
description of furniture was most particularly in repute, and 1t i1s quite
natural to trace in it the style and gorgeous colouring of the greatest artist
of the age.

§ 4—FURNITURE INCRUSTED WITH STONES.

The Renaissance did not limit its aim to mere elegance of form, and
the scientific construction of furniture; as soon as its cabinet makers had
ornamented their console tables and cabinets of architectural structure with
masterly sculptures, it aspired to additional splendour, and enriched the
entablatures and pedestals of cclumns, with panelling of marbles of various
forms and colours.

Italy went further, and by an excess of luxury, perhaps because original
genius had become exhausted, substituted rarc and precious materials for
the masterpieces of art, and transformed the “stipi” the armoires, the time-
pieces, and even the tables into regular mosaics of hard stones (pietra dura).
Was it at Florence that this new fashion first appeared? We may believe
so, as the work of application of stones took the name of Florentine mosaic,
and has retained it ever since.

We will endeavour to follow the different phases of this transformation,
the progress of which must have been gradual. First the ebony cabinets
received lapis lazuli or jasper columns, with pedestals and capitals of gilt
bronze, the compartments of the drawers or the panelled spaces between
the columns were ornamented with oval or polygonal medallions of agate,
carnelian, jasper, and lapis lazuli. Gilded mouldings soon followed as frames

to these rich compositions. One step further remained to be taken, and
H
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was soon accomplished; wood was no longer used except as a simple
framework, into which the real mosaic works were set, a mosaic certainly
very different from the painting in close set cubes invented by the ancients,
and which had flourished so greatly in Italy since the middle ages.

The mosaic work of Florence consists in an assemblage of cut pieceé,
chosen from gems, resembling as nearly as possible the colour of the object
intended to be represented; 1f a bird, the undulations or speckles of the
feathers of the breast are imitated by means of one of those finely veined
marbles of a tint varying from chamois to brown; the neck or the wings
borrow their red stains from carnelian or jasper; if fruits arc to be copied—
cherries for instance—it is still carnelian that is used, being chosen in its
transition state from bright red to white to represent its roundness; and
again the effect, if needful, can be heightened by the use of a red hot iron.
It has been ascertained that certain stones change their tints when exposed
to a high temperature, some assuming a deeper colour, others becoming
paler. By skilfully making use of this knowledge, works may be cnriched
and brought nearer to nature.

A large cabinet in the Musée de Cluny, unfortunately dishgured by
successive additions, exhibits the Tlorentine pietra dura work in its full
development. Ilerc we sec landscapes with buildings, in another part birds
and fruits, especially cherrics, the luminous point in which is obtained by
the discoloration of the carnclian by means of heated iron. Most of these
subjects are framed in lapis, and the cabinet 1itself is overlaid with tortoise
shell.

It is easy to fix a date, at least approximatively, to the principal modi-
fications we have just pointed out. The s/pi, or cabinets simply relieved
by columns and mecdallions of pietra dura which we might designate as
gemmed furniture, belong to the last days of the Renaissance. In the
reign of Louis XIIIL is to be classed the gilded furniture with real mosaics,
still retaining that architectural disposition which we pointed out in the
carved ebony. A new phase appears under Louis XIV.; the small pieces
of furniture have disappeared, the “Sun” king requires a far different
grandeur from that of these diminutive monuments; the pietra dura work
of Florence 1s not discarded, on the contrary it 1s destined to cover those
enormous tables with gilded feet, on which bronze groups and porphyry
vases are set out. But more than that, without seeking it from Italy, it
1s in Paris itself that it will be executed, in the workshops of the Gobelins,
founded by the king, and directed by Lebrun. Magnificent specimens of
this work may be seen in the Galerie d’Apollon of the Louvre; it is easy
to recognise 1t by the style of its arabesques, the palmette, shells, and wreaths
which surround the royal escutcheons. On comparing them with the mosaics
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Ebony eabinet with stone mosaies. Italian work of the Scventeenth Century (Florence.)
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of Italian origin, we find equal perfection and equal intelligence in the
patient choice of the elements of the work. While we are speaking of
patience, we refer the connoisseur to that table on which a personage
belonging to the king's household has represented the map of France
divided into provinces, with all the inscriptions minutely incrusted.

The vast conception of Louis XIV. did not prevent the Florentine mosaic
work from being applied to smaller objects: we have mentioned clocks, and
we now return to them. Every amatcur will have remarked at the Exhibition
of the Corps Législatif, a clock belonging to M. Gustave de Rothschild, the
richness of which was unrivalled. Its carved base of variegated jasper had for its
central design a bronze gilt palm, whence a bunch of flowers hung suspended.
The body, with circular pediment and angular sides, was framed in bronze
gilt, with masks crowned by a palmette whence depended two cornucopia
filled with flowers in stones. On a lapis lazuli ground, the dial stood in relief
surrounded by a wreath of fruits and flowers in stones enriched by rubies and
emeralds; this wreath hung down on both sides. Underneath, surrounded by
stimilar wreaths, was a female bust, executed in stones and framed in bronze.
At the angles, bronze gilt caryatides representing the arts and sciences
supported the entablature surmounted by an cbony dome, incrusted with gilt
bronze, and enclosed by an openwork gallery; the cupola was crowned by a
basket filled with fruits in coloured stones.

1f we have dwelt so long on the description of this piece, it is because it is
of well-known interest; it is not a wmere mosaic of stones, it is a sculpture in
bas-relief in some parts, and in high relief in others. The form itself of this
work of art is remarkable; 1t is the so-called “pendule religieuse” of the
period of Iouis XIV, and the beauty of the materials employed, and the
perfection of its workinanship, rank it amongst masterpieces of the highest
class. The establishment of a workshop for mosaic work at the Gobelins
proves the great value attached to this costly work, so thoroughly in accord-
ance with the luxury of Versailles. Indeed it is among the Boule incrustations,
and when placed in contact with goldsmiths’ work, and vases of hard matcrial,
that these mosaics appear to the greatest advantage; they would eclipse by
their splendour carved and incrusted ebony, and make the finest patina of the
bronzes appear cold.

THE EAST.

The Orientals, like ourselves, have had their incrusted furniture, but their
system has nothing in common with the mosaics of Florence. Almost always
applied upon excessively hard wood, the stones form a relief upon it; to speak
rightly, they are sculptures applied upon wood to form pictures. In order to
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realise a more faithful representation of nature, the artist does not hesitate to
employ hard materials, and occasionally even precious stones, with various
woods and stained ivory. The latter, in different shades of green, furnishes
the stalks and leaves of the bouquets, the flowers of which are of rose-coloured
quartz, jade, and topaz; vases will be cut in lapis lazuli, green jade, or rock
crystal, and placed on étageres of delicately open carved wood, while graceful
fong-hoangs with variegated plumage alight upon rugged rocks surrounded by
bamboos and pines. In China most of these bas-reliefs are arranged as
pictures to ornament rooms, or are applied to hand-screens, or to folding-
screens of many leaves. They are rarely laid to the plain wood; the
ground is almost always covered with a coating of blue or rose-coloured
lacquer. The real furniture, that is, the étageres, the caskets of greater or
less dimensions, show, on the contrary, the wood ground, and frequently, as
in the screens, bear inscriptions cut out in jade, or in mother of pearl, in the
most prominent part of the piece; this 1s accounted for, as these inscriptions
beginning with the formula, “ By order of the Emperor,” generally set forth,
that the piece is a recompense granted to some high functionary for services
rendered to the State.  The pictures are sometimes ex-votcs placed in the
temples, in which case they contain all the emblems of worship, incense-
burners, vases for the altar, and honorary insignia.

The Japanese, as it is natural to believe, equal, 1f they do not surpass, the
Chinese in the work of incrusting and carving stones; their large pieces of
furniture are almost always lacquered, and the sculptures applied to them are
of a perfection and style shewing the hand of true artists; this may be judged
from the étagere in Jules Jacquemart's collection, in which an imperial bird is
seen, true to life, and of inimitable stateliness.

They have besides brought the work of incrustation down to infinitely
small objects, passing from caskets and medicine boxes to breloques and
jewellery.

In some of these articles the minuteness of the details takes nothing from
their character; there are certain microscopic caricatures in which we can
trace the spirited touch and wonderful expression of which we shall have to
speak in discussing the works in bronze, ivory, and wood.

We do not now mention the works of India and Persia; not that they
have failed to employ stones in natural representations analogous to those of
the Chinese, but as the ground of these valuable mosaics is itself chosen from
among gems, we shall study the marvellous art of the Indians and Persians
when we take these into consideration.
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§ 5—FURNITURE ORNAMENTED WITH CHASED BRASS.

To take from ebony its natural gloomy appearance, and give it that
brilhancy we like to see combined with ornament, it sufficed to relieve it by
applications of chased bronze coated over with that warm and solid gilding
called ormolu. The cabinet makers of the seventeenth century did this, and
from that time the chasing of bronze became an important trade, and one of
the principal specialities of furniture. Frames, with masks and palmettes,
mouldings cut in delicate ornamentation, mythological bas-reliefs, statuettes
introduced as appendages, were combined with those designs which, at first
simple, and then by degrees more and mcre irregular, insensibly led from the
reign of Louis XIII. to the exaggerated style of the Regency.

But this is no argument that ebony furniture with gilt mectal mountings
was frequent. Quite the contrary; it constitutes one of those curious tran-
sitions which show a search after scme unknown idea not yet discovered; it
1s no longer the carved and graved furniture acknowledged as too severe;
neither is it that which in its dazzling elegance was to find its place in the
palaces of Louis XIV.; and if, conjointly with the vencerings of Boule, and
even at a later period, we still find ebony with gilded bronze, it is doubtless in
the dwelling of the magistrate of sedate habits, or of the Jansenist of austere
morals.

Besides—and it is there where 1s manifested the search for a new and still
undetermined form—in many cases ebony disappears to make way for a timid
marquetry. Large surfaccs have a border, in which the fibres are arranged
perpendicularly to the lines of the outer edge; the panels show the wood
divided into four parts, arranged in opposition to each other, herring-bone
fashion; that is, the slanting fibres form a chevron at the point of junction in
the centre. This arrangemcnt becomes still more strongly marked in the
veneered marquetry in different woods, of which we shall speak further on.

This change in workmanship and style coincides with a radical modifica-
tion in furnishing which is about to strike boldly into the modern path;
ebony inlaid with brass is used in “bouts de bureaux,” a species of closed
secrétaire with drawers and pigeon-holes, surmounted by a time-piece, with
figures, often of very fine workmanship. At the same time clocks on ter-
minal pedestals make their appearance, book-cases and mcnumental armoires
rise in imposing bulk, with pilasters and arched headings. Commodes with
drawers are soon substituted for the pieces of furniture derived {from the cabinet,
with the lower part closed by double doors, beneath which appear a species of
drawers sliding on inner grooves. This style, as we see, is entirely a style of
transition, and often exhibits the same arrangement as the Boule furniturc.
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The most remarkable “bout de bureau” we have ever scen 1s that be-
longing to M. Gustave de Rothschild, which appeared at the Exhibition for
the benefit of Alsace and Lorraine; the lower part, rectangular, and opened at
the sides, bore on its front a trophy of musical instruments tied by ribbons, and
on the sides masks crowned with palmettes and acanthus leaves in gilt metal.
The upper part, narrower at the top, and with two folding dcors ornamented
with masks crowned with palmettes, was united to the lower portion by arched
flowerings falling back in a fretwork against their bases; from the recesses
projected brackets serving as supports for athletes, bearing voluted scrolls.
The picce is crowned hy an allegorical bronze, partly gilt, partly tinted with
a brown patina; on a mass of clouds traversed by the scythe of Time,
appears a winged globe, half covered by a veil, and encircled by a serpent;
the hours are marked upon it, and a genius points to them, while another
genius, surrounded by symbols of the sciences, and seated on the clouds, 1s
writing in a bcok he holds. The clock is signed, Stollewerck, a Pans.

This evidently belongs to the seventeenth century. To determine more
than this with certainty seems to us impossible. It is very difficult, as we
said before, to circumscribe different pieces of furniture within exact limits,
and to define the period in which each kind should begin and end. In the
case of ebony with brass, a mixed and undetermined style, a scrupulous obser-
vation of the general form and of the workmanship of the metal, may furnish
indications, which must, however, be accepted with caution. The different
styles did not succeed each other suddenly and radically; fashions at that
time were not so imperious as now; industry could therefore produce at the
same time kinds which we should feel inclined to extend over a widely
graduated scale, and traditicns were frequently preserved side by side with
the succeceding fashions. 1t 15 thus that we still find ebcny with bronze
chasings in perfect taste, in the time of louis XV.; several were to be seen
at the San Donato sale, and since then at the Exhibition of "the Corps
Législatif.

§ 6—FURNITURE OVERLAID WITH TORTOISE-SHELL AND METAL.

Of all sovereigns Louis X1V. is certainly the monarch who best knew how
to surround the majesty of royalty with the most dazzling splendour. He
required sumptuous edifices for his habitation, and if Versailles as a palace
realised his dreams, he still required that the furniture destined to fill those
galleries glittering with glasses, gildings, pictures, and sculptures, should be
worthy of such companionship, and should exhibit a magnificence unknown
until that day. Logical in his conceptions, the king understood that he
must entrust the manufacture of the carpets, furniture, and plate to real
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artists. In order to gather round him the most talented, he at first granted
apartments in the Louvre to each of those who had distinguished themselves
by works of uncommon merit; then, in 1662, to create a necessary harmony
amongst the different works, and submit individual compositions to the
guidance of one common intelligence, he centralised the various workshops at
the Gobelins, placing them in 1667 under the direction of Lebrun, his first
painter; who, when he died in 1690, was succeeded by Mignard; this was
the decline.

Amongst those whose conceptions of furniture were such as Louis XIV.
and Lebrun desired, we must mention above all André-Charles Boule. Had
he previously tried his skill in styles already known, as he was afterwards to
try it in those which were to become the fashicn after him? This may be
probable. But he did not find in them the splendour he aimed at attaining;
he therefore conceived the idea of constructing furniture in ebony, and
covering the large surfaces with inlaid work of tortoise-shell, cut out and
incrusted with arabesques, branches of foliage, and ornaments in thin brass
and white metal, and sometimes enriched by elaborate graving of the burin.
This brilliant mosaic work was also accompanied by bas-reliefs in bronze
chased and gilt, masks, scrolls, mouldings, entablatures, encoignures, form-
ing a framework for the whole, and distributing luminous points of attrac-
tion calculated to prevent the eye from being bewildered in a dangerous
glare.

To give the desired exactness to the work of incrustation, the artist
imagined the plan of superposing two plates of equal size and thickness, one
of metal, the other of tortoise-shell, and after having traced his design, cutting
them out with the same stroke of the saw; he thus obtained four proofs of
the composition, two at the base where the design appeared in hollow spaces,
two ornamental, which when placed in the spaces of the opposite ground
piece, inserted themselves exactly, and without any perceptible joining. The
result of this practice was seen in two different and simultanecus pieces of
furniture; one, designated as the first part, was the tortoise-shell ground with
metal applications; the other, called the second part, was appliqué metal
with tortoise-shell arabesques. The counterpart therefore being still more
rich than the type, the pieces were arranged with crossed effects, as may be
seen in the Galerie d’Apollon, where the consoles are of the two descriptions.
Boule did more, and in his great compositions, he found means to add to the
splendour of the effect, by simultaneously employing the first and second
parts in suitably balanced masses. This assemblage ‘was seen in all its
_perfection in the great piece of furniture belonging to Sir Richard Wallace,
which appeared at the Exhibition of the Corps Législatif.

While admitting the good effect as a whole of the two styles invented by



Cabinet of ebony with Boule marguetry. (Mobilier de 1a Couronne.)
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André-Charles Boule, we must insist cn the point that the first part should be
held in higher estimation as being the more complete. Let us take for
example, one of the beautiful types 1ssued from the hands of the artist, and
we shall see with what intelligence the elaborate graving corrects the coldness
of ccrtain outlines; the shells trace their furrows of light, the draperies of the
canopies fall in cleverly disordered folds, the grotesque heads grin, the
branches of foliage are lightened by the strongly marked nerves of the leaves,
according to the importance of ‘the masses; everything lives and has a
language. Observe the counterpart; it 1s but the reflection of the idea, the
faded shadow of the original.

Boule furniture was that best adapted for the gigantic saloons and state
apartments required in the reign of louwis XIV. Those large inlaid console
tables admirably filled the piers between the windows, and were laden with
vases of goldsmith's work, jasper and porphyry with gilt mountings, and
chased garlands reflected back by mmnumerable mirrors.

As for real furniture, such as could serve for private life, 1t was most rare.
We meet with tables, bureaux, and even medal cabinets 1n small number; a
commode exists in Sir Richard Wallace's collection, but 1t is so far from
meriting its name, 1ts dctails arc so heavy, that we fecel the desire for display
revcaled beneath this concession made to ordinary furniture; a few caskets
and inkstands, the necessary accompaniments of the bureau, armoires and
bockcases, angle cupboards (encoignures) and this was all.

Boule, however, creates a school; André-Charles, designatcd. in old cata-
logues as Boule le ptre, had four sons, nephews, perhaps, in any case a
grcat many pupils; the style and perfection alone of his works would
cause them to be recognised and distingwished from counterfeits. The greatest
choice lies in the innumerable religious time-pieces, either terminal or placed
on hanging brackets; his are always surmounted by figures or groups
of marvellous execution, and the bas-reliefs which appear underneath the
dial, are no less remarkable, and m complete harmony with the incrusted
decorations.

To acquire skill in recognising the hand of the learned inventor of this
style, it will suffice to examine attentively the picces which fill the Galerie
d’Apollon, and others distributed in the Louvre in the salles of drawings
which sheltered them after the destruction of the royal residences. Amongst
others will be remarked a magnificent armoire, in which marquetry in camaieu
occupies a considerable space; the two upper panels display vases filled with
flowers, with mouldings of metal incrustations of the finest execution. The
shades are so well combined that the brass and tortoise-shell do not spoil the
effect of the wood marquetry, and the latter does not attract the eye to the
detriment of other ornamental designs.
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We feel pleasure in attributing this judicious taste to the eminent man
from whom Louis X1V. acquired his royal furniture; and we place to the
account of the sons and successors of Boule the over gaudy articles in which
the tortoise-shell parts are replaced by horn, tinted bluc or vermilion; this
unseasonable polychromy takes from the compositions their severe majesty
as well as their rich and serious harmony. Most of these deviaticns may
be attributed to Philippe Poitou, an imitator of the master, who became
the king’s marquetry worker in 1683. It is rare, as we said before, for a
continuator not to aim at greater perfection by exaggerating his model.
Certain it is, that the style prevailed during the greater part of the eighteenth
century; it was towards the middle of this century that Otbenne, a mar-
quetry worker, who had become celebrated more from his magnificent
carved frames than from his furniture, also styled himself a pupil of Boule;
he doubtless alluded to one of his sons.

At the present day connoisseurs have to be on their guard against different
sorts of counterfeits; many of the old pieces of furniture in the Boule style
have had their panels destroyed and replaced by pieces of lacquer, some-
times they have even been imitated by preserving and restoring the frame-
work of incrusted ebony. There have been seen indced some Boule pieces
with oriental lacquer; but they are very rare, and the foreign pieces in
them were selected with great care, and from amongst those of the frst
quality.

As for the complete imitations, 1t appears to us superfluous to dwell
upon them; there is so little affinity either in style or workmanship between
these pieces and the originals, that it would require a thorough novice to

be deceived.

§ 7z—FURNITURE IN MARQUETRY OF VARIOUS WOODS.

How was it that in the fifteenth century the Italian “intarsiatori” con-
ceived the idea of depicting ornaments and even landscapes in coloured
woods? It was because they had seen the ancients paint with fragments
of stone; mosaic containing in germ the idea of marquetry. How was it
that at a modern period the cabinet makers resumed a prccess abandoned
for centuries? It is that carried away beyond the already wide limits of
their productions, they wished, like their predecessors, to encroach on the
domain of a neighbouring art; some thought to rival mosaic work; others
believed they could become painters. There is certainly one true fixed
principle: which is, that furniture should be in harmony with the objects
which surround it; but the results of this principle must not be forced so
ds to ‘depart from the limits assigned by good sense and good taste to each
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branch of industry. The panelling with their pastoral scenes, and the
tapestries, sufficed to represent the fashion of the eighteenth century without
the participation of marquetry workers.

It would be difficult to fix a precise date for the introduction of modern
marquetry; if we are to conmsider its first appearance as coeval with the use
of woods arranged in panellings with bands of mouldings and fillets of light-
coloured wood, we must go back to the end of the Renaissance. We
have mentioned the modest attempts at herring-bone combinations in wood
under Louis XIII, and finally under Louis XIV. We have seen André-
Charles Boule depict two splendid vases of flowers on the panels of an
armoire; at that time the impulse was given; the idea had burst forth with
sufficient brilliancy for it to develop rapidly; and indeed from the time of
the Regency to the end of the century it increased and was adopted to
an excess.

The progress of commerce had a considerable share in this development
of marquetry work; distant countries contributed their brilliant products,
and when rosewood, brightly coloured in its grain, but limited in the size
of its pieces, originated the idea of opposing dispositions of the pieces in
herring-bone, squares, and lozenges; when the citron tree provided the
white fillets used for enclosing large spaces, or for heightening the frames
of violet wood, the field became open lo caprice, which took possession of
it without restraint. Créscent first inaugurated mixtures of rosewood, violet,
and amaranth woods; soon afterwards, the natural tints appearing too
restricted, a method was invented of submitting the wood to artificial colour-
ing, and employing it in mosaic work to imitate painting.

When once the method became adopted, it proceeded with unheard-of
rapidity. First, bouquets of flowers appeared in their natural colours, their
leaves varied with every shade of green, then trophies of musical or rural
instruments were suspended by bright coloured ribbons. From pastoral
scenes to amorous emblems there was but a step; quivers, torches surmounted
by the customary doves, appeared on all sides; more than this, in the medal-
lions enriched by wreaths, shepherdesses in satin robes were made reclining
in sylvan groves; Boucher's pastoral coquettes invaded the panellings of
séeretaires and the sides of commodes, and covered the bonheurs-du-jour.

Strange aberration, which evidently only resulted, even at the moment
of executlon, in a certain approximation to the models, but an approximation
greatly inferior, and which from the effects of time, the action of light upon
the dyes and the natural play of the resins during the drying of the wood,
was soon to represent mere faded designs, and an ensemble without any
other harmony than that resulting from the destruction of the effect desired
to be produced. It is sad to reflect on the amount of talent and trouble
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which had to be wasted in composing thesc scenes, now reduced to a sort
of cloudy sketch; the once brilliant draperies are dulled and dirty; the
faded roses have lasted “ce que vivent les roses;” and when we compare
these works with the tapestries, the seats, and tissues which accompanied them,
we cannot help saying that even when they first came from the hands of
their makers, they must have been extinguished by their brilliant sur-
roundings.

But let us pass on before a fait accompli, and endeavour by following up
the stages in marquetry work, to retrace the history of the evolution of
modern furniture, the two subjects having the clcsest connection with each
other.

We have said a few words on I[talian marquetry without dwelling upon it
for the inventions of Giuliano and Benedetto da Maiano were much more
generally employed in decorating the wood work of cathedral choirs than in
ornamenting private furniture; we barely find a few rarc chests (Cernuschi
collection) in which some rudimentary sculptures, on a painted ground, are
framed in a chequered work of brown and yellow wood. There arc certainly
the works “alla Certosa;” but these are not real marquetry.

During the Renaissance, sculptural notions, and the seeking after archi-
tectural forms bring furniture into a serious style, incompatible with the
coquetries of tinted woods. When, towards its close, the want of a rather
flaunting style of clegance begins to manifest itself, it is by applications of
engraved ivory and the addition of pietra dura; architecture still retains its
sway, and decks itself in jewels like the people of the court. In the reign of
Louis XIII. furniturc increases in size and weight, in unison with other works
of art; ebony, which sculpture cannot enliven, seeks aid from chased bronze
or even from the application of repoussé copper; and Flanders already
attempts to add frameworks of tortoise-shell.

But here we have Louis XIV. and Boule, and wood becomes incrusted
with tortoise-shell and brilliant metals, so as to place itself on an equality with
the splendour of the palaces; furniture is still official, pompous, and foreign
to private life, or at any rate, encroaching upon it solely from the outside, as
in the reception room, and in the study of the magistrate or the public man. If
we may be permitted to scarch for tokens of coming modifications, 1t is there
that we shall find them. The shelf of the bureau assumes important outlines;
its front bends in swelling (bombés) curves; its feet, slightly bowed in the form
of an S, repose on cross bars shaped like an X; there is a break in the
general rigidity of the official furniture admitted at Versailles, which, first
inspired by the precise style of Lebrun, was perpetuated by the rigid discipline
of the Gobelins. _

Under the Regency, and during the first years of Louis XV, everything
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is to undergo a change; woods of every variety will introduce themselves,
to decorate furniture of new forms; small apartments will be substituted
for state-rooms; the bed-chamber will become the home of private life, and
gather round it the boudoir, the study, and a thousand elegant recesses so
fitted for the comedy of surprises and concealments which French soclety 1s
about to enact.

And what novel objects we see. The real commode with its multiplied
divisions; the chiffonier with numerous drawers, the secrétaire which can
conceal so many things under its closing panel, and the falling flap of which
serves as a writing-table: the bureau itself is nc longer the great honest table
open to all eyes, and ranged by the side of the cartonnier, containing deeds
and correspondence. Surmounted by a top with pigeon-holes and drawers,
its sliding shelf can instantly be pushed back, and conceal the papers scattered
over it from inquisitive eyes, by means of the cylinder front suddenly lowered
and fastened with lock and key.

Form usurps unhcard-of license; every object swells itself to assume fan- .
tastic curves; nothing is straight or regular; angles are rounded or hollowed
unlooked-for sinuosities furrow the surfaces; bombé, twisted, caricatured
forms alone arc admitted, and above sprouts bronze vegetation with unna-
tural endive foliage; brass gilded with ormolu rolls along in fantastic borders,
or gathers suddenly in unforeseen clusters, twists itself in encoignures, or
forms detached wreaths, and thus an eccentric whole 1s completed which,
while always clever, 1s sometimes elegant, notwithstanding its singularity.

Caprice 1s carried to such an extent, that the fundamental law of art,
propriety, 1s totally forgotten. To create perspectives for the eye, the piece
no longer has its sides parallel; they describe an outward curve, attaching
themselves to a background which 1s much broader than the front surface, so
that the drawers, necessarily of rectangular form, are left isolated in a vacant
space, and leave useless cavities between their sides and those of the piece.
Later on, when cabinet makers wished to return to more sensible shapes, not
to lose the picturesque advantages of these fan-like arrangements, they
flanked with smaller pieces a species of quarter-circle shaped étagere upon
which the bibelots in vogue, objects of foreign crigin, or rare Sévres and
Dresden china were placed. By returning to the architectural logic of
furniture, they added to its richness while satisfying the taste of the day.

The greater or lesser degree of exaggeration in the creations of the reign
of Louis XV. affords a species of chronology for this period; first, the endive
leaves in slight relief describe agreeable curves, and mingle with palmettes and
laurels, as if to protest against an absolute divorce from the preceding style,
while revealing new tendencies; later, under the influence of Meissonnier, all

timidity disappears; boldness of form becomes so immoderate that the
K
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excesses of brass no longer astonish us; although they earn their excuse
from the immense talent of the chasers. There is so much spirit in the
pieces composed by Caffier1 and Crescent, the graving is so delicate and
intelligent, that we are forced to admire the workmanship in spite of the style.
Towards the end of the reign, we can foresee the reform about to be accom-
plished, the endives are less exuberant, the rosette borders, the hanging
wreaths of flowers, are subjected to some sort of discipline, and furniture
acquires a more regular and quiet appearance. Madame de Pompadour was
not a stranger to this movement, which for propriety’s sake, as we are told

1

by M. Courajod, was termed the style “a la Reine” Marie-Antoinette was
to achieve the reform.

One word more : in the Louis XV. furniture, as in all other things, there 1s
a choice to be made by the man of taste; the marquetry works in mutation
of painting may be condemned on principle, but some of them still retain a
savour of the period which recommends them to connoisseurs; there is some-
times grandeur in the mosaics of wood with varied grounds, with trophied
medallions, and the bronzes accompanying them, often assume a monumental
importance.  We require no further proof of this than the magnificent
writing-bureau with cylinder front exhibited at the T.ouvre, which possesses
its candelabra and time-piece.

Without aiming at examples such as these, we may mention cominodes,
. like those belonging to Sir Richard Wallace and M. Gustave de Rothschild, in
which the punchecn of Caffieri brings forth endive leaves of charming taste and
irreproachable execution.  We may recall besides, amongst the chefs-d'ccuvre,
the charming pieces of furniture, which appeared at the San Donato sale, of
satin wood with marquetry flowers in violet; their triple doors were framed
with the most graccful chased bronze that could be imagined.

In small objects for ladies, such as “bonheurs-du-jour” étagéres, work-
tables, nothing more elegant can be scen, and we refer those who may doubt
it to the rich collection of M. ].éopold Double.

As we have been speaking of painting in wood, it will not be uscless to
describe its process of execution, and with what patient care the artists
succeeded in giving it the greatest possible perfection. The most difficult part
was without doubt the modelling, destined to give things the appearance of
reality ; this was accomplished by two means: fire and acids.

To colour wood by fire, the following was the process:—

“Small sand, or fine river sand, was placed in an iron shovel, subjected
to the action of fire; when, by trials effected by means of small tablets of
white wood, 1t was ascertained that the heat of the sand was sufficient to
redden the fibre without burning it, the plaques that were to be shaded were
p]unged into the sand in an upright position, at first the whole extent that



(Collection of Dr. Pivgey.)

Commode of marquetry, with bombé front. ernamented with Lronzes, chased and gilded. peried of Louis XV.
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was to be coloured, then by degrees less and less, to graduate the tint to 1ts
darkest shade.

“ Colouring by means of acids was more difficult and more varied; threc
kinds could be used: limec water, holding corrosive sublimate in solution,
spirits of nitre, o1l of sulphur.

“Spirits of nitre produces the most powerful effect; it penetrates the
wood instantaneously, giving it a reddish colour; but it must be employed
previcusly to any other dye, as it destroys artificial colours.

« Oil of sulphur is less violent; it imparts to white woods a tint of wine-
coloured brown, and heightens the effects of the dyes; lastly, lime water,
which has a still milder action.

“The acids are spread over the wood with a camel’s-hair brush or with a
feather, and the operation is renewcd as often as may be neccssary to shade
the tint, and give it the maximum of intensity.

“The colouring is generally applied cold, and may itself aid the effect of
the work : thus, when the wood is still pale, it can be withdrawn from the
bath dried, and covered with wax on the parts that are to be kept light, and
again dipped to obtain the required shade.

“Woods thus prepared arc cut out and put nto use; then, when the mar-
quetry is completed, its effect is relieved by first making some cleverly dashed
off strokes with the graver, which add vigour to the whole, and conduce to
the perfection of the details. These strokes are filled in with black mastic.

“IWhen the mosaic is fixed, its effect may also be heightened by colouring
laid on in masses with the paint-brush; warm dyes are then employed, so
that they may penetrate as much as possible in order to acquire solidity.”

§ 8. —FURNITURE PANELLED WITH PLAQUES OF PORCELAIN,

WE again repeat that no classification exists which i1s not defective;
between the end of the reign of louis XV. and the beginning of that of
Louis XVI. there 1s certainly no marked trausition; the sobered furniture in
the style “a la reine,” 1s still scen with its chequered marquetry and delicately
chased bronzes. I.cuis XV, founder of the Porcelain Manufactory of France,
no doubt caused Sevres plaques with bouquets, bordered with turquoise blue
to be inlaid in the furniture he had around him or which he offered as gifts.
And yet it 1s more particularly in the reign of Louis XVI, and at the time
when Amboyna wood and thorny spotted mahogany were replacing marquetry
mosaics, that porcelain and Wedgwood cameos were incrusted in panels,
friezes, and the drawers of furniture; it may be permitted, therefore, for the
sake of clearness, to call the overlaying of furniture with china by the name of
the sovereign who so especially admired and patronised it.
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In fact, the period of Louis XVI. is that in which cabinet-making
cuployed its resources most largely, and multiplied its styles. Massive
mahaogany was in use from the time of Madame de Pompadour, but it only
served as an additional auxiliary, and the marquetry trade was in no way
injured by 1t; it was carried on, even with its excesses, during the reign of
Louis XVI, and of this the elegant secrétaire belonging to Doctor Voillemot,
with its subjects, medallions, arabesques, and groups of flowers, affords proof ;
its minutely finished bronzes with dead gilding, show the high rank which this
piece held amongst general productions. At that time not only were incrus-
tations and veneering used conjointly, but solid woods were employed, ebony
and mahogany, and even panels of lacquer brought from the exirenie East.

The truc characteristics of the period must therefore be sought in the
form, and especially in the bronzes. \We have already said how remarkable
were those chased in the reign of Louis XV, by Caffieri; but the end of
the cighteenth century raised the art to its highest degree of perfection.
Martincourt, the celebrated Gouthicre, his pupil, Delarche, Jean-Louis
Prieur, Vinsac, and Ravrio, brought the gilt bronze to a perfection unsur-
passed even by the finest goldsmith’s work. Therc are some lock plates
and some bas-reliefs we feel tempted to use as personal ornaments.

Robert le Lorrain, who was a statuary when he chose, also carved in brass,
and had Sautray for a pupil, who, together with Gallien and Vassou, distin-
guished themselves 1n mounting vases, the natural accompaninient of Louis
XVI. furniture.

Here a rather singular observation presents itself; at the tune when Madame
de Pompadour was endeavouring to lead art once more into a better track,
1t was in the name of the sacred and immutable principles consecrated by
antiquity. When in the reign of Louis XVI. simphicity of form and sobricty
of style were sought, it was still the antique that was to be attained, althcugh
nothing could be further removed from it than the clegant coquetry and
overcharged fastidiousness of the general decoraticn of the period, which was,
however, to produce one genius, Clodion, who certainly had nothing 1n
common with Greece and Rome. In the latter days of the reign when clock-
cases without form, and rectangular commodes with engaged columns, appeared
—in short, those articles of furniture of rather melancholy contour which were
only worthy of remark from the manual perfection of their workmanship, it
was still the antique that was invoked, while they were simply preparing the
way for that false, stiff style which, through the instigation of David, and
aided by stiff palmettes and meagre foliage, constituted the Greek art of the
first empire.

Where then, it will be said, is the true character of the Louis XVI. style
to be found? In our opinion it is in those works, which being freed from all
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exaggeration of contour and redundancy of accessories, represent perfectly
the French taste of the eighteenth century, that is, aristocratic elegance and
grace without affectation. We diseover these qualities in the work-tables,
jardinicres, and consoles, the pier tables, the armoire-étageres supported
by delicate feet with light flutings, and adorned by those unrivalled bronzes,
modelled by artists of the first merit, in which are often 1inserted either the
productions of Wedgwood, or plaques of Scvres painted with subjects, or
again simple bouquets of the same porcelain framed with gold arabesques in
relief, on a ground of “bleu de roi™ or “bleu turquoise,” “rose Pompadcur”
or “eils de perdrix.” We find them again in the stands for candelabra, with
triangular base and fluted stems, the quills eut mto beads, or other ornaments,
and surmounted by a carved top —in short, in that infinity of articles, without
any rcal utility, which only serve as a pretext for displays of genius, and as an
opportunity for wealth to exhibit its good taste.

§ g—FURNITURE LACQUERED OR VARNISHED.

A distinction must be established here between European furmiture,
properly so called, that manufactured in Europe with Oriental elements, and
furniture of Oriental origin.

At the time when China and Japan began to send us their precious
lacquers, a movement took place amongst connoisseurs; some began forming
special collections, others contented themselves with choosing the finest pieces
to exhibit them in their sumptucus saloons together with the porcelain and
the “magots” then so much in vogue; others went even farther, and would
have desired that then their furniture should be inerusted with japanned
plaques, with subjects or landscapes, in gold relief. The number of Oriental
cabinets which our cabinet-makers must have destroyed in order to satisfy
this fashion is incaleulable. From the period of l.ouis XIV. we find pieces
associated with Boule marquetry; under Lours XV. the vogue continues,
attaining its height during the reign of Louis XVI.

Our artists were too intelligent not to yield to the movement and take
advantage of it; they had at first contented themselves with breaking up the
étagtres, boxes, and folding screens to use them for their purpose; but the
supply of these manufactured objects being insufficient for the demand, they
imagined the plan of sending their woods in a prepared state to the Oriental
workshops, where they were lacquered, and on their return the pieces had
only to be mounted.

This econstraint, the delay it caused in the execution of the work, the
immense augmentation in the return price, all concurred in inducing cabinet-
makers to seek some means of replacing the Oriental gum lac by an analogous
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composition of the same effect. Ingenious men set to work, and if their
success was not complete, they at least succeeded in making their names
famous and endowing Europe with a new produce. The first of these
inventors was Iuygens, a Dutchman, who must have followed his model
rather closely, for if the name of the man has reached us associated with a
certain renown, his works are unknown, a fact which proves that they are lost
among the mass of second-rate lacquer work which 1s rejected at the present
day. The second and most celebrated was Martin, or rather the Martins, for
it was a family, about which M. TLouis Courajod has collected the most curious
details.  Before 1748, the famc of the Martins was established, and their
workshop had been honoured by the title of “Royal Manufactory.” They
had thrce manufactories: onc in the faubourg Saint Martin, another in the
faubourg Saint Denis, the last in the rue Saint Magloire. A decree of
Council on the 1gth February, 1744, had enabled the sieur Simon-Etiennc
Martin the younger, “exclusively of all others,” to manufacture during twenty
vears all sort of works in reliefs, and in the style of Japan and China. This
decree evidently relates to imitations only, and it is certain that the Martins
executed some which were very remarkable; we have seen boxes and caskets
in which one would hesitate to recognise an Kuropean work, if certain details
in the costume of the figurcs, and certain trecs in the landscapes, especially
the palm trees, did not betray this particular invention of an imaginary East
which was in vogue during the whole of the eighteenth century, in spite of the
descriptions of travellers, and the figures sent over to us by the Orientals
themselves.

M. Courajod tells us that Madame de Pompadour prized the vernis Martin,
and introduced it into her own surroundings; he adds: “The Dauphin seems
especially to have appreciated the vernis Martin work, and the pleasing
effect that may be obtained from it in the decoration of houses. One of the
Martins, Robert, T think, was employed from 1749 to 1756 in his apartments
at Versailles in extensive works. In 1749 he receives 6,459 livres, 5 sols, 2
deniers for works executed by him in the cabinet of the Dauphin. In 17356
he again works, and his lacquers are paid at more than 9,000 livres. The 28th
January of the same ycar, the king ordered him to paint the cabinet of
Madame Victoire.”

Let us pause a moment to inquire what can be meant by this passage.
It is quite certain, for the terms of the decree of 1744 confirm it, that the
Martins began by imitating the Japanese works in relief, that is to say, the
black lacquer ornamented with gold. But being in possession of a certain
process, and placed from their success at the head of a high connection, they
extended their plan of work, and thought of inventing a varnish which should
be French in its style, and superior in richness to:that of the Orientals. Tt
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is doubtless this which they used at Versailles in the apartments of the
Dauphin, and of the daughter of ILouis XV. Voltaire's verses, in his
“Premier Discours de I'Inégalité des Conditions "™ :

Et tandis que Damis, courant de belle en belle
Sous des lambris dorés et vernis par Martin....

can only allude to the French style of varnish. It is against this, too, that
Mirabeau inveighs in “1’Ami des hommes,” when he says: ... “ Quappelle-t-on
dans ce cas mieux vivre? Ce n’est pas épargner plus aisément de quoi changer
tous les six mois de tabaticres émaillées, avoir des voitures vernies par les
Martin? . . . [’homme dont les meubles et les bijoux sont guillochés, doit
I'étre aussi par le corps et par I'esprit. [.’homme aux vernis gris de lin et
couleur de rose porte so livrée en sa robe de chambre, en sa facon de sc
mettre, etc. . . "

If we endeavour to divide the Martins' work into two distinct parts, we
find that the first, comprising Oriental imitations, is extremely restricted and
without any positive boundary line; we shall presently explain from what
cause. The second, on the contrary, will prove considerable, as it will com-
prehend in addition to furniture properly so-called, carriages and sedan chairs,
folding-screens, hand-screens, and those gilded wainscotings mentioned by
Voltaire; the innumerable series of lesser articles, boxes, snuff-boxes, pocket-
books, memorandum books, étuis, bonbonnicres, which at the present day are
the ornaments of richly furnished étageres. Varnish of this description has a
limpid transparency which admits of its being applied to figure painting; it is
unfortunately liable to crack in the open air; two magnificent angle cupboards
(encoignures) belonging to Baron Gustave de Rothschild exhibit this defect,
the only one it can be taxed with. In the midst of their gold groundwork
mythological subjects are seen delicately painted after Boucher's manner, and
framed in rocaille bouquets of the purest Louis XV. style 1In the
smaller objects executed in the same varnish, analogous subjects are seen,
and compositions painted after Lebrun, Teniers, and other Flemish artists.

As for black lacquers, the most perfect, we repeat, may have come from
the workshops of the Martins; but how many others, without mentioning
those of Huygens, may not be mingled with them? The very success of the
process naturally created a competition with the Martins; there was the
chance of making a fortune by following them at a distance and selling at a
cheaper rate; enterprise therefore began to increase, and we have mentioned
elsewhere that of the widow Gosse, and of Francois Samousseau, her son-in-
law, who obtained, by a decree of Council of the 6th June, 1767, that 1s, at
the expiration of the Martins’ privilege, an authorisation to establish a “royal
manufactory ” of varnish according to the Chinese method, to apply it on all

g L



74 HISTORY OF FURNITURE.

sorts of metals, on wood, leather, pasteboard, paper, baked or raw earthenware,
faience, and porcelain, with gilding and other colours. Where are these
works? Who has met with them? No one that we know of, for they are lost
in the immense whole of secondary articles neglected by connoisseurs. Fine
works alone have the right to outlive their day.

THE EAST.

It is not our intention to examine here thc marvellous lacquers of every
description which have come to us from the East; we shall return to them
later on, and speak at present of the special object of this chapter, lacquered
furniture.

The whole of the extreme East, China, Japan, Annam, Persia, and India
made use of gum lac for the decoration of furniture, and employed it with a
taste which cannot be too greatly admired.

What we most frequently meet with are cabinets with double doors,
concealing numerous drawers; others with étageres (sets of shelves standing
on supports), the unequal compartments of which are arranged in the
most charmingly fantastic manner, seats, stools, tables, guéridons, folding-
screens, and fire-screens of various dimensions. Generally speaking, these
articles of furniture are in black lacquer, decorated with gold reliefs; but
some rather frequently mect with are more or less of a bright red colour, in
which the ornaments are chased, and form a relief on a guilloché ground.
Amongst thesc chased lacquers there are two origins to be distinguished :
China furnishes us with those of a vermilion red colour with very delicate
details which comc from the north, and are called in trade Pekin lacquers,
although in the country they are designated as Ti-tcheou lacquers. Those of
which the pale tint most rescmbles sealing-wax are the most recent; the
morc this tint darkens, the older 1s the furniture. In many étageres, the
framework and the panels are red, and chased, and the lower shelves are in
black lacquer and gold. Japan is the country where these lacquers were first
invented, and some are to be met with of very ancient date; their general
characteristic 1s a larger and bolder style of sculpture; the red is dark, and
all the projecting surfaces are brilliant and glossy; in the étagéres the shelves
have usually black grounds, with coloured decorations without relief, that is,
polished lacquer, generally composed of bouquets or birds. Some carved
Japanese furniture is black or dark brown. It is in Japan, too, that the
Chinese workmen who are specially employed in the Ti-tcheou lacquer,
acquire their perfection.

The Japanese black and gold lacquers may be recognised by the beauty
of their ground, which is always bright, intense and brilliant, and by the
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perfection of the ornaments; they not unfrequently exhibit armorial bearings;
this is especially the case with the fessembaks, large travelling trunks, which
serve the same purpose in those countries as our chests (bahuts) in the middle
ages.

Some articles of furniture are relieved by burgau, that is, incrustations in
mother-of-pearl; one particular species has a ground of pebble-work, or is

Cabinet of red chased laequer of Japan. (Colleetion of M. P. Gasnault). Japanese poreelain dish
with chrysanthemo peeonian decoration. (Collection of M. J. Jaequemart.)

semé with irregular and almost contiguous pieces of mother-of-pearl; they
belong to a Japanese centre, which we have hitherto been unable to
" determine. A similar work, however, has been executed in Annam and at
Siam, where the burgau lacquers are perhaps more frequent than others.
Some very fine lacquers incrusted with mother-of-pearl are also made in
Persia and India; unfortunately the quality of the varnish is not irreproach-
able, and the articles which reach us are all more or less deteriorated. The
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curious chest, ornamented with inscriptions, which was seen at the Séchan
sale, and a no less curious table lined with coloured lacquer, which belonged to
M. Jules Boilly, will not be forgotten; their workmanship was irreproachable,
but the chatoyant mosaics were detached from the shell coating which should
have held them.

To what country may belong an interesting species designated under the
name of Coromandel lacquer, it is impossible for us to say. The designs
are indicated by projecting cells reserved in the wood, almost the same
as in a champlevé enamel, and the different colours are placed in the cavities
without thickness, and thus stand out better against the black ground. The
subjects represented are almost always Chinese; the legends and inscriptions
are in Chinese characters of the 4iaz or regular description, and the emblems
also are those of the Celestial Empire, dragens, fong-hoang, cranes, etc. The
largest pieces are armoires, which seem to have been made for Europe
about the seventcenth century, large folding-screens, cabinets, and nests of
drawers, doubtless intended to furnish bureaux. It 1s inexplicable how
the origin of these articles of furniture could remain unknown. What 1s
almost certain is that the coast of Coromandel has never manufactured
anything similar. One of the finest armoires known is that prescrved in the
cabinet of medals; some magnificent screens are 1n the possession of M.
Decaisne, member of the Institut.

§ 10.—FURNITURE IN GILT OR PAINTED WOOD.

In the rapid review we have just made of the principal descriptions of
furniture, we have been obliged to neglect certain things, which it would have
been difficult to classify regularly in general categories, and which it is more
natural to collect in a sort of appendix, where all the accessories of furniture
will be noted in order, from the framing of hangings, pictures, and glasses, to
brackets and stands of cvery description, carved in wood, and covered with
gilding or painting.

From the sixteenth century, hangings were modified; the carpets or
lcathers of Cordova, formerly moveable, were fixed in carved panels, on
which either paintings or portraits were suspended, surrounded by their
chdssis (so they designated the frames) or by glasses with bevelled sides (a
biseau), a Venetian work. Frames were then of primary importance in
decoration; in Italy they were developed in redundant foliage, supporting
figurcs of geniuses; or crowned with a pyramidal composition on which
appeared the escutcheon of the owner; sculptured in hard wood, such as
oak, the most perfect of these works were gilded on the bare wood with
a species of bright gold called ducat gold; others were coated with that
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white paste which is still used at the present day, and gilded on a light
impression of vermilion. The beautiful frames of the Italian Recnaissance
are rare, and we must go back to the religious monuments, altar pictures,
or triptychs, to see those in which the palmette borders, the pilasters

Lampholder (porte flambeau) of wood, gilded and lacquered in colours, Louis XV. period.
‘ (Collection of M. Castellani, Rome.)

with foliage and arabesques, display the genius of the initiators of the
new style towards the end of the fifteenth century. The last years of
the following century offer nothing more than redundant conceptions in
which an exaggerated richness shows the decline of taste.
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In France on the contrary, this period is still remarkable; we owe to
it the fine looking-glass framc of the Séchan collection, in which two geniuses
support a medallion ornamented with interlaced cyphers, and surmounted by
a coronet.

A great change took place under Louis NXIV.; Venice and its mirrors
were left far behind; and after having vainly endcavoured to bring over
workmen from Murano to found a manufactory of glass in the faubourg
Saint-Antoine, Colbert learnt that one already existed in regular working
order at Tourlaville, near Cherbourg. The minister sent for Lucas de
Nehou, the director, to take in hand the royal manufactory of glasses, and
shortly after it was able to send from it the splendid decorations of
the galerte des fétes at Versailles. Thenceforth it could no lenger be a
question of counterbalancing the minute dimensions of the mirror by the
developmment of its frame; the latter therefore underwent a transformation,
and, like the borders of wainscotings, was reduced to delicate arabesque
combinations connected by wreaths of flowers, relieved by masks and
palmettes or by shells and acanthus foliage. Notwithstanding the in-
creased dimensions of the glasses, their effect was still morc heightened
by inlaid pieces: thus sections of glass were ranged at cach corner of
the principal sheet of glass, whether oval or rectangular, then pieces to
form a border, and others forming a pediment at the top, and a pendent
towards the base; gilded and carved wood united them all, hiding the
joins by ingenious intersections, and furnishing the architectural frame-
work with 1ts chief designs, its stems and wréaths, 1is crowned masks,
requisite for consolidating the masses, and giving points of attraction to
the eye. These sculptures are of extreme elegance ¢f composition, and great
delicacy of workmanship.

The reign of Louts XIV. may in fact be termed the triumph of gilded
wood : consoles covered with rare marbles or Florentine mosaics, tables with
granite and porphyry slabs, were constructed with massive pillars, carved
fronts on which suns, laurels, and different symbols stood out from grounds
chequered in rosettes; cross stretchers in foliage, were raised in volutes bearing
elegant vases. The same arrangements arc seen in the legs of the seats,
vast arm-chairs with high backs and curved and extended arms, immense
couches covered with velvet, and tapestries with flowers and subjects, or silks
figured in harmoniously assorted colours. Some of these seats, doubtless
destined for more modest dwellings, were similar to the others in their
carving, but simply hewn in the unpolished walnut wood, embellished
by age with that fine brown polish, so warm in tint, and so well fitted to
show off to advantage the delicacy of the chisel. These must have been
perfectly adapted to the rooms which were ornamented with wood panel-
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lings in the arabesque frames which were already substitutes for hangings
from the time of Henri IV,, as may be seen in the library of the Arsenal.
Carved and gilded wood nevertheless became general, and the period of
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(Collection of Baron Asselin.)
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Louis XIV. shows it partaking of all the eccentricities of bronze applied to
furniture; it surrounds looking-glasses with its impossible endive foliage,
is contorted into appliques for wall lights; raises fabulous vegetations
interspersed with senseless dragons to support brackets; 1t cannot even
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become more sober when 1t frames pictures; and its foliage with detached
branches, its festoons of flowers escaping from rocailles of extraordinary
outline, frame portraits in prim toilettes, or the mythological compositions
of Natoire and the Vanloos.

Under Louis XVI, the period of refinement of every description, wood
was to enter on a new phase: not only its forms are sobered down by being
covered with delicate details, but it carries coquetry to the extent of aban-
doning gold ornamentation to show itself clothed with a simple coating of
white paint, barely relieved in some cases by mouldings of pale lilac or sky
blue. Nothing can be prettier than a little drawing-room 1in this style, in
which the borders of the glasses, sometimes surmounted by an amorous
trophy with its doves and torch, the console tables with white marble tops,
furniture in pale figured satin or in striped silk with soft tints, have no other
relief but the fine ornamented bronzes as delicate as jewelry, thus permit-
ting the triumphant beauty and infinite elegance of the ladies who inhabited
them, and enlivened them by their animated grace, to appcar unrivalled. Tt
must be admitted that this much-abused eighteenth century had in its latter
days discovered the secret of the most refined taste, and the highest degree
of politeness and bon ton.

In what precedes, we appear to have neglected one piece of furniture, the
bedstead. And indeed, this, for itself alone, would merit an entire history,
for it has played an important part both in public and in private life. In
the Middle Ages, it already appeared in state on certain occasions; the
“accouchée” there received congratulations, and the seat placed beside it
received persons of rank who came to converse with the mother, and see the
new-born infant.

Later still, the hour of rising was the time of giving audience; the bed,
placed under a cancpy and on a platform, had its head to the wall, and was
accessible on both sides; the head-board alone and the pillars were visible
to the eye with their sculptures; all the rest was drapery; at first the
curtains used to be drawn, then came the fashion of the bedsteads “facon
d'impériale,” of which the curtains lifted up. There was even a time when
the hangings invaded the pillars of the bedsteads, which were surrounded by
chossettes (sheaths of drapery).

These pillars were to disappear later on, under Louis XIV.; the canopy
was to be suspended, allowing all the foot of the bed to be seen; and it was
then that the bedside became the rendezvous of pleasant company, bringing
the latest news, and sometimes scandalous gossip.

In the time of Henri IV, we see the alcove appear, tending to replace the
canopied bedstead; in the salle of the Louvre where the dying monarch was
carried, the curtains are represented in sculpture, and borne by geniuses.
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The balustrade still exists in front of the platform (estrade) on which the
bed rests.

This fashion may perhaps penetrate into modest habitations, but, as we
have just seen, the formality introduced into the manners and habits of the
seventeenth century prevented it from becoming general; sumptuous dwel-
lings still had their bedsteads with canopies or baldachins.

These reappeared under Iouis XV. and Louis XVI., sometimes cut out or
circular, gilded, or painted grey, crowned with emblems or sculptured plumes,
all of which did not prevent alcoves from affording a retreat for the simple

Sedir:

Reading Desk of wood, carved and gilded : period of Lowis XVI. (Collection of M. L. Double.)
night's rest. At this period, too, the beds assume a regular arrangement,
that is, they have their extremities alike: silk, damask, or flowered calico
covers the panels, leaving only the fluted pillars, the rounded pediment with
wreaths and beadings, etc., displayed to view, of which the carving 1s relieved
by gold or pearl-grey tints. The bedchamber has an increasing tendency
to privacy; the drawing-rocm and the boudoir becomc the only places of
reception.

We leave the bedsteads, thercfore, and return to the smaller accessory fur-
niture in gilded wood, which was in vogue during the seventeenth and
eighteenth centuries—the hanging brackets. During the reign of Iouis XIV.
these had a positive importance; wherever the ecclesiastical time-pieces were
affixed to the wall they required an accompaniment; busts, small bronzes, and

porcelain vases naturally presented themselves to form the suite, and if the
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Boule clocks had their stands of incrusted tortoise-shell, gold was perfectly
adapted to accompany articles which were less brilliant in themselves. The
brackets of this period are often important from their composition; the
shaped tablets are supported by figures of bold style and remarkable execu-
tion; or else acanthus foliage, masks, radiated heads of Apollo, remind us of
the famous motto: Nec pluribus impar. These brackets are now becoming
very rare.

The period of Lows X\ entirely abandons this soberness of composition.
The rocailles and wreaths are, however, tolerably well adapted to this style of
accessory furniture, and give 1t an importance which enables it to support
weighty and bulky objects. I'inally, under Louis XVI. elegant simplicity
reappears; acanthus scrolls with slender stems support the tablets; the
mouldings are bordered with pearl beadings; in a word, we recognise again
the delicacy we had pointed out in the bedsteads and seats.

Vignette, after Salembier.



BOOK THE SECOND.
HANGINGS -TISSUES.

WHETHER from a ctvil or religious pomnt of view, the most ancient decora-
tion of edifices and interiors consists in hangings, the accompaniment of
statues, paintings, and mosaics. IHowever far we go back into antiquity,
we can trace their use; from the heroic ages, the Phrygian and Grecian
women had succeeded in representing flowers and human figures, not only by
means of embroidery, but in the tissue itsclf of elegant stuffs. The young
girls summoned {o take part in the procession of the Panathenaea, em-
broidered beforehand the veil or peplum of Minerva, an enormous hanging
which was to cover the hypaethron or roofless area in the temple of the
goddess.

Homer shows us Andromache engaged in embroidery when the shouts
from outside informed her of the tragic end of Ilector. Finally, history has
transmitted to us the memory of Helicon and Akesas, celebrated em-
broiderers, whose beautiful tapestries were preserved at Delphos; Akesas
even introduced figures into his compositions.

We could endlessly multiply these examples of the use of, in ancient
times, hangings ornamented with figures, but a confusion begins when it 1s
necessary to determine the species of work. Herodotus, Strabo, and Arman
leave us no doubt as to the existence in the West of painted linens manu-
factured in India long before the time of Alexander. Under the Ptolemues,
Alexandria became the centre for the intelligent imitation of all the elegant
tissues which the various nations of the known world produced. Under the
direction of Greek artists, skilful workmen copied in high warp the smooth
and velvet carpets, ornamented with figures, which were made at Babylon,
and it is said they even surpassed the work of the Persians. Egypt also
had its painted linens similar to those of the Indians.

Not having to follow the history of tissues through the course of ages, nor
to inquire whether antique decoration could simultaneously employ the
various species of which we find the names in ancient authors, we pass at
once to the subject of this study, hangings used for the purposes of furnish-
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ing. We shall adopt, besides, a system in accordance with the importance of
each style, that is to say, beginning with carpets and tapestries, followed by
embroideries, which are almost connected with them, and ending with stuffs,
which have had so visible an influence on the decorative arts since the first

days of civilisation.

Oriental embroidery npon leather, with velvet appliqués.
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CHAPTER 1.
TAPESTRY.

WE will not herc attempt to go back through centuries in order to find
out what may have been those ancient Oriental or Egyptian carpets of which
we have said some words; we will rather carry our investigations towards
the West, and especially towards the periods which in some measure
inaugurate our national history.

Dagobert, one of those kings who showed themselves ambitious for the
progress of the arts, Dagobert, who caused the cathedral of St. Denis to be
built, lavishing upon it marble, and all the wonders of the goldsmith’s art, did
not content himself with painting for its ornament; he had the walls and
columns covered with hangings of gold enriched with pearls. D. Bouquet
and Trithecme attest the fact of this magnificence, which, increasing with the
progress of luxury, ended by completely substituting tapestry for painting.

It was, above all, through the monasteries that the modifications in the
different branches of dawning industry were accomplished. They were to a
certain extent the cradle of all human knowledge. Towards the year ¢8s,
Saint Florent, of Saumur, possessed an abbey where the monks wove tapestry
ornamented with flowers and figures of animals. According to the text
which recalls this fact, it would appear that they consisted of designs in red
upon whte ground, a style which was long kept up in the East, and which
returned to Italy towards the commencement of the Renaissance.

In 1025, a manufactory of tapestry and carpets existed at Poitiers, to which
place even the prelates of Italy sent their orders. In 1060, Gervin, abbot of
Saint Ricquier, made himself remarkable by his purchases of hangings, and
by the carpets he ordered to be made. These hangings already represented
figures of animals, portraits of historical personages, and religious subjects.

Again, in the eleventh century, the north of Europe had progressed in the
art of manufacturing carpets, and virtuosi may have noticed the reproduction
of certain Scandinavian tissues in the Middle Ages and the Renaissance.

Saint Florent, on his part, had progressed; Mathieu de Loudan, abbot, n
1133, ordered hangings for his church representing scenes from the Apocalypse
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and wild beast hunts. Nevertheless, a formidable opposition was made against
this manufacture by some establishments in Picardy and Flanders.

If we may believe a manuscript of the National Library, quoted by
Francisque Michel, “Erec ct Enide,” the capital of the Limousin, also, had
its manufactory :

Puis s'en monta en unes loges

Et fist un tapis de Limoges
Devant Iui 4 la terre estendre. . .
Liree s'asist de l'autre part

Desus I'ymage d’un lupart

Oui el tapis estoit portraite.

Towards the closc of the twelfth century, they began to make use in the
Flemish manufactories of low-warp and high-warp looms, which they say
dealt a mortal blow to the Saracenic tapestry.

What was this style of tapestry? If we rely cn what we have just quoted,
we must believe that it was an cmbroidery in the Oriental style, which was
executed without the aid of looms, and was especially copied from the works
of the Saracens of Spain and Sicily. Some authors are ¢f opinion, on the
contrary, that the Saracenic tapestry was the work of the Orientals them-
selves, its importation being naturally lessened by the comipetition created by
the French establishments. The following, however, are the indications
which appear to testify in favour of the first hypothesis, which is also in
conformity with the opinion cf the Marquis de Laborde: in 1260, Estienne
" “Quiconques veut estre tapicier
de tapis sarrazinois a Paris, estre le puct franchement” Towards the year
1277, the low-warp looms were adapted to this fabrication, which succeeded
in establishing itself and acquiring pre-eminence; so much so that in 1302,
some high-warp workmen having requested that their trade should be placed
under regularised protection, were incorporated in the Saracenic Guild.
As for the style of workmanship, if it had been Oriental at first, it certainly
became modified, as the following passage of the “Ducs de Bourgogne”
proves: “1389. A Jehan des Croisetes, tapicier sarratinois, demourant a
Arras, pour un tappis sarrazinois de [Iistoire de Charlemaine.” Robert
Poincon was another Saracenic tapestry weaver who worked 1n 1300.

Nevertheless, tapestry kept on progressing; in 1348, Amaury de Goire
delivered a most remarkable piece of tapestry to the Duke of Normandy;
Charles V. ordered his from Arras, and they furnished him with the celebrated
battles of Judas Maccabeus and of Antiochus. In 1396, Lebourebien, a
citizen of Paris, exccuted for Queen Isabella of Bavaria, wife of Charles VI,
a room of silken tapestry of several colours, which is one of the first works of
purely civil and domestic use we meet with.

Boileau writes, in his “Livre des Mestiers,
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(Collection of M. Dubonché.)

Flemish tapestry, the subjeet taken from a romanee of chivalry.
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At the end of the fourteenth century we still find some Parisian names
among the tapestry weavers: that of Colin Bataille, who, in 1391, delivers the
history of Theseus, and of the Golden Eagle to the Duke of Touraine; he
also executes the histories of Penthesilea, of Beuves, of Anthone, and of the
children of Renaud de Montauban, for the Duke of Orleans. Some years
later, Jehan de Joudoigne and Jacques Dourdin or Dourdan, sent in a carpet
of the Fountain of Youth to the same Duke of Orleans, and to the Duke of
Aquitaine, the Credo, with twelve Apostles and twelve prophets, and the
Coronation of Our Lady.

It is probable that most of the other names are those of merchants acting
as intermediates between the buyers and the foreign manufactories.

In the fifteenth century, lille, Arras, Valenciennes, Tournay, Audenarde,
and Brussels, possess numerous establishments, and Philip the Good founds
another at Bruges.

At the time of the marriage of Anne of Bretagne with Charles VIII, the
chateau of Ambroise was furnished for them; André Denisot and Guillaume
Mesnagier, working weavers of Tours, worked there: the latter hung a piece
of silk tapestry representing the history of Moses, and he had executed
besides, a large carpet in the Moorish fashion. In 1494, on the occasion of a
vistt of the Duke and Duchess de Bourbon, all the tapestries were ordered to
be spread in the courtyards of the chiteau, and the history of the Ages was
particularly remarked among them, as well as those of Alexander, Ahasuerus
and Esther, the “Cité des Dames,” the history of David, that of the “ Neuf
Preux,” of Renaud de Montauban, and the Romance of the Rose.

From the commencement cf the sixteenth century the efforts of our kings
tend to restore France to her rank in the tapestry industry. In 1529,
Nicollas and Pasquier de Mortaigne deliver a silken hanging representing
1.eda, satyrs, and other sylvan divinities. Francis I. founds an establishment
at Fontainebleau, directed by Philibert Babou, sieur de la Bourdaiziére, and
subject to the superior inspection of Sebastian Serlio, for which Claude
Badouyn, aided by [.ucas Remain, Charles Carmoy, Francisque Cachenemis,
and J. B. Baignequeval, furnished patterns at the rate of twenty livres per
month; the workmen, too, were placed under the directibn of Salomon and
Pierre de Herbaines, keeper of the furniture and tapestries of the chiteau.
Henri II. entrusted Philibert de I'Orme with the set for his establishment at
Fontainebleau, while creating a new manufactory in Paris, at the hospital of
the Trinité, rue Saint Denis. This asylum for poor orphans received a
hundred boys and thirty-six girls, who were taught different trades; they
were styled “enfants bleus,” because they were dressed in that colour, and
were seen about the city following the funerals. It was in this ancient
asylum, and in the hall where the brethren of the Passion had given their
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first theatrical representations, that the celebrated tapestry of the history of
Mausoleus and Artemisia was executed by command of Queen Catharine de
Médicis, in memory of her widowhood, and crowded with emblems of her
grief, and with the motto she had adopted since the death of her husband :
“Ardorem extinctd testantur vivere flammé” —they attest that the warmth
survives, although the flame is extinct; a motto illustrated besides by the
emblem of a mountain of quick lime, watered by drops of rain.

Fragment of a tapestry of the Fifteenth Century. (Collection of M. Gogué Robin.)

This tapestry, composed of several pieces, measured sixty-three ells in
length, by four in breadth; it was repeated several times. Some inventories
have attributed this work to Antoine Caron.

The Trinité also furnished the tapestry of Saint Merry from the drawings
of Henri Lerambert, a magnificent series of twelve pieces executed by
Dubourg, and measuring thirteen feet in height by twenty in breadth. A
specimen of it still existed in the church in 1852, but in so deplorable a
condition that M. Achille Jubinal could only take a head of Saint Peter from
it, which he offered to the Cluny museum, where it may still be seen.

Charles IX. in his turn built a manufactory at Tours, where, with Leram-
bert’s drawings, a tapestry of Coriolanus was commenced, the execution of

which was prolonged until the reign of Henri IV.; a series of twenty-seven
N
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pieces, a hundred and seventeen ells long, in which the military actions of
Henri IIL were represented, was also made there.

Struck with the beauty of the Saint Merry hangings, Henri 1V. resolved
to attempt another effort in favour of the high warp industry; he established
a workshop in the faubourg Saint Antoine, in the house of the banished
Jesuits, directed by Laurent, with whom he associated Dubourg; he placed
under their orders some Italian artisans in gold and in silk; then some
Flemish weavers, who being placed under the direction of Fourcy, intendant
and governor of the buildings, obtained various privileges; to protect the
works, the introduction of foreign tapestries was prohibited.

In 1603, when the Jesuits returned and took possession of their house,
the manufactory was installed in the galleries of the Louvre. In 1607, two
skilful tapestry weavers, Marc de Comans and Frangois de la Planche, came
from Flanders, attracted by the privileges offered to them; they had an
exclusive right, for five-and-twenty years, to the tapestry termed “fagon de
Flandre;” exemption from the tax, a subsidiary pension; the grant of
apprentices by the king; the privileges of a master, “maitrise,” and of
opening a shop without producing specimens of his craft; exemption from
the taxes on stuffs, that i1s the wools and silks necessary for work, and the
creation of breweries. In return, they were bound to employ at least eighty
looms, and sell at the same price they sold at abroad.

This manufactory, installed in the part of the palais des Tournelles that
still remained standing, augmented by some accessory constructions, had this
peculiarity, of selling to private persons, while working for the king’s household.

On the death of Lerambert, Henri IV. caused a competition to be opened
in order to replace him; two painters were chosen; these were Dumée,
already entrusted with the care of the pictures of the Chiteau de Saint
Germain, and Guyot, each having a salary of 150 livres a year.

The subject for competition was the tapestry of the Good Shepherd; it
was executed in twenty-six pieces of a hundred and seven ells, also a
tapestry of the Flight of the Heron, and that of the Loves of Gombault and
Macé, mentioned by Moliére in the “ Avare,” of which a copy may have been
seen at the Exhibition of the History of Costume at the Palais de I'Industrie,
copied by the manufactory of Brussels.

We abandon these different establishments at the moment when they are
about to be united with the Gobelins; we shall resume under this head the
history of our national tapestry, and of the persons who illustrated it, as well
as that of collateral manufactures. ~

What we must examine before going farther is, the species of composition,
execution, and style which may permit us to recognise the periods and
origins of tapestries, as well as the way in which they were employed.
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We have already said that in the middle ages furniture was constantly
transported; the hangings, suspended to the walls by nails prepared
beforehand, were taken down to follow their owner, and folded in the
travelling chests, went to resume their respective positions elsewhere; the
largest ornamented the walls of the rcoms; the others covered benches and
furniture, according to a fashion generally adopted during the fourteenth
century. During the following century, an increase of refinement tends to
multiply hangings by giving them a special destination besides the furnishing
of rooms; we see curtains and bed valances make their appearance ;
embroidery 1s more particularly reserved for covering furmture and seats.

In their workmanship, the tapestries of the fourteenth century imitate
the style and simplicity of the miniatures on manuscripts; no backgrounds
are to be seen; a uniform coloured ground detaches the subject in which the
figures are ranged with singular regularity. The tapestry of the Apocalypse,
in the possession of the cathedral of Antwerp, and which was manufactured
at distant periods, 1s demonstrative on this point: the first pieces are on red
or blue grounds; in the others, these same grounds arc strewed with colum-
bines, lion’s masks, initials, and finally with branches and foliage.

Not unfrequently the heads and the extremities of the figures arc simply
outlined, the details being lcft to the work of the painter: at the Exhibition
of the Corps Législatif, a small piece of tapestry in this style was seen, which
had not been completed with the paint-brush: the flesh parts left the warp
of the tissue visible. This curious piece forms part of the cabinet of M. J.
Fau: it represents eleven personages in civil costume.

In the fifteenth century, the whole contour 1s indicated by firm and visible
outlines; the colours are placed between these lines, and only modelled by
two or three shades mingled together by means of more or less solid
hatchings.

We know how tapestry work is carried on; the weaving process i1s done
partially, because it would be impossible to carry all the coloured threads
which are employed in the making of it from one side to the other of the
warp, as in ordinary figured stuffs; the number of threads necessary for each
tint are raised by the workman, who in this manner executes a mosaic work
of wool or of silk, formed by pieces placed in juxtaposition, although
manufactured on the same warp. This may be seen, as there is a solution of
continuity when the change of colour 1s abruptly made between two threads
of the warp. It is this necessity of weaving the fabric thread by thread, of
dropping and taking up again every instant, each wool or silk of the woof,
then stopping to tie or cut it, which forces the workman to execute smooth
fabrics on the wrong side. Thus, these carpets being usually longer than

they are broad in the ancient fabrics, they had imagined, in order to facilitate
N 2
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the labour, the plan of arranging the warp horizontally; thenceforth the
execution of shades in hatchings becomes vertical. The colours are decided;
the flesh parts are sketched out by a bright pink line; pale pink is the local
colour, slightly deepened on the cheeks, and shaded with a light brown. In
the draperies there are three shades of blue lit up with white; red 15
lightened with gold; green is modelled by dark blue in the shade, and
yellow in the light. The ground is first enriched by foliage and flowers; then
backgrounds and perspectives make their appearance, in short, the transition
from the fifteenth to the sixteenth century is effected, as it was accomplished
before, by inscnsible shades; it is therefore often very difficult to assign the
date of transitional pieces.

An idea may be formed of the hangings of the fifteenth century, by
viewing the magnificent piece at the Cluny representing the Angel leading
Saint Peter out of prison; this piece, stamped with the arms of the chapter of
Beauvais, dates from 1444 to 1462, The tapestry brought from the chiteau
de Bayard, and presented by M. Achille Jubinal to the Library, is another
excellent specimen, as well as the Deliverance of Déle, an historical work,
dated 1477, which has just been presented to the Gobelin manufactory by
M. Spitzer. Finally, at Cluny, the history of the Prodigal Son, and the series
of the history of David and Bathsheba, will show the progress of primitive
art towards that absolute perfection which we shall find in the works of the
sixteenth century; greater ease 1s sought in the modelling of forms; the line
of contour often disappears in the gencral cffect, and is only strongly
pronounced when it becomes nccessary to impart greater vigour to the whole.
These qualities may be remarked, united to a greater perfection of design, in
the fine piece in the shape of a triptych, exhibited at the Corps Législatif by
Baron Davillier, and which bore the date of 148s.

As we have alrcady said, the sixteenth century, in our opinion, attains to
perfection in the art of tapestry-making; style is displayed to its highest
extent; colouring is left to the intelligence of the workman; it follows the
progress of the dyes, without ever seeking to confine itself to the teachings of
the cartoons; it 1s broad and decorative, and whatever the degree of compli-
cation of the fabric, it remains what it should be, not forming a breach in the
walls to create impossible perspectives.

Here we must go back a little, and endeavour to discover, side by side
with the characters of periods, those of the manufactures of each great
workshop, or at least to collect the few notions which exist in connection
with them. -



Sereen, composed of two leaves of tapestry with figures, costumes of the beginning of the Sixteenth Century.

(Collection of M. Moreau.)
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ARRAS.

We must first mention this celebrated manufactory, which furnished all the
countries of Europe with its splendid productions, and even gave its name in
Italy to tapestry work. Araszzo is still the term for hangings, and arazzeria
that for the manufacture.

We are unable to fix the period of its foundation; in 1351, we already
find mention made among some old accounts, of an Arras orphrey; and
we have also alluded to the entry in the inventory of Charles V. in 1379, of
“Un grand drap de P'ceuvre d'Arras historié des faits et batailles de Judas
Machabeus et d’Anthogus.”

The names of workmen which have been preserved to us, are those of :

1367. Vincent Bourselle.

1378. Huwart Wallois.

1389 Jehan de Croisétes, Saracenic tapestry weaver, already mentioned.
1398. Robert Pousson, who emigrates to Lille.

1401. Simon Lamoury, id.
1404. Jehan Lamoury, id.
1406. Colard des Gres, id.
1407. Jehan de Ransart, id.

By the simple fact of the emigrations of which we find the trace above, it
will be understood how difficult it is to distinguish the Artesian works from
those of Flanders, and with what caution a sentence should be pronounced on
the origin of the tapestries of the fifteenth century. There is one we have
been able to study, thanks to the courtesy of M. Georges Berger, and which,
from the subject and the workmanship, appears to us tolerably authentic.
The subject relates entirely to the Burgundian vintages; some high personages
in elegant costumes of the time of Charles VII. are walking about among
the people, busy with the vintage, and wine trade; here they are bringing
the fruit; farther on they are filling casks placed on wooden stands; here are
some people starting off in a cart; there a man is counting gold pieces on a
barrel placed on end. The lord of the vineyard has received a gigantic vine-
branch loaded with white grapes, which he seems to be offering for the
admiration of the lady with the splendid “hennin” and brocaded garments
ornamented with jewels, who accompanies him, followed by her pages, and
other persons doubtless attached to her household. The costumes and
workmanship of this tapestry render it one of the most curious that can be
seen; we can but regret that it should have suffered immensely, and that its
colours and even its tissues should be much injured.

If Arras were the true centre of the carpet industry of the middle ages,



Flemish tapestry, interior representing the furniture and costumes of the period of Louis XII,
{Colleetion of M. Orville.)
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the misfortunes of war deprived it of its sceptre, and its manufactory had
been ruined at the time of the taking of the town by Lous XL It is an
error, therefore, to attribute to Arras the celebrated tapestries executed from
the cartoons of Raphael, which are preserved at the Vatican under the name
of “Arazzi della scuola vecchia” They came from the Brussels manu-
factory, and it is under that head we shall speak of them.

PARIS.

In the tax lists under Philippe le Bel, in 1292, we find twenty-four tapestry
weavers already inscribed. We have mentioned Colin Bataille in the four-
teenth century; then in 1412 we see Antoine Semcctre, who also leaves the
capital to go and seek his fortune at Lille; “in 1424 1t 1s Guillaume
Deschamps, Jehan Chevance, and Goumier Dumoustier: in 1454 Nicaise de
Crombin, tapestry maker to Anne of Bretagnz, and Jaquemin de Vergicres,
high warp tapestry weaver;” in short, we have mentioned the various esta-
blishments founded by the kings, which we shall presently see centralised 1n
the Gobelins.

LILLE.

This important city becomes one of the most interesting subjects for
study with regard to the arts, since M. Jules Houdoy has elucidated its
history. With his well-known intelligent patience, he has ransacked the
archives, examined the accounts, and scarched the citizens’ registers, so that
his labours have all the certainty of an official inquiry, and his assertions
may be accepted without questioning. The high warp industry dates back at
Lille to the fourteenth century. This in no way implies that from that
period Lille had entered upon high historical concepticns. On the contrary,
for a long space of time we hear of “banquiers” for covering seats, of
cushions, hangings with armorial bearings, of red tapestries, some with white
fleurs-de-lis, the arms of the city, in short, of ordinary manufacturers.

It is in the sixteenth century, and under the dcminion of the house of
Austria, that art is developed. Mary, sister of Charles V., and governess of
the Low Countries, passed adecree in 1538 concerning manufactures,
designed to repress certain frauds, and especially that which consisted n
“farder ou ayder les tapisseries de quelques couleurs et substances de .pomc-
ture-que ce soit.” This artifice is only permitted to be used for “the visages
et autres membres nus” The assortment of colours was not yet sufficiently
complete to admit of modelling the flesh with woven wools, and this tolerance,
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which was a continuation of the customs adopted in the fourteenth century,
was granted.

The tapestry trade was at that tune so great a source of fame and profit
to Flanders, that Charles V. wished to regulate it in a definitive manner,
and 1n 1544 he published the “ Ordonnance statut et edict sur le fait et con-
duyte du stil et mestier des tapissicrs.” After having noticed the frauds
which were committed, the emperor, desiring to put an end to the no less
revolting abuse which consists 1 giving to a work thc name of any most
famous manufactory, although it may be of insignificant merit, declares that
works are only to be executed in towns subject to special regulations for the
police of the manufactures, as at “Il.oram, Bruxelles, Anvers, Bruges, Aude-
naerde, Allost, Enguien, Byns, Ast, l.lle, Tournay, et aultres francs-lieux;”
he desires, moreover, that the manufacturers shculd be bound “de prendre et
eslire une marque et enseigne et de la présenter aux jurés pour estre misc et
registrée au livre quy se tiendra audit mestier a celle fin avec leur nom et
surnom, laquelle marque et cnseigne chacun maistre tiendra sa vie durant
sans aulcunement altérer ou changer.” It 1s also enacted that the master
workman making or causing to be made a hanging composed of several
pieces joined together in the same border, shall be bound to have worked on
one of the ends or at the bottcm of the said tapestry his mark or “enseigne,”
and with it such enseignes as the town shall ordain: “afin que par telles
enseignes et marq soit cogneu que ce soit ouvrage de la dite ville et d’un tel
maistre ouvrier.”

The obligatory mark for Lille was the escutchcon of gules with a fleur
de lis argent. Exception was made only in the case of tapestries ¢f very
small value.

The importance which the Emperor attached to the guarantee of the mark
led him to decree the following extreme penalty : “Que nul, quel qu'il soit,
ne se présumera de contrefaire, falsifier de faire ou enfasser la marque d'un
autre sur la paine et fourfaicture de la main dextre ct de jamais povoir user
dudict mestier.”

Thus placed under strict rules, the industry was able to progress with
regularity, and it made rapid advances at Lille; but before examinming the
productions it may have left behind, it will not be uninteresting to subjoin a
list of the names of artisans which M. Houday has succeeded in collecting;
we give it in chronological order : —

1318. Jehan Orghet.

'1368. Willaume, high-warp worker (haut lissier).
1409. Jehan Filloel, do.

14.... Jehan Sauvage.

1424. Simon Le Vinchent.
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1442. Jacquemard Largeche.

1457. Camus Dujardin, high-warp worker.

1460. Pierre Delos.

1470. Jehan de Haze.

1471. Jehan Calet.

1474. Grard Lejosne.

1510. Jehan Van der Brugghe,—Pierquin Derinne,—Franchois Hoen,—Pierre Van Opponem.
working tapestry weavers.

1510. Jehan Pissonnier.

1512. Jean Faussart.

1520. Gabriel Van den Tombe.

1524. Gabriel Sauvaige.

1529. Jehan de Hamer,—Van Ophonem,—Pieter Pennemacker,—Zacharias.

1535. Jean Van Maelborch.

1538. Hector Bellemond,—]Jacques Carpentier,—Jehan Carpentier,—Corn. Clerebaut,—Pierre
Clincquemcure,—Gilles Duhamel,—Allard and Grard Escailler,—Paquet d’Estaires,
—Bonaventure Hamel,—Alard Herselin—Jacques Herselin, — Pierre Herselin,—
Jehan Leclercq,—Jacques Lesage,—]Jehan Malatire,—Jacques Meurille —Cornille
Rouverit,— Jehan Sirou,—Picrre Tesart,—DPierre Thibaut,—Pierre de Weple.

1546. Guillanme Pannemaker.

1571. Gilles de Bouturle,—Loys Dupré,—Guillaume Mens,—Jehan Rigau.

1586. Jehan Breuckelinck,—Guillaume  Breuckelinck,—Gertrude ~Waghenans, widow
Breuckelinck.

1588 Frangois Speering.

1625. Vinchent Van Quilkerberghe, privileged for g years.

1634 Van Caeneghem.

1641. Jehan de Quickelberghe.

1653. Jean de Strycker.

1658. (GGaspard Van der Bruggen,—Henri Reydams.

1677. Jooris Blommaert and Franchois Vanderstichelen, low-warp manufacturers, called to
Beauvais in 10684.

1679. Jean Cabillau.

1684. Frangois and André Pennemacker, pupils of Brussels and of the Gobelins, privileged ;
execute “verdures.”

1688, Jean de Melter, came from Brussels, important manufactory.

1701 Guillaume Wernier, son-in-law of Jean de Melter, and his successor, important works
up to his death, in 1738.

1714. Deslobbes, ephemeral establishment.

1719. Jacques Delctombe, son-in-law of Pennemacker,

1723. Jean Hendrick and Guillaume Beer

1740- Frangois Bouché.

1780. Etienne Deyrolle.

We have already remarked that the most ancient Lille works are princi-

pally ornamental and furnishing tapestries; still, figures must also have been
executed there, and Pennemacker inaugurated, in the seventeenth century,

the

particular style called “verdures,” in which the landscape ground

assumes a primary importance, and the figures only play the part of
accessories. Jean de Melter and his son-in-law Guillaume Wernier, endeavour

tor

ival Brussels in tapestries with figures, and devote themselves especially to
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the “ Tinnieres,” that 1s, the village scenes painted by Teniers or in his style.
The Universal Exhibition showed us a great composition ot Wernier: the
Marriage Feast of Cana, signed, and dated 1735; we also know the scenes from
Don Quixote, and other important tapestries at the Hopital Saint-Sauveur.

Frangois Bouché on his part, aimed at nothing less than rivalling the
Gobelins, and 1n some pieces he has succeeded.

However, the obligatory mark of the white fleur de lis on a red ground.
and the names collected in the above list, will enable connoisseurs to recognise
any Lille tapestries they may meet with.

BRUSSELS.

But we hasten to enter upon the history of Brussels, that important
centre towards which all the admiration given to what was called “ Flemish
tapestries,” should converge. What we may be able to say on the subject
here, will be but little compared to the complete work now in course of
preparation by M. Pinchard, archiviste of the city of Brusscls, the publication
of which is so impatiently expected. But it will at any rate be a provisional
element of research for amateurs.

The first tapestries that can with certainty be attributed to this celebrated
manufactory are those of the period of l.ouis XII. and the beginning of the
Renaissance, which display marvellous style and noble composition. The
borders are perfectly characteristic; they are composed, not of a wreath of
flowers, but of branches laid one over the other, the vine, the mulberry,
groups of iris, pomegranate, &c., on a dark blue ground, heightened with
gold. At the Exhibition of costume, the priceless hangings belonging to Sir
Richard Wallace were to be seen; some were unintclligible, others were
explained by inscriptions in Gothic characters, especially giving the name of
the personages, so that the subjects werc recognisable as taken from the
French fabliaux, and especially the Romance of the Rose. There, “ Amours”
receives a message from “ Bouche d’or,” in the presence of “Paix” and “Con-
corde”; in a gallery are seated “Doulx parler,” “Prudece,” and “Doulx
regart” The accessory personages are “Malebouche, Faulx semblant,
Dangier, Vilain coraige, and Haine couverte,” who forges evil tongues. We
meet with some of these personages again in the attack on the chateau
d’Amour.

Nothing is more remarkable than the grace of the figures, the amplitude of
the draperies, and the supreme elegance of the groups, evidently composed
by painters of the first rank whose names we would gladly learn. In the same
style, and of no less talented workmanship, were three pieces of a tapestry
representing the Temple and Triumph of Chastity, the Triumph of Death, and
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the Triumph of Good Fame, also exhibited at the History of Costume by
MM. Flandin and Leclanché: a badly written date, of which nothing could be
distinguished but 1507, added to the interest of the series. Towards this
period, that 1s, at the time when the arts were in their efflorescence, Flanders
became the centre for orders from all parts of Europe. Félibien asserts that it
was “Bernard van Orley (living towards 1490) who caused those tapestries
to be executed which the popes, emperors, and kings ordered to be made
in Flanders from Italian designs.” Thus much is certain, that the cartoons of
Raffaelle, part of which are preserved at South Kensington, were executed at
Brussels, and compose the inestimable series of eleven pieces of tapestry
which still exist at the Vatican. The cleventh, which was supposed to have
been lost, the “Coronation of the Virgin,” was discovered in 1869 by M.
Paliard, and the description he gives of 1t contains cne valuable detail : the
borders, he says, “are ornamented with flowers, fruits, birds, mermaids, and
gentt, of small dimensions, with their colouring, on a gold groundwork;
they each have thc samc brecadth of thirty centimetres, like the vertical
and upper horizontal borders c¢f the ‘Conversion of St. Paul’ and of the
“Miraculous Draught,” for these three subjects, placed side by side, filled up
the farther end of the Sistine chapel, the ‘Miraculous Draught’ on the left,
the Coronation in the centre over the altar, and the Conversion of Saint Paul,
on the right.” With the sixteenth century, thercfore, we see the commence-
ment of that system of bordering which was destined to outlive even the
century, and almost rcplace the cut branches of the end of the fifteenth.
Were there some particular borders exceptionally prescribed for the eartoons?
We should be tempted to believe so, and every one may have remarked that
the votive tapestry dedicated by the widow of the prince of Tour et Taxis,
(inventor of the Postal system), had one of those frames with candelabra,
tablets and fillets, in the style of the compositions of the Modenese school.
This beautiful piece of tapestry, which represents a procession, and the conse-
cration of a statue of the Holy Virgin, bore the following legend, on a sort of
blue tablet: “Egregius Franciscus de Taxis pic meorie postaru mgr hic fieri
fecit, anno 1518.”

Of the first days of the manufactory, a few names only have barely reached
us; the following are mentioned :

1466. Jehan de Rave, anthor of the history of Hannibal
1497. Pierre Denghien,—Jehan Dupont,—Frank de Houwene.
1499. Jean Van Brugge. ’

In the sixteenth century, the names are not more numerous; we find
Pierre Van Alst in 1514, then in 1548, Guillaume de Pannemakere, com-
missioned by Charles the Fifth to execute from the cartoons of the painter
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Jehan Vermay, the famous tapestry of the conquest of the kingdom of Thunes,
(Tunis), a favourite subject of the period which we find in goldsmith’s work,
and éven in Italian maiolica. The choice of the materials destined for this
work, sufficiently indicates the importance which the Emperor attached to its
success ; the warp was to be of the “best and most exquisite thread brought from
Lyon, and the woof of fine gold and silver thread, and of fine Granada silk.”

At this time, the authorities were occupied about regulations for the trade,
and the punishment of the frauds which had been introduced into it, especially
concerning the counterfeiting of marks. We are ignorant of the period when
these marks had been invented, but 1t must have been under the government
of the Dukes of Burgundy. In fact, the most ancient signs we meet with are
two sorts of B, placed face to face, and separated by a red symbol; and which
are no other than the two “foisils,” and the flame which therr striking has
elicited from the stone, that is to say, the device of Burgundy; by degrees,
the ignorance of tlic weavers changes these signs, the B becomes clearer and
better formed, and at last, that one which had been turned in a contrary direc-
tion, resumes its natural position; the flame undergoes still greater changes,
according to the caprice of the artisan: here it 1s an escutcheon of gules, there a
pomegranate, in another instance a heart, or even a heart with the point upwards.

Besides these marks, there are others of which mention was made in the
edict of Charles the Fifth; first, there are the arms and emblems adcpted by
the manufacturing towns, then the signatures, and finally private ciphers,
the explanation of which would be of evident interest.

Connoisseurs may have remarked at the Exhibition of the Iistory of
Costume, a tapestry representing, on pieces of different sizes, a history of
Diana, of good design and carcful execution, and which the owner, M.
Bézard, asserted to have been made to ornament the chatean d’Anet; the
subjects being simply an allegory intended to commemorate the name of the
celebrated Duchesse de Valentinois. We will not dispute this attribution;
but the distance which separates the date of the death of Diane de Poitiers,
1566, from that inscribed on the tapestries, 1610, permits us to suspect its
accuracy. The important interest for us lies in the fact that the tapestry
unites the fundamental mark of Brussels

spe. BT BW&,

FRANCISCVS SPIRINGIVS

the signature

and

SPIRINVS FECIT ANNO 1610
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the escutcheon of a town? and, finally, a constant mark

embroidered in white on the blue margin, and generally on the right side.
The signature is woven in white, on a yellow thread, which separates the
lower border from the subject; the Brussels mark is sometimes on the left-
hand border. As for the silver escutcheon with a pale sable? it is
accompanied by the initials HD, the mcaning of which escapes us; this
double initial would seem to us to prove that it is no municipal stamp
(there is already that of the duchy of Burgundy), but perhaps the arms of
some manager of the manufactory.

As we have said, the fabrication 1s carcfully executed; gold, silver, and
silk abound in the tissue, and the borders answer the description we gave of
those in the tapestries of the Vatican. Flowers and fruits surround with their
groupings niches or cartouches with small mythological figures; there are
Paris and Helen, Pyramus and Thisbe, Ulysses and Circe, Leander and
Hero, Mars and Venus, Jupiter and Calisto, Mercury and Herse.

In a series of pieces with subjects taken from ancient history, and exhibited
by M. Récappé, there was found, in addition to the fundamental mark,

slls, BB, BB,
4 -
the ciphers F and W'LP"' ; the piece bearing the latter was

distinguished from the others by the border, worked in sacred subjects; there
was Susanna surprised by the old men, and a woman bathing, doubtless
Bathsheba, to whom a servant is presenting a note inscribed with characters
which may stand for some signature.

‘As for the tapestry of Gombault and Macé, the Rabelaisian legends of
which we will not reproduce, besides the escutcheon of gules with the two B’s,

it bears this sign in which the letter D figures under three different

forms. This sort of signature, so different from the others, may possibly be
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Flemish, or perhaps a copy of a French cipher, as the subject 1itself 1s the
reproduction of the French cartoon of Dumée and Guyot.

We have met with no tapestry signed by Franchois Guebels, who worked
about 1571; in the seventeenth century, names are more frequently  seen,
besides Frangois Speering whom we found at Lille in 1588, before he came
to Brussels to execute the history of Diana, we see in 1613 a piece of tapestry
representing acts of the life of Alexander the Great, by Jcan Raes, from
cartoons of the Rubens school. Johannes Franciscus Van den Hecke, who
sometimes signs [-F. Vanden Hecke, depicts the Passage of the Granicus,
the Magnammity, and the Triumph of Alexander, from the compositions of
Lebrun.

But a serics worthy of being mentioned above all others, is that
woven in 1663 by A. Auwercx, from the cartoons of Van Kessel and
Herp, representing subjects taken from the history of Martin I, King
of Aragon, who became King of Sicily on the death of his son. These
subjects relate to services rendered to the king by G. R. de Moncada, Lord
of Arrola, in Sicaily, and the tapestry was expressly made for one of the
descendants of that nobleman. It is admirably finished, notwithstanding
some anachronisms of costume; the backgrounds, especially the sea views,
are of charming lightness, and the broad borders, in which armorial bearings
stand out from among emblems of every description, arms, fruits, flowers, &c.,
are of a boldness and truth which nothing approaches.

We may also mention some “verdures” representing the seasons, and signed
Marcus de Vos and I. F. V. Hecke, and above all the charming tapestries
belonging to M. Gauchez, which are in the ornamental style of our manu-
factory at Beauvais: the principal subject is an escutcheon surmounted by
a ducal coronet, beneath which 1s Time enchained by l.ove. The back-
ground represents a carpet with flowers and wreaths, the corners of which are
upheld by Cupids. Here we have a double signature, that of the painter:
D. Teniers jun. pinx., 1684, and that of the tapestry worker: Géll. Van Loefdael
fecit.

Let us add the names of Roellans, of Jean de Melter, who doubtless
worked more at Lille than at Brussels, and finally a name very much injured
by the effects of time, but which we thought might read as F. IFVNIERS.
It was beneath an equestrian figure of the seventeenth century.

Ought we to attribute to Brussels itself the manufacture of some tapes-
tries of a secondary rank, specialised by Flemish inscriptions, such as the four
pieces belonging to Count Adrien de Brimont, representing episodes in the
life of Saint Rombaud? Their dimensions and style of workmanship would
rather induce us to see in them a provincial work.

We cannot conclude without also mentioning some very singular tapestries



104 HISTORY OF FURNITURE.

executed, it appears, at Brussels, from Italian cartoons of the Modena
school ; they represent the months under the form of the deity to which each
of them is dedicated; we sce Apollo and Bacchus with brilliant aureolas, and
surrounded by ornaments and grotesque figures on very bright grounds. The
brilliancy of the colours, and the complication of the ensemble, certainly
announce a great manufactory; but the heaviness of the design, and the
hard and barbarous aspect of the whole, leave the mind in a sort of uneasi-
ness ; we cannot, as far as we are concerned, assign any date to this work.

AUDENARDE.

The first foundation-charter of the corporation of tapestry-weavers of this
town is dated the 11th June, 1441 ; nevertheless M. Pinchard does not appear
to have found traces of any names or documents before 1499.

We must belicve that Audenarde especially distinguished itself in the
manufacture of “verdures” It was for a work of this description that
Philippe Van Horne is mentioned in 1504, in M. Houdoy’s book. It was

3

doubtless, too, to execute “verdures” that Jaspart emigrated from Aude-
narde to Lille in 1634, as, in 1650, Jean Jans was called to the Gobelins.
What the Exhibition of Costume has shown us of the productions of this
town can but justify its high repute; there were two pieces signed by T.
Van der Goton, forming part of a series of the history of Eurydice; the
borders, on a brown ground, presented a rich composition of flowers and
ornaments, broken by stags’ and dogs’ heads of wonderful execution; in
the first scene, in the midst of a verdant landscape, a group of nymphs
appeared near a fountain, and on the right Eurydice stung on the heel by the
serpent; in the second, a no less smiling landscape was nevertheless made to
reveal the vestibule of the infernal regions; on the right, an immense palace
preceded by fountains with jets d'eau, represented the not. very alarming
entrance to the dark realms, and Orpheus carrying his lyre was seen_pre-
senting himself before Pluto and Proserpine seated under cool shades, to
obtain permission to seek for Eurydice on the banks of the black Cocytus.
A great breadth of effect and skilfully managed colouring rendered these
pictures in every way worthy of attention. The Comte de Brimont, to whom
they belonged, had exhibited a third piece, not signed, but quite as remark-
able; the border was a framework of gold with rich details; in the land-
scape, abounding in large trees of a bright green tint, were seen ahtique
buildings of noble style; then in the foreground figures draped after the
antique (what can be said of the anachronism?) were taking chocolate.

w4
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TOURNAY.

M. Houdoy discovers the first notice of this manufactory in 1448, in a
payment made to Robert Davy and Jehan de 1'Ortye, “marchans houvriers
de tapisserie;” it 1s for eight pieces of high-warp tapestry, mecasuring a
hundred and twenty ells, representing the history of Gideon, and ordered by
Duke Philip the Good; it was executed from the patterns of Bauduin the
painter, of Bailleul.

In 1461, it is Pasquier Grenier who receives the price of several pieces
of tapestry, “ouvrées de fil de laine et de soye . . . . fais et ouvrés de l'istoire
du roi Assuere et de la royne Hester.”

In 13501, Collart Bloyart delivers new scenes with figures “fais de soye a
maniére de bancquets.” Then in 1504, Jean Grenier delivers a piece of
tapestry richly executed, “a la manitre de Portugal, et de Indie pour icelle
envoyer en France.”

How many things are contained in these brief indications, and how much
progress study has yet to make! What we deduce from them, is that Tournay
had important manufactories, and occupied a high position in the high-
warp art.

BRUGES.

This town is mentioned in the edict of Charles the Fifth, and thenceforth
it must have possessed manufactories; in his catalogue of the Musée de
Cluny, M. du Sommerard attributes to Bruges a fine piece of tapestry of the
pertod of Louis XII, signed “David fecit,” and representing Dame Arithmetie
teaching the rules of calculation to the lords and the scholars standing
round her. We have not been able to examine closely this curious piece,
the mark of which is a reversed B.

ANTWERP.

We find this name also in the famous edict of the Emperor; but we must
accept with great reserve the indications which concern this town; it was the
centre of Flemish commerce, and the greater number of those who traded
tapestries there, were simple dealers; we scarcely know whether we ought to
mention Adam de Cupére in 1504, tapestry merchant, who sells a series of
the lmstory of King “Nut,” and another of the “istoire d’Hercules,” to send

to two generals in the service of the King of France.
o)
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BETHUNE.

This is a manufactory of which the only mention made is an item in the
accounts, extracted by M. Houdoy; this item 1s so important that we
transcribe it : “ 1505, a Mathieu Legrand, tapissier a Béthune; pour II grans
tappis et ung bancquier de drap sur chacune desquelles pieces sont les
armes du roi des Romains et du ror notre sire et plusieurs chiens qui

rongent oz.”

TOURCOING.

In the eighteenth century, a woman, Jeanne-Marie lLefebvre, widow of a
sieur Neerinck, founded a manufactory of carpets in this town, in-the
Audenarde style, of which the Chamber of Commerce at Lille, and the “haut
lissiers,” Wernier, Pennemacker and Deltombe demanded the suppression, as
being liable to encourage frauds, Tourcoing being a free town near the
frontier. M. Houdoy is ignorant of what was the result of this request, but
he has been so fortunate as to meet with a rather fine piece, representing
a féte-champétre, and signed on the border, “ILefcbvre-Tourcoing” only; by
a singular circumstance, which our learned friend does not endeavour to
explain, the inscription was followed by the escutcheon of the town of Lille,
such as it appears on all the tapestries submitted to the inspection of the
“maitrise " of that place.

THE GOBELINS.

Let us now return to the establishments of the city of Paris under the
reign of l.ouis XIII. After having travelled from the Trinité to the Jesuits,
from the Jesuits to the palais des Tournelles, then to the place Royale, and
to the Louvre, the manufactory of Flemish tapestries ended by becoming
established in 1630 in the house of the Gobelins: it was a dyeing house, the
origin of which dated from the fifteenth century, and the reputation of which
was immense; its works kept pace side by side with those of the royal
tapestry weavers. At the time when the latter took possession of the house
of the Gobelins, the workshops were directed by Charles de Comans, and
Raphaél de la Planche, sons of the Flemish workmen who were called by
Henri IV. in 1607 to found the establishment of the Tournelles. But after
some time, Rapha€l de la Planche quitted his associate and established
himself in the faubourg Saint Germain,* and in 1658 Charles de Comans sent

Could it be from this establishment that the tapestries faites @ la Planche, according
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to Audenarde for Jean Jans, who four years later received the title of the
king’s tapestry worker.

207

Gobelins tapestry, thc Fortune Teller, after Tenicrs, leaf of a screen. (Collection of M. L. Gauchez.)

to the contemporary expression, werc issued? M. Francisque Michel is of the affirmative
- opinion, and relies in this instance on the following passage of the Mémnires inédits de
Lowis-Henri de Loménie, Comte de Brienne : “ Who does not know that the finest tapestries
of Flanders and Spain, Italy and France, were in his apartments (Mazarin’s) ? Suffice to

0o 2




108 HISTORY OF FURNITURE.

During this time a new workshop was established in the gardens of the
Tuileries, in favour of Pierre and Jean Lefebvre, father and son, high-
warp tapestry weavers, sent for from Italy in 1642, and installed first at the
Louvre. '

It was in 1662 that Louis XIV. and Colbert centralised at the Gobelins
all the workmen employed for the monarch, that is, not only the tapestry
weavers, but the embroiderers, goldsmiths, casters, gravers, and chasers of
metal, cabinet-makers, &c., so that the establishment took the name of
“Royal manufactory of the Crown furniture” In 1663, Charles Lebrun was
named director, but the edict of foundation was only published in 1667. M.
Cousin has transcribed it z# exfenso inthe “ Archives de I’Art francais, Vol. V1.,”
in which may be seen what privileges were granted to our industrial artists.

The direction of the tapestry manufacture was at first entrusted to Jean
Jans, to whom were successively added Girard Laurent, Pierre and Jean
Lefebvre, high-warp weavers, Jean de la Croix, and Mozin, low-warp weavers.

It may possibly not be useless to explain here, in what consisted these
two styles, which were at several different times united at the Gobelins, or
separated in special workshops. We borrow here the excellent descrip-
tion of the looms given in the historical notice of M. Lacordaire. “In
weaving tapestry, all the coloured threads necessary for the work cannot be
carried from one end to the other of the warp, as in ordinary figured tissues.
There would be too great a loss of thread, and too great a thickness in the
tissue, as all the threads of each duite, although concealed, would have
been imprisoned by the woof. It was necessary therefore to invent a
partial weaving which economised the éfoffes (it was thus they termed the
woollen or silken threads destined to make the woof), and avoided the
complications of ordinary weaving with a large number of threads, and
lessened the thickness of the tissue. This work 1s executed on looms the
warp of which is sometimes vertical and sometimes horizontal. The pieces
of wood of the framework which are parallel with the warp, and which hold
on one of the extremities the cylinder on which the warp is rolled, and at the

say that the *Scipio® of Marshal Saint-André, and the ¢ Acts of the Apostles’ of the late
Lopez, a Portuguese Jew, had come to him I know not how. The King of Spain made him
a present of the * Labours of Hercules,” executed after designs of Titian, and, if I am not
mistaken, they were enriched with gold, and don Louis de Haro gave him an excellent
hanging of tapestry, of Bruges mauufacture, representing the twelve months of the yea'u',
copied with much care from the designs of a Flemish artist, pupil of Raphael. . . Beside
these, he had at least thirty other tapestry hangings, some painted at Rome on cloth of
silver, others on gold brocade, with velvet flowers of various colours cut out at Milan, and
applied to very rich velvet groundings, at great expense and wonderfnl cunning; Flemish
¢verdures' in abundance; antique tapestries of every description, and modern ones made
at the Louvre, d la Planche, at the Gobelins, &c.”
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other end that on which the woven tissue is rolled, these pieces of wood, or
‘lisses’ rise vertically in the first case, and are parallel with the ground in the
second. Thence arose the name of high-warp looms (métiers a laute lisse)
for the first mentioned looms, and of low-warp lcoms (métiers a basse lisse)
for the second, and thence the name of high, or low-warp weavers, according
as the weaving was executed on one or the other description of loom.” We
have already said that the smooth carpets of both sorts of looins are worked
on the reverse side; only raised velvet or high piled carpets can be worked
on the right side, because each thread being stopped and cut on the upper
part, the manipulation 1s the same for all, whether the same thread is
frequently used, as in the groundwork, or that it varies from one point to
another, as in flowers and ornaments.

Under the direction ¢f Charles Lebrun, from 1663 until his death i 16go,
the manufacture, which employed about 250 workmen, executed nineteen
high-warp pieces of tapestry, measuring 4,110 square ells, and thirty-four
low-warp pieces of a surface of 4,204 ells, representing a clear value of
more than ten millions of francs. These were: the “Acts of the Apostles,”
copied from Raphael; the “Elements” and the “Seasons” after Lebrun;
the “Months,” and “1'Histoire du Roy,” after Lebrun and Van der Meulen;
the “Battles of Alexander,” the models of which Lebrun had painted at the
Gobelins; the “History of Moses,” after Poussin and Lebrun; the paintings
of the Loggie of the Vatican by Raphael; the pictures of the Galerie de
Saint Cloud, from P. Mignard.

The other directors were:—

169g0-1695. P. Mignard, first painter to the king.
1699-1735 Robert de Cotte, architect.
1735-1747. De Cotte, son, architect.
1747-1755. D’lIsle, architect.
1755-1780. Soufflot, architect
1781-178g Fierre, first painter to the king.
1789-1792. Guillauniot. architect.
1792-1793. Audran, son, formerly chef d’atelier.
1793-1795. Augustin Belle, painter.

1795. Audran, son, reinstated.
1795-1810. Guillaumot, architect, reinstated.

1810. Chanal, head of a department at the Ministére de I'Intérieur,

temporary director.

1811-1816. Lemonnier, painter.
1816-1833. Le Baron des Rotours, formerly superior officer.
1833-1848. Lavocat.
1848-1850. Badin, painter.
1850-1860. Lacordaire, architect and engineer.

1860, Badin. painter, reinstated.

Alfred Darcel.
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The work was confided until 1792, to contractors, who nearly always
signed the tapestries executed under their direction. The following 1s a list

of their names:—

1662-1691. Jans, father (high-warp).

1663-1070. Laurent (high-warp).

1603-1700. Letebvre, father (high-warp).

1663-1714. Jean de la Croix (Jow-warp).

1603-1693. Mosin (low-warp).

1691-1731. Jans, son (high-warp).

1693-1737. De la Croix, son (low-warp).

1693-1724. Souette (low-warp).

16g3-1729. De la Fraye (low-warp).

1697-1736. Lefebvre, son (high-warp).

1701-1751. Le Blond (low-warp).

1703-1734. De la Tonr (high-warp).

1730-1749. Monmerqué (low-warp, from 1730 to 17363 high-warp, from

1736 to 1749).

1733-1772. Audran (high-warp).

1736-1788, Cozette (low-warp, from 1736 to 1749; high-warp, from
1749 to 1788).

1749-1788. Nielson (low-warp).

1775-1779. Nielson, son (low-warp).

1772-1792. Audran, son (high-warp), afterwards director.

1788-1792. Cozette, son (high-warp), afterwards chef d’atelier.

Amongst the oldest tapestries of the Gobelins may be mentioned the
pastoral subjects in the ancient style, nymphs dancing, shepherds and nymphs
playing music, &c.; the borders have a checquered groundwork, with ara-
besques, canopies, small figures, vases, globes, and trophies; on the top appear
the arms of France, and at the bottom, cn a shield, the cipher of two L’s.
Some are signed /ANS, and others LEFEBVRE, the latter bear, besides, a

J—? ;E! L : :
monogram , which 1s sometimes found alone on the margins.

It would not be impossible that these hangings, which are foreign to the
style of Lebrun, should have been executed previously to the establishment
of the Gobelins, that is to say, at the Tuileries, or at the Louvre.

The series of all others the most admired for the perfection of its design
and workmanship, and the great value of its material, is the “Histoire du
Roy.” The oldest piece we have seen was signed with the cipher of

Lefebvre E and bore this inscription: “Siége de Dovay, en l'année

MDCLVII, ov le Roy Lovis XIV. sortat de la tranchée le canon de le uille
tve le cheual d’un garde du corps proche de Sa Majesté.”
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Then follows the audience granted by King [ouis XIV. at Fontainebleau
to Cardinal Chigi, nephew and legate a laterc of Pope Alexander VII, the
XXIX. July, MDCLXIV, to obtain satisfaction for the insult offered at Rome
to his ambassador. This piece of tapestry was executed from 1665 to 1672.

The next, and this was without question the most valuable, and that which
attracted all eyes at the Exhibition of Costume, was “Louis XIV. visiting
the manufactories of the Gobelins, where the sieur Colbert, superintendent of
his public buildings, conducts him into all the ateliers, for him to see the
different works which are being carried on there” Executed from 1673 to
1679, this magnificent piece described an anterior occurrence, which the
“Gazette de France” relates in these terms: “On the 15th October, 1667,
Louis XIV,, after having visited the works at the palace of the Tuileries,
where he was about to take up his residence, went to the Gobelins to see the
tapestries which are made there, and especially those which were executed
during the campaign, and which His Majesty had ordered before his departure.
The sieur Colbert called his attention to the manner in which his ideas and
the drawings he had fixed upon, had been followed out, and the sieur Lebrun,
who has the special direction of it, had caused the works to be arranged with
so much industry and care, that nowhere could be found so rich and so well
regulated a collecticn brought together. The entrance to the courtyard where
the pavilion is situated was ornamented with pictures, statues, trophies, and
inscriptions, which formed a most magnificent sort of triumphal arch, and the
great courtyard was hung round with the superb tapestries manufactured in
the place, with a buffet nine fathoms in length, raised in twelve tiers, on
which were arranged, in a manner as ingenious as 1t was magnificent, the
rich goldsmith’s works, which are made in this same establishment. This
buffet was composed of twenty-four large basins, each with its vase, and stand
to carry them (brancard), of two bowls, each from five to six feet in diameter,
four large pedestals for lights (guéridons), twenty-four vases for orange trees,
and of several other pieces, the whole in chased silver, but of a workmanship
surpassing even the value of the material, although weighing more than
twenty-five thousand marcs. . . . After having examined all these beautiful
articles, His Majesty went into all the places where they make the pictures,
works of sculpture, miniatures, and wood for inlaid work, as well as the high and
low-warp tapestries, and carpets in the Persian style. His Majesty also saw
several pieces of goldsmith’s work of another buffet, begun with a different
design, which agreeably surprised him, as well as the Prince de Condé and
the Duke d’Enghien, who accompanied him with a great number of nobles.”

We have dwelt at length on these details as we shall have to refer to them
more than once, the tapestry of the visit to the Gobelins preserving the
likeness of many works which have entirely disappeared. A copy of this
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fine piece of tapestry was burnt on the 3oth November, 1793, together with
several others bearing the arms of France and the fleurs de lis, by the
insensate rabble of the quarter, calling themselves republicans; the Com-
mune has since gone further still—it has burnt the monument itself with all
the treasures 1t contained !

Let us return to the “Histoire du Roy.” From 1667 to 1675, the tapestry
of the marriage of Louis XIV. with Marie-Thérese was executed; then the
baptism of the Dauphin; finally we saw at the Exhibition of Costume,
“1I’Audience donnée par le Roy Louis XIIII, a l'ambassadeur d’Espagne,
ou il déclare au nom du Roy, son maitre, qua 'advenir les ambassadeurs
d'Espagne n'entreront plus en concurrence avec les ambassadeurs de France.”
This bears the dates of 1674 and 1679

This historical style continued, even after Louis XIV,, and we may mention
as one of the most remarkable productions of the manufactory, the tapestries
woven by Lefebvre, from the picture of Charles Parrocel, and entitled:
“Entrée de Mehemet effendy, grand Trésorier du Grand Seigneur, par le
jardin des Thuilleries pour aller faire compliment au Roy Louis XV, sur son
advenement a la couronne, le XXVI. mars MDCCXXI.” Of great richness
of effect, soft in tint and full of light, this piece 1s a type of perfection in
tapestry. The signature of the painter and that of the weaver are seen on

the ground part; the blue border bears besides: LEFEBVRE. G. %

A charming series commenced in the period of Louis XIV. 1s that entitled
the “ Months,” and which might be better qualified as the Chateaux of France.
It is executed in low-warp with wonderful brillilancy and perfection. The
sign of Capricorn surmounts the “Chasteau de Monceaux,” which extends
itself in the background of a beautiful landscape; in the foreground is a
balustrade over which a dazzling carpet is thrown; behind it stand two
gentlemen 1in rich costume of the time of Louis XIV. A signature 1. P.
L. CROX appears to us to be that of Jean de la Croix, director of the low-
warp works, thus sung by the abbé de Marolles:

Quant a la basse lice, on la régle est plus seure,
Deux artistes Flaments, de la Croix et Mozin,
Qui seuls pourroient fournir un royal magazin,
N'y mettroient pas un fil sans sa juste mesure.

In signing himself L. Crox, the Flemish artisan intended to conform to
the then very general custom of latinising the names, a custom fertile in
barbarisms. This fine piece belongs to M. Gauchez.

“La Balance” (See-saw) which we find with the arms of the Duc de
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Months,” after Van der Meulen.

Gobelin tapestry Chiteau of Monceaux, from the series of the '
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Noailles, represents the “Chasteau de Chambord;” the surroundings are of
the richest, and at the lower part are magnificent birds, taken fromn nature,
“saisis sur le naturel” as they said at that time. On the border is the

mark; GOB. 4‘ Monmerqué. This artist, as we have seen, was a low-

warp contractor from 1730 to 1736

In this rapid sketch, we could not even attempt to give a history of the
works of the Gobelins; there is no ceremony or public exhibition to which
the Garde-meuble does not send from the national stores marvellous
tapestries almost unknown; such as the arabesques of Raffaelle, arranged
by Noél Coypel, then another series cf arabesques, figures and grotesques, 1n
the style of Bérain, worked on a tawny background, of which such wonder-
ful examples are seen in M. Léopold Double’s salon. We shall also have to
speak of a piece belonging to this amateur, which has a twofold interest;
executed on the occasion of the marriage of I.ouis-Auguste, Duc du Maine,
legitimatised son of Louis XIV. and Madame de Montespan, with Annc-
Louise-Benedicte de Condé, it shows us, togethcr with the cyphers and
armorial bearings of the bride and bridegroom, the reproduction of a tapestry
of the sixteenth century, representing the Duke de Guise hunting on the
banks of the pond of the Convent of Sainte-Radegonde, in the forest of
Montmorency. We should also mention, belonging to M. Gauchez, two
reproductions executed by Chastelin and Yvard, after the cartoons of Lucas
of Leyden, of the seasons: “Spring” and “Summer” with a framework of
those rich borders of gold flowers (fleurons), bouquets, fruits, and cornucopiae,
which characterise products of the royal establishment.

It may also interest connoisseurs to know that about the time of
Mignard's directorship, a “Tenture des Indes” was executed, the designs
for which, painted in India in eight pictures, had been presented to the king
by a Prince of Orange. Some time after, the model being worn out,
Desportes, in 1737, entirely remade a “nouvelle Tenture des Indes,” of which
we meet with brilliant specimens exccuted by Le Blond.

We shall say nothing of the “Chasses de Louis XV.,” done by Oudry in
1733, of the great compositions of Francois de Troy, Restout, Charles Coypel,
Charles Vanloo, and Natoire, which we find signed by Audran, Neilson, etc.; we
will state a fact which was to mnodify entirely the system of the Gobelin manu-
factory. A regular contest tock place between the painters and the weavers,
in which Jean-Baptiste Oudry took an important and perhaps a fatal part.

We will explain: it has been seen that, in the fifteenth century, the
tapestry weavers placed the colours in juxtaposition, in whole tints solely
united by means of ‘hatchings, and thus obtained powerful decorative effects.
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In the following century, the drawing was doubtless more finished, the work-
manship more delicate, and the modelling more careful; but the system had
remained the same, and the most convincing proof of this is the use of gold
thread to heighten the vestments and the accessories. Under lLouis XIV.,
tapestry persisted in the same path; the painters it is true had replaced the
slightly coloured old cartoons, by real pictures; but the executants had
retained the liberty of interpretation; for the blending of the colours they
substituted broad masses of light and shade, making use of hatching to
pass from one to the other of the juxtaposed shades, thus leaving to them
their full vigour, and at the samc time maintaining themselves a scale of frec
and solid colours. '

Oudry, director of the manufacture at Beauvais, and at the same time,
inspector of the Gobelins (1737), asserted, on his part, that it was necessary
to put aside the pretended manufacturing reasons, and shake off the tyranny
of workmen, by subjecting themn to the application of the true rules of art, so
as to give their works all the spirit and intelligence of pictures, in which alone
lies the secret of making tapestries of the grcatest beauty. He pointed out
as an example, the tapestry of Esther, from de Troy, which he had caused to
be executed in this manner, and which had been fully successful.

The direction resisted with all its might, and replied : “They worked at
Beauvais, and executed tapestries therc under the superintendence of the
sieur Oudry; what are they now? What an appcarance of old age do they
not have at the end of six years?” The struggle continued therefore, with
various alternations, until 1755, period of the death of Oudry; his successor
in the inspectorship, Frangcis Boucher, was received with joy by the con-
tractors. But facts had progressed; socicty had entered into that period of
weakness which was to lead to 1ts destruction; Boucher, with his effeminatc
and conventional painting, had discovered the false and charming art
peculiarly adapted to this period. The old palette had to be abandoned, to
seek in dyes those pearly shades, and delicate grey tints, which constitute
all the grace of the master; Neilson pere, aided by the chemist Quemiset,
obtained a register containing specimens and the processes of more than a
thousand shades, each composed of twelve colours graduated from the lightest
shade to brown, in the most methodical order imaginable.

At this time, it will be understood, the ideas of J.-B. Oudry carried the
day; special cartoons were no longer made; the first picture that came to
hand was taken, no longer exacting an interpretation, but a faithful copy on
the part of the weaver. Thence issued that marvellous fabrication, which in
our own days has attained its supreme degree of perfection, and which we
admire while reproaching it with missing its aim; it is painting in wool and
silk, and not tapestry.
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Tapestries, whatever may be said of them, should be ornamental, and
they can never rival painting; in the delicate shades which 1t was necessary
to create, many are fugitive, and many a tapestry in Boucher's style, which
was perfect at the time of its creation, exhibits at the present day mere faded
surfaces, amongst which, certain parts retain their primitive colours; 1t has
lost the harmony which lent it all its charm.

While hoping that our national establishment may return some day to
the rational track pointed out by the artists of the Renaissance, we are glad
to do justice to the talented men who, since the eighteenth century, have
devoted themselves to give the high-warp and low-warp work an unrivalled
perfection, by striving against the difficulties inherent.to this very perfection,
and it gives us pleasure to recall the names which descrve to escape oblivion.
I.ouis Ovis de la Tour, Beagle, eighteenth century; Desmures, Michel, Claude
pere, Pinard, Laforest pere, Pilon pere, period of the first Empire, Pilon
fil, Pierre Moloisel, Martin, Louis Limosin, styled Iaforest, Claude, “chef
d'atelier,” Folliau, Charles Duruy, “chef d’atelier,” I.aurent Desroy (low-
warp), Restoration; Fleury, Guillaume Julien, Alexandre Duruy, René-
Marie-Aimable Flament, Paul Delahaye, Harland, Thiers, pericd of louis-
Philippe; l.ouis Rancon, Pierre Munier, Hupé, Manigant, Buffet, “chef
d’atelier,” Alexandre Greliche, Collin, Margarita, Besson pére, Maloisel,
Charles Sollier, T.ouis Prud’homme, Tourny, Maloisel fils, Hippolyte
lucas, Julien, Hemery, Etienne Marie, second Republican period; Gilbert,
“chef d’atelier,” Munier pere, Bloquere, Emile Flament, Prévotet, Gilbert
Marie, period of the second Empire; Collin, “sous-chef d’atelier,” Francois
Greliche, Frangots Munier, Lavaux, Ernest Flament, F/jmi]e Munier, Emile
Flament, Edouard Flament, “sous-chef d’atelier,” Paupert, Gustave Desroy,
Marie, de Brancas, Cochery, Camille Duruy, Alfred Duruy, Vernet, Ernest
Hupé, Schaiblé, Florimond Munter, for the present period.

THE SAVONNERIE.

At the time when Henri IV. founded the manufactory of carpets in the
Flemish style he sought to encourage the imitation of the “tapis de Turquie,
quérins (of Cairo) et persiens et autres, de nouvelle invention, embellis de
diverses figures d’animaux et personnages jusqu'ici inconnus.” A privilege
for this purpose was granted, in 1604, to Jehan Fortier. The same year
Pierre du Pont 1s installed at the Louvre in the capacity of “Tapissier
ordinaire en tapis de Turquie et facon du Levant;’ there was, therefore, a
manufacture of velvet piled tissues also. Still, it was not until the time of Louis
XII1., in 1627, that Pierre du Pont, associated with one of his apprentices,
obtained a decree approving the establishment of a manufactory of all sorts of
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carpets and other furniture and works of the Levant, in gold, silver, silk, and
wool, for the space of eighteen years. His apprentices were a hundred poor
children who had been already kept in the hospitals, and lodged in the house
of La Savonnerie, created in 1615 by Marie de Médicis. These children,
after six years’ work, obtained the right of “maitrise.”

The productions of La Savonnerie were condemned from their very
destination to disappear before any others; what has become of the immense
carpet, composed of ninety-two pieces, which was to furnish the gallery of the
Louvre, and which was embellished by trophies, armorial bearings, and
allegorical figures? This must evidently have issued from the “quérin” and
“persien” style.

Nevertheless the “ Géographie de Paris,”” a book published in 1754, again
mentions the royal manufactory of I.a Savonnerie as being established for
the imitation of Persian and Turkey carpets. In 1825, the establishment
was suppressed, and the workmen employed therc were transferred to the
Gobelins, where the velvet carpet looms took the place of the low-warp looms
transferred to Beauvais.

BEAUVAIS.

Two years after the foundation of the Gobelins, that is in 1664, Colbert
founded a royal manufactory at Beauvais; low-warp looms werc specially
used there, and if some very remarkable tapestries have issued from 1it, they
rather sought to make it a centre for thc manufacture of valances, curtains,
and chair-seats, than a branch establishiment or repetition of the great royal
manufactory.

One of the oldest and most brilliant specimens, belonging to Sir Richard
Wallace, displayed the arms of France on a red ground, surmounted by the
royal crown and a sun
hand of justice.

Two tapestries of a series of the hunting parties of Louis XIV,, executed for
the Marquis de Villacerf (Colbert) and Mademoiselle de la Ferté-Sennecterre,
his wife, were executed from 1696 to 1736. They form part of the cabinet
of Baron Jérdme Pichon.

Under Louis XV, and at the time of Oudry’s directorship, we find door-
hangings (portiéres) with pastoral trophies on a white ground, having
farm-yard animals and fowls at the foot. A beautiful red border frames these
brilliant tapestries, which also form part of the splendid furniture of Sir
Richard Wallace.

Another tapestry, belonging to M. Maillet-Duboullay, 1s signed by J.-B.
Oudry; it shows Mars standing with his hand resting on the armorial

‘in its splendour”; on the top, the sceptre and the
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escutcheon of the Duc de Boufflers, which is placed on a pedestal; Minerva,
seated on the opposite side, is surrounded by trophies of arms and groups of

flowers.
The name of the manufactory of Beauvais is seen rather often inscribed

Arm-chair of wood carved and gilded, and covered with tapestry; subject from La Fontaine’s Fables.
Louis XV. period. (Collection of M. Double.)

on these productions; but the works are still more frequently anonymous, or
bearing a mark and initials. The mark is a “fleur-de-lis,” as at the Gobelins;
as to the initials, they seem difficult to explain; we find AC at the bottom of
a composition of Leprince, representing some Russians seated round a table,
near a tent, listening to a woman playing a guitar; other women seated on
the ground complete the audience and are weaving flowers (belonging to Sir
Richard Wallace). ACC indicates subjects borrowed from La Fontaine’s
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Beanvais Tapestry : Pastoral, copied from F. Boucher, marked with a fleur-de-lis and the inscription D. M. Beauvais.
(Collection of M. I.. Double.)
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Fables (belonging to M. Delaherche, of Beauvais) AG is seen on seats.
DM. Beauvais, on pastoral tapestries (M. Léopold Double).

We will now mention, amongst the most remarkable tapestries, the four
pieces in the Musée de Cluny representing the Labours and the Pleasures of
the ficlds, by Teniers. The celebrated “tinnicres” of Ilanders are certainly
not more perfect in delicacy of expression and harmony of ensemble. These
hangings were preserved at the chiteau de Rosny, and did not leave it until
the sale of the furniture of the Duchesse de Berry.

The good traditions of art have been preserved at Beauvais, and it is
impossible to carry to a greater extent than does this manufactory the
perfection of effect, the charm of cxecution, the grace and the taste cf the
compositions. All this is owing to the exceptional talent of M. Chabal-
Dussurgey, one of our most clever flower-painters, seccnded by a first-rate
body of assistants of whom we are happy to mention the names; they are:
MM. Leféevre, Vérité, Fallou, Dufour, Cantrel, Emile Livier, Préjean,
Régimbart, Alexandre Mahu, Séné, Fontaine, I.acroix, Beaucousin, l.alonde,
Caron, Paul Mahu, Charles l.évéque, Derécusson, Scufflier, Jules Lévéque,
Pinchon, Senau, Ducastel, l.anglois, Henri Rohaut.

AUBUSSON,

This 15 a manufactory established in the department of the Creuse, the
origin of which 1s both ancient and uncertain; but dating from the seven-
teenth century, the registers of the archives have afforded us mcre documents
concermng its history than any other. Iis regulations are seen from [Letters
Patent of the 28th May 1732, registered the 2nd July following; a decree of
Council of the 23rd November, 1767, appoints Pierre-I.éonard Mergoux to be
sorter of wools and silks 1n the manufactory in the place of Jean Nouet,
first proposed for this office; finally, on the 13th August, 1773, a fresh decree
replaces Mergoux by the sieur Francois Picqueaux.

On the 17th August, 1774, there is another decree of Council, recalling
the Letters Patent of the 28th May, 1732, and a decree of the 24th
September, 1748, appointing Jean-Francois Picon, in the room and place
of the sieur Montezer, to instruct the Aubusson dyers in the art of making
the great and good dyes, regulates afresh the organisation of the manufactory,
and designates Pierre Picon, as successor to his father, who died in 1761,
assigning him 50 livres a year. The manufactory possessed besides its
special draughtsmen, and by a decree of the 24th September, 1770, the sieur
Roby, a painter, had been appointed to repair the Aubusson designs. He was
then working with another painter called T.a Corre.

The establishment had the mission of making foot carpets in “point de
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Turquie”; we seek in vain for these carpets; but we find some charming
hangings; one in the Garde Meuble, representing a Mountain surmounted
by a Chinese pavilion, at the foot of which is a stork under the shade
of an apple tree; at the bottom 1s written: MRDaubusson-Mingounar.
Should we not be inclined to read: Manufacture royale d'Aubusson? The
other tapestry, belonging to Madame Hecine, again exhibits a Chinese subject,
after Boucher, that 1s, the conventional Chinese invented entirely by the
artists of the eighteenth century; in this piece personages in a singular cos-
tume are busily engaged in rustic cccupations near a habitation, and in a
landscape of the most fantastic taste.

At the Exhibition of Costume, M. Eellenot exhibited scme pieces which
brought us back at least, if not to the foot carpet, to the true style of the
Aubusson products: on white grounds, or pale grey damasked with orna-
ments of a darker grey, were framed medallions suspended by garlands of
flowers; some of them containing the four seasons, others pastoral scenes
such as blind-man’s buff, puss-in-the-corner, the swing, &c.

FELLETIN OR FEUILLETIN.

Ten years after the foundation of Aubusson, the Council of State, by de-
crees of the 13th February and the 20th November, 1742, regulated the estab-
lishment of a manufactory on the same principle as the first, and like it
intended to make foot carpets in “point de Turquie;” the contractor was
ordered to border his works with a brown band inscribed with the name
Feutlletin, to distinguish them from those of Aubusson.

The manufactory must have gone on and prospered, for a fresh decree of
the 24th September, 1770, granted new favours to the sieur Vergne to reward
him for his foundation; he was permitted amongst other things to substitute
a blue band for the brown band of frame-work to avoid all depreciation in the
sale of his goods. This same decree compelled the sieurs Roby and La
Corre, painters living at Aubusson, to furmsh two designs annually to the
manufactory of Feuilletin; these designs, says the decree, “shall bein ‘ verdure’
on grey paper, the plans, animals, backgrounds, horizons and buildings
coloured, each in six pieces forming sixteen ordinary ells in length, and two
ells and a half high” Each of the designs was to be paid a hundred livres.

Here then is another problem: how did this manufactory, as that which
served it as a model, pass from foot carpets to wall tapestries? Where are
the productions which, during nearly thirty ycars, were cxecuted with the
marking sign of the brown border? Where are those bordered with brown or
blue, inscribed with the name of Feuilletin? It is the task of amateurs to

seek for these rarities, which certainly exist.
12
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ITALY.

How is it that Italy, that land of the arts, which always takes the first
rank in works of intelligence, should here follow in the last? It 1s because
history, as far as relates to tapestry, is, for her, but in its birth. There were, 1t
is true, some vague indications in Vasari; but with that tendency to generalise
in all that concerns art, which we have alluded to, the fact that the cartoons
of Raffaelle and of Giulio Romano had been copied in tapestry in Flanders
was seized upon; therefore all hangings in the Italian style were pronounced
to be Flemish, and Ttaly had no manufactures of her own.

At the present day, however, every one makes researches, and obscurity
soon disappears from every question worthy of interest; the Exhibition of the
history of Costume had displayed works of so purely Italian a taste, and of such
different periods, that a great gap in the history of tapestries began to be sus-
pected, when in 1874 only, a book appeared in Rome, published by an
“arazziere,” the Cavaliere Pietro Gentili: this book was destined to put an end
to all doubts, and it immediately suggested to M. Alfred Darcel, director of the
Gobelins, a substantial notice, which may serve as a starting point for future
discoveries.

FERRARA appears to be the most ancient and the most important manu-
factory in Ttaly : according to the communal registers, it is on the date of the
4th December, 1464, that Jean Mille, and Raynal Grue, two French artists,
“célebres et accomplis dans l'art,” offered to teach the weaving of tapestry,
with figures, landscape, and “verdure” in three years, for a remuneration of
nine ducats each pupil. M. Darcel remarks upon the shortness of the time,
threc years’ study being required before an apprentice of the Gobelins can be
utilised ; he supposes that the two Frenchmcn who founded the establish-
ment came from Arras, which 1s probable, as the period corresponds with the
conquests of Louis XI. and the ruin of the manufactory. In the sixteenth
century, the Ferrarese establishments became developed, with the aid of
Flemish and German workmen associated with those of the country. In 1505,
at the time of the marriage of Alfonso of Este with Lucrezia Borgia, the
hangings decorating the hall of the chiteau were from Ferrara. Afterwards
they worked from the cartoons of Giulio Romano and Dosso Dossi. The
cathedral of Ferrara still possesses tapestries designed by the latter, and signed
FACTUM FERRARIAE M. D. LIII. The same notice, with the date of
1562, was seen on a large tapestry of the Pentecost which appeared at the
Exhibition of Milan in 1874 ; this piece was also marked with an H surmounted
by a cross and united to a K.

The Cavaliere Pietro Gentili attributes to Ferrara the mark of the double
B, the real origin of which he was unacquainted with, basing his supposition
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on analogies which we can understand; it was also in reference to Molidre

and the cartcons of Dumée and Guyot that M. Paul Mantz had attributed this
mark to France.

Dismissal of Hagar and lehmael hy Abraham. 1ltalian Tapestry of the Sixteenth Century.
(Collection of M. Bellenot.)
CORREGGIO, in the duchy of Modena, had its workshops in 1480, and

Modena itself in 1488, both founded, it would seem, by Flemish wozrkmen.
])
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MILAN. We are surprised at finding no mention made of the manufactory
this town must have possessed from the fifteenth century: Francisque Michel
discovered in a manuscript of the National Library (fonds de Blancs-
Manteaux, No. 49) an inventory of the tapestries belonging to Anne de
Bretagne, in which these interesting indications are to be found: 11 January,
1499. “Ung autre inventoire o sont comtenus autres tappiceries de Milan
** % gque la dicte dame luy a commendé (of Jehan Le Fevre, her tapestry
weaver) donner a plusieurs esglises en Bretaigne” 6 September 1507.
“Inventoire de la tappicerie rapportée de Milan, appartenant a la dicte
duchesse de Bretaigne, estant en la tappicerie du chastcau de Bloys.”

These inventories, quoted in detail by M. I.e Roux de Lincy in the
Bibliotheque de 1'école des Chartes, clearly prove that the Milanese establish-
ment was in full working order at the beginning of the sixteenth century.
How is it that Vasari makes no mention of it? How is it that these works,
then general, are forgotten at the present day ?

FLORENCE, Vasari tells us, had a tapestry manufactory established towards
the middle of the sixteenth century by Cosmo de’ Medici. Salviati and
Bronzino furnished cartoons for the Flemish workman, who is mentioned in
the catalogue as Jean Rotter, but who is designated by the Cavaliere Gentili,

Italianising his name, under the vocabulary
term of Giovanni Rosto, which is expressed

by a rebus representing a piece of roasted
%/7 meat on a spit with the inscription FATTO IN
F1orENZI, and BRONZINO FIORENTIN, on

the two tapestries exhibited.

VENICE had its manufactory as well as NAPLES, and in the latter city was
still preserved a few years ago a piece of tapestry of the battle of Pavia,
which is declared to have been executed from cartoons by Titian, with border
by Giulio Romano and Tintoretto, and to have been presented by Charles V.
to the Marquis d’ Avalos.

As for TURIN, the Milan Exhibition gave several pieces belonging to it,
dating only from about the year 1830. There may very probably exist
others of an earlier date.

ROME.  According to documents collected by M. Muntz in the archives of
the Barberini palace, the cardinal of that name sought to introduce the manu-
facture of Arazzi into Rome in the year 1632, and caused information of
every description, of a nature calculated to further his project, to be collected
in Italy, France, and Flanders. Nevertheless, it was only in 1702 that a
manufactory was established by Pope Clement XI. in the hospital of San
Michele in Ripa. Cavaliere P. Gentili especially mentions, amongst the pro-
ductions of this establishment, some small pieces destined to be offered by the
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Sovereign Pontiff as presents to the ambassadors accredited to his court.
These pieces represent the blessed Virgin, or the apostles St. Peter and St
Paul. In 1760, however, a large work was executed; it was a copy of the
Cenacolo of Leonardo da Vinci, from a tapestry presented by Francis I
to Pope Clement VII, on the occasion of the marriage of his son with
Catherine de Médicis. Some years later, seven large tapestries were manu-
factured for the Paclina chapel of the Quirinal, the models being pictures of
Domenichino, Carlo Maratta, and Salvator Rosa, but the execution betrayed
an absolute decline. Under the pontificate of Pius VI, about the year 1775,
the director, Felice Cettomai, shghtly raised the manufactory, which events
caused to be closed in 1796.

Leo VII. re-established it in 1823, but able workmen were wanting, and it
was only in 1830 that they could resume the tapestry with subjects, until then
abandoned for ornaments. Eraclito Gentili, father of the Cavaliere Pietro,
wove a Madonna after Murillo; he became director under Gregory XV1.

The conquest of Ronie by the Italians diminished the manufactory; the
director Eraclito Gentili was dismissed, and replaced by the drawing master
of the hospital, who endeavoured to form workmen from among the children
of the hospital establishments, and keep up the manufacture.

A small workshop has been provisionally opened by the Cavaliere Pietro
Gentili at the Vatican, where cld tapestries are repaired; and it was by means
of the information here obtained by him, that M. Paliard was able to recover
the Coronation of the Virgin.

However valuable these indications may be, they .are insufficient to
enable connoisseurs to recognise the true derivation of Italian tapestries.
Everyone still remembers the three pieces representing l.ot and his daughters,
Abraham, Hagar, and Ishmael, and Hagar and Ishmael cast forth, subjects of
the sixteenth century and executed with remarkable taste, not only indicate
a pure Italian style; but the second, Abraham, Hagar and Ishmael, bore the
signature Co. To. Ga, purely Italian, recalling the monograms of the maiolica
artists of the duchy of Urbino. Hence the difficulty of referring with any
probability this charming piece to any one of the workshops hitherto known.

Another tapestry, belonging to Devers, reviver of the art of ceramics in
relief, represented a subject of ancient history. An emperor was depicted
wearing the radiated crown, and receiving some old men dressed in
classic costume. Though the style was somewhat feeble, yet this tapestry
still showed a certain grandeur, and the border with its caryatides, masks,
trophies and fire-pots (braseros), still recalled the fine Italian taste. It
bore the escutcheon of the Mocenigo family: 1s this alone enough to prove
it of Venetian workmanship ?

As to Mr. Juglar’s piece, forming part of a series illustrating the history of
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Samson, while everyone admired its lofty style, and the frmness of its
drawing, nothing could be detected in it warranting us to refer it to Ferrara,
rather than to Florence or any other school.

The uncertainty is still further increased when we come to determine the
origin of the tapestries that may have been executed in ltaly by Flemish
artists. A proof of this is well seen in the case of those exhibited by
M. Chavannes in the Histery of Costume. The borders presented a disposi-
tion analogous to that described by us in the history of Diana, with certain
discrepancies, strengthened by various coats of arms, all of which are Ttalian.
In the “Pastoral Pleasures” the groups also denoted the Italian taste, and
lastly in the “Combat of the Romans and Sabines,” besides these indica-
tions, appealing more to the mind than to the eye, a warrior showed his

o
shield inscribed with a cipher or monogram M closely resembling

those of the maiolicas, and 1 which will some day be recognised the signature
of an artist. The owner nieantime warmly protested against the opinion
expressed by some that these curious pieces were to be referred to Brussels.
He pointed out that they never bore the usual mark of the two B's, and he

supplied us with the tracing of this sign embroidered upon the

margms of the hangings exhibited, and still better preserved on a third
piece not exhibited: *“the Ruape of the Sabines” We must admit having
been much struck by the presence of the Cross in this monogram. It
now secems o us a proof admitting of no further question, when ecompared
with the cipher on the hanging of the Milan **Pentecost,” and had we seesn
this, we would perhaps pronounce 3. Chavannes’ tapestries to be of Ferrara
workmanship.

This is but another instance of an obvious truth. It can only be by
such gatherings, affording opportunities of comparing and contrasting the
tapestries possessed by amateurs, that we shall ever succeed in clearing up
the history of Italian tapestries.

UNCERTAIN SCHOOLS.

Besides the establishments we have here passed in review, many others
will doubtless yet be discovered. On the other hand, as we have already
remarked as regards Italy, there are many works about the nationality of
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which there can be no question, but which, for want of sufficient proof, cannot
be attributed to any known ateliers. Such is a valuable tapestry that we
regard as French, and that many connoisseurs have proposed to refer to the
Fontainebleau manufactory. In a landscape where the prevailing tints are
bluish-green, a number of figures in bright-coloured costumes of the Henry TV
period are assisting and taking part in the death of the rosbuck. The scene
is framed in a rich border of fruits, flowers, and animals.  Slightly but very
tastefully touched, this border reproduces at intervals these little lap-dogs
of which Henry I1I. was so fond. On the brown margin is embrcidered this

-

mark in white, and above 1t this shuttle ( fitled in with pink

and white silks. Many nught be tempted to recognise the cipher of Babcu
in the crowned letter. But if so, we would have to ask was he still director
under Henry 1V, or whether the establishment had not alrcady yielded to
the rivalry of the Trinity, if not actually ruined by political events.

M. Vail exhibited an equally remarkable hanging, though without
signature. Doubtless forming part cf a series illustrating the Seasons, above
was Venus and the sign of the Virgin; below Ceres, goddess of the harvest;
in the centre a Parisian landscape, with Montmartre in the background, and
figures 1n the costunie of the Henry IV. epoch engaged in rural pleasures; on
the left a feast under an arbour; on the right, lovers whom Cupid himself is
intoxicating with the wine of the country. This piece was attributed to
the Maison des Jésuites, Faubourg Saint-Antoine. The border of twisted
pattern intersected by rosettes, surmounting another and a broader frame
adorned with feathering acanthus leaves, and branches of foliage, in indented
pattern, all doubtless may belong to this epoch; but the point 1s very far
from being absolutely certain.

In the Garde Meuble, or storehouse of the furniture of the State, 1s ancther
hanging which may have come from the same workshop, as it 1s subsequent
to the year 1600. We see on the border, above and in the centre, the
crowned escutcheons of France and Navarre; below, the cipher of Henry TV.
with the sword in pale and the two sceptres in saltier united by a scroll, with
the legend, Duos protegit unus,; at the corners is the menogram of Marie de
Médicis crowned and encircled with palms, the whole accompanied by genii
and groups of flowers and fruits on a brown ground. This piece must there-
fore have been made either for or after the marriage of the king with Marie.
The theme itself, taken from Roman history, seems to have no interest in the
matter beyond its careful and delicate execution, recalling the Italian rather
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than the Flemish manner, and the profusion of gold and silver heightening
the effect of the work. Where the question becomes exciting is where we

find upon the blue margin, first this mark P @OP in gold on the left;
b

then, on the right, also in gold, the signature NOHQ . apparently that of an

-
e

artist, and the sign traced on the side margin to the right.

The fleur-de-lis belongs by right and privilege to the royal establishment,
and we accordingly meet it again both at the Gobelins and at Beauvais; but may
not the signature be that of one of the workers in gold and in silk brought from
Italy, and placed under the orders of laurent and Dubourg? At least the
form of the N and 1 would agree well enough with this tempting suggestion.
As to the sign, in which we may detect an 1. a V, and an E, it rcmains
unexplained.

The piece here described must have been the starting point of a whole
series. We meet with one of more recent date, with a blue border, where the
escutcheons and ciphers are encircled with rich foliage. The subject, less
overloaded with silver and gold, 1s purely mythological —-Apollo in a car,
preceded by two canephorae, 1s surrounded by a train of the muses.

Amongst the many problems suggested by the Exhibition of Costume, must
be mentioned the following. large tapestries, apparently forming a series,
were characterised by a framework composed of tall caryatides, supporting
an entablature, in the centre of which two Amorini were bearing a wreath
of flowers. All the subjects, with figures and costumes of the sixteenth
century, had reference to the chase—the departure, the meet, the find, and
the preparations of a rural entertainment for the return. These pieces were

. regarded as Flemish, and there was a certan
‘r style of Rubens about them that did not
'i { belie this conjecture. But the margins bore
I a silver shield of these diverse shapes, with
the cross in gules, which seems to have been
the mark of a town. Would 1t be Genoa or
Treves, places not mentioned as centres of fabrication? Accompanying one
of the escutcheons were the initials F. P., which throw no light on the subject,
more especially as this particular tapestry which bears it was in quite a
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peculiar style. On an almost white ground is represented an offering to the
god Pan, in which children dancing or playing with a he-goat follow in the
suite of a bacchante and some fauns. The border was a simple torus or
inoulding of laurel in imitation of gold.

How much research then is required to elucidate this branch of the art.
Nor 1s this all. Even the most authentic documents are to be mistrusted.
We all know that a fine series was exccuted in Brussels, each piece bearing
the legend, FRUCTUS BELLL. But one similar was also executed in France, and
we have ourselves seen pieces signed I. SOVET and L. CROIX. P. Thus
from the time of Francis I. to Louis XIV, from Brussels to the Gobelins, the
famous cartoons of Giulio Romano have occupied the workers of high-warp
tapestry. The same may be said of the tapestry of Scipio and many others.

There remains to be mentioned a species of tapestry of a peculiar descrip-
tion, occupying a middle position between painting and tapestry. At one of
the exhibitions of the Union Centrale there were shown some large pieces
representing the grandest compositions of Raffaelle executed in “fast dyes.”
They were neither cartocns nor models for tapestry, but true tapestries, of which
the process has since been continued. Thus, at the Exhibition of Costume
every one noticed a fine piece painted at the Gobelins in the time of ILouis
XIV, representing the great Condé ordering some military manceuvres.
Executed upon a cotton rep, this tapestry 1s still remarkably fresh. Later,
the process become more general and vulgarised, and 1in a little book published
in 1779-80, entitled “le Guide Marscillais,” there occurs this curious notice : —

MELCHIOR BARDIER, maker of painted tapestries, outside the Place de
Noailles;

A. JosePH DUPRE, maker of painted tapestries, Place Saint-Martin.

Thus at this period Marseilles was the principal centre of this industry,
which 1s now once more reviving, thanks to the initiative of M. Guichard. It
was he who, after the most painstaking researches, re-discovered the secret of
this art of painting, so well adapted for the decoration of apartments,

Nor is this all. We are led to believe that painting on textiles, probably
inspired by the Indians, dates back to remote times. St. Jerome, one of the
fathers of the Church, speaks of painted carpets in use in his time. The
Madonna of Vercclls, said to be the work of St. Helena, mother of Con-
stantine, is a sort of mosaic of pieces of silk sewn together, the head and
hands being painted. It 1is, at all events, certain that in the sixteenth
century the process was general. Félibien speaks of hangings “painted on
cloth of silver” with light colours, executed by Primaticcio, and which, after
being in the possession of M. de Montmorency, adorned the Hotel de
Condé. In Spain and Italy there existed works in the same manner by
the same painter, which arc thus quoted by Vasari in his biography of that
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artist. “For the Cardinal of Augusta he made seven historical pieces
painted on cloth of silver, which werc greatly admired in Spain, whither they
had been sent by this Cardinal to be presented to King Philip for the decora-
tion of an apartment. Another similar cloth of silver, painted in the same
manner, may now be seen in the Church of the Chiesini of Forli”

THE EAST.

It would be difficult to say what was originally the nature of the oriental
tapestries. It was scarcely before the mtrcduction of Islamism, that the
marvellous art of the Asiatic people was displayed in an industry which 1s
indispensable to them, since the carpet serves as hanging, oratory, seat and
bed. If we are 1o believe the poet lerdousi, it was Tamouraz, an ancient
king of Persia, who first taught the art of weaving tapestry.

At any rate, Persia and Asia Minor arc the countries of the finest fabries
of tapestries known. Khorassan, Kirman, and especially Yezd, furnish the
most csteemed kinds. The royal factories produced more particularly the
marvellous tissues of silk and wool, 1n which gold and silver thread were
introdueced. Wall hangings are made at Guerdesse, in Asia Minor, while foot
carpets come chiefly from Oushak.

In the Mussulman textiles higures are often enough introdueced, notwith-
standing the prohibition of the Koran. [Fatimite caliphs of Egypt in the tenth
and eleventh centuries made use of tapestries, scme of which represented the
series of the vartous Mussulman dynasties, with the portraits of the sultans
and distinguished persons; others the different countries of the earth, with
their mountains, rivers, and cities. But the subjects of most frequent
occurrence are rich arabesque ornamentations, among which are introduced
quadrupeds, birds, and flowers, at times also inscriptions, usually nothing
more than votive sentiments complimentary to the owner, or else passages
from the more celebrated poets, the interest of such inseriptions being of
course 1mmensely enhanced whenever they embody a date or the name of a
sovereign.

One feature in the composition of these works calculated to cause surprise
is the persistence of symbols borrowed from the old religion of the Persians,
notably the representation of the struggle between the two principles of good
and evil, symbolised by the fight between the lion and the bull, that of the
lion attacking the gazelle, or even a bird of prey victorious over the hare, or
some web-footed fowl. It is also well-known that the oriental love of the
chase often inspired certain animal scenes emphatically forbidden by the
Koran, such, for instance, as the pursuit of game by hounds, creatures
otherwise regarded as impure. But this passion alone would not suffice to



(Colleetion of M. H. Barbet de Jouy.)

ersian workmanship, of a remote epoch.

P

Large carpet on gold ground
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account for the above mentioned combats, recurring, as they do so constantly
and in an almost stereotyped form, accompanied most frequently by the
equally symbolical cypress. Herein must therefore be recognised the last
vestiges of the old Sassanide art, the deeply-rooted principles ¢f which neither
the power of the conqueror nor the precepts of a new religion could
eradicate.

The observer is strangely perplexed by the sight of these oriental
tapestries. Most of them are of velvet surface; in other words, the wools and
silks are tied and cut above, some being left very long, others so short that
the tissue looks almost smooth. It was this disposition that caused the name
of Turkey carpets to be applied to the velvet piled kinds which Henry IV.
wished to have imitated at the Savonneric. But there are some rather rare
descriptions woven with a smooth surface, and others again all in silk, and
so velvet like that it becomes difficult to say whether they are to be regarded
as tapestry or true velvets. One of the fincst types was that marvellcus piece
in the Saint-Seine collection. Nothing could be imagined more soft and
harmonious than its red ground relieved with arabesques of large flowers, and
its central medallion of a green passing from a pale to a bright hue according
to the play of light, and setting off some delicate arabesques and palms of a
vivid tone.

An extremely beautiful tapestry, producing a mocst sumptuous effect, is
that belonging to M. H. Barbet de Jouy; it 1s worked cn a gold ground,
which gives to the ornaments a surprisingly soft and brilliant tone.

It may again be asked whether we should class with the tapestries or the
tissues, certain fabrics of thick closely woven silk, such as were seen in the
Saint-Seine collection. The fawn-coloured tones of the ground have the
appearance of gold; the reds are of dazzling brightness; and the rich orna-
mentations of arabesque owers, palms, rosettes and foliage, are treated with
a vigour rivalling the finest worsted velvets. A detail may be mentioned, as
likely perhaps some day to throw light on the centre whence came these
materials. Among the meanders common in Persian compositicns, are groups
of symmetrical clouds and ribbon knots, such as the Chinese employ in their
symbolical compositions.

The prayer-carpets are easily recognised by their irregular disposition.
At one of the extremities 1s seen, if not the Caaba itself, at least a sort of
horseshoe, symbolising it in the eyes of the believer. Placed in the direction
of the east, it shows him the situation in which he should pray. We have
even seen this direction rendered perceptible, by the degradation of the
colours towards one extremity of the carpet.

There would seem to be no doubt that the Indians also had their
tapestries. To satisfy ourselves on this point, we need but study with a little
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attention the miniatures in which we see them spread before the masnad of
the prince, or among the guests at a repast. Painting, however, is insufficient
to express the style completely, and it would be somewhat rash to decide
whether these carpets are of the same description as those of Persia, or
whether they are embroideries, or simply printed materials.

In the Celestial Empire, tapestries, in the strict term of the word, are very
rare, and would seem to be used only as wall-hangings. We have seen a
very old specimen in high-warp, belonging to M. Dupont-Auberville, and
representing children performing the principal actions of life, a symbolical
subject, recurring in painting, embroidery, and even on vases. M. Gauchez
is the owner of a more recent and surpassingly beautiful tapestry, of quite a
similar character. [n this piece, the gold is blended with the brightest silks.
M. Henri Cernuschi possesses the largest hanging we have met with. In it
among trees of good omen, are depicted philosophers and men of letters,
poring over antique documents, and endeavcuring thence to draw the
precepts of deep philosophy. This also is a scene frequently repeated in all
the devices available to art.

These high-warps are on a deep blue ground, and are remarkable for the
harmony of the skilfully contrasted colours. They appear to advantage, even
by the side of the most elegant embroideries, and serve as a ground for
brilliant porcelains, bronzes heightened with gold and silver, jade or cloisonné
enamels.

Among the Chinese tapestries, we do not include the unbleached felts,
joined in breadths, and embroidered to serve either as banners, or for
ornamenting the imperial palaces.

Top of hox of enamelled bronze, from India,



CHAPTER II.
EMBROIDERY.

WE need not here repeat what has already been said upon the antiquity of
the ecmbroiderer’s art, an art in which the Phrygian women had attained such
perfection, that embroidered stuffs came to be known as phrygioniae, the
adjective phrygianus being employed in the sense of embroidered.

The special object of this work will best be consulted by coming at cnee
to the Middle Ages, the waifs of which may still be here and there picked up
by the diligent inquirer, and some rare specimens of which may be studied in
our museums.

The Marquis de I.aborde does not hesitate to recognise, at least during the
first centuries, the supremaey of this anelent art over painting itself, and the
sericus rivalry maintained by 1t to the close of the fifteenth century. “I know
of no greater serviee,” he adds, *“that could be rendered to the arts than to write
a history of embroidery; it would be not so much the complement, as the intro-
duction and the necessary accompaniment of a genuine history of painting.”

In the Middle Ages spinning and embroidering were the favourite and
indispensable oceupation of women of all ranks of society. The maidens
of noble birth were placed in charge of the great ladies, not cnly to aequire
the lofty and clegant manners suitable to their position, but also to be
instructed in the womanly arts that queens themselves considered 1t an
honour to profess.

There was, moreover, developed a sharp spirit of rivalry between ladies
of the world and those who had entered the cloister, in the production of
sacerdotal vestments and religious ornaments. Gifts of this sort, vying in
costliness, were eagerly offered to the church, but we may be permitted to
suspeet that profane works were not entirely excluded. So early as the
sixth century we find St. Césaire, Bishop of Arles, forbidding the nuns
placed under his rule to embroider robes adorned with paintings, flowers, and
precious stones. This prohibition, however, though made also by some
other prelates, was not of a very general character. Some of the nunneries
retained their manufacture of church ornaments, and there were male



State Bed of oak, period of Louis XIII.—Valance and Counterpane of Silk, with appliqué work
and braiding.—Curtains of Brussels Tapestry. (Collection of M. A. Moreau.)




136 HISTORY OF FURNITURE.

communities in which this manufacture was carried on by women at a
distance from the monastery. Thus we read that near Ely, an Anglo-Saxon
lady had brought tcgether a number of young girls who worked with her for
the benefit of the monastery, producing embroideries and tissues in which
they excelled.

In the seventh century St. Eustadiole, Abbess of Bourges, made sacred
vestments, and decorated the altars with ornaments prepared by herself and
her community.

A century later, two sisters, successively Abbesses of Valentina 1n
Belgium, became famous for their excellence tn all feminine pursuits. They
imposed this work cn the immates of the convent as a protection against
idleness, the most dangerous of evils.

At the beginning of the ninth century ladies of rank are found engaged
in the art of embroidery. St. Viborade, living at St. Gall, adorned the
beautiful coverings intended for the sacred books cf that mcnastery; for it
was then customary to wrap in silk and carry on a linen cloth the gospel
used in the offices of the church. Richlin also, <ister of the Abbot Hartmot,
presented a magnificent veil through hin. The same abbey also received
from Iladwiga, daughter of Henry, Duke of Swabia, chasubles and
ornaments embroidered by the hand of this princess; and an alb, on which
she had represented in gold the espousals of Philologia.

Judith of Bavaria, mother of Charles the Bald, was also an excellent
embrcideress.  When Heriold, King of Denmark, came n 826 to be baptised
with all his family at Ingelheim, the Empress Judith, who stood sponsor for
the queen, presented her with a robe ornamented by herself in gold and
precious stones.

In the tenth century Queen Adhelais, wife of Hugh Capet, presented to
the church of St. Martin at Tours, a chasuble, on which she had represented
in gold, between the shoulders, the Deity surrounded by Seraphim and
Cherubim in adoration, and on the breast, the l.amb of God with the Evan-
gelistic symbols, disposed in the four corners. The same princess offered to
the Abbey of St. Denis a chasuble of wonderful workmanship together
with an ornament woven by herself and known by the name of Oréis
terrarum.

Going back a few centuries and crossing the channel we find the English
ladies, who, as M. Francisque Michel tells us, long before the conquest,
were much occupied both with the loom and the nszdle, showing themselves
as skilled in this branch ¢f the arts as the men did in all the others. In the
seventh century St. Ethelreda, virgin and queen, and first abbess of Ely,
presented to St. Cuthbert a stole and a maniple which she had marvellously
embroidered and embellished with gold and precious stones.
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The four daughters of Edward the Elder are all praised for their skiil in
spinning and working at the loom as well as at the needle. In the tenth
century Alfleda, widow of Brithnoth, Earl of Northumberland, presented to
the church of Ely a curtain upon which were depicted the valiant deeds of her
husband. Later on, Queen Algiva or Emma, wife of Canute, enriched the
same church with costly stuffs, of which onc at least had been embrotdered
all over with orphrays by the quecn hersclf, embellished in certain places with
gold and gems disposed as if in pictures, with such art and profusion as could
not be matched at that time in all England.

After mentioning these wonder{ul specimens of the “opus Anglicum,” as it
was then called, together with the artists whosce patrician hands had enhanced
its splendour, M. Francisque Michel would also have wished to refer to the more
humble workwomen who laboured for all, and even instructed the great ladies,
whose nanies have been preserved in history. But in the eleventh century he
1s able to cite by name two embroideresses only. Onec of these is Alwid,
who possessed two hides of land at Ashley in Buckinghamshire, besides half
a hide of the domain of King Edward the Confessor himself, granted to her
by Earl Godric, for all the time that he remained an earl, on the condition of
her teaching his daughter to embroider. The other 1s Leuide, mentioned
further on in Doomsday Bcok as having made and still making the embroi-
deries of the King and the Qucen.

The cxcellence of this “English work” was maintained as time went on,
a proof of which is found in an anecdote related by Matthew of Paris. “ About
the same time” (1246), he tells us, “the l.ord Pope, having observed that the
ccclesiastical ornaments of some Englishmen, such as the choristers’ copes and
the mitres, were embroidered in gold thread after a very desirable fashion, asked
where those works were made, and received answer, in England. Then said
the Pope: England is verilly a garden of delights for us. It is truly a never
failing spring, and there where many things abound, much may be extorted.”
Accordingly the same “TLord Pope,” being allured by the concupiscence of the
eyes, sent sacred and sealed briefs to nearly all the abbots of the Cistercian
order established in England, to whose prayers he had commended himself at
the Chapter of Citeaux, requesting them to have forthwith forwarded to him
those embroideries in gold which he preferred to all others, and with which
he wished to adorn his chasubles and choral copes, as if those objects cost
them nothing. This demand of the Pope did not at all displease the L.ondon
merchants who traded in those embroideries, and who now sold them at their
own price. .

All the mediaeval embroideries, however, did not partake of the excessive
costliness which, according to this account, was calculated to excite covetous
desires dangerous to the welfare of the rich abbeys. In the eleventh century

Q
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was executed the valuable specimen still preserved and known under the name
of the Bayeux tapestry. On a linen cloth 19 inches wide and 210 feet 11 inches
long, a lady, traditionally supposed to be Queen Matilda, represented the various
episodes of the Conquest of England by William, Duke of Normandy. But,
whether due to the queen or not, this mcnument is not less interesting. for
history, offering a crowd of details in illustration of arms and costumes, which
it would be vain to seek for elsewhere.

The curious arabesques and the fals€ Cufic inscriptions preserved in the
Musée de Cluny were also embroidered on linen cloth with coloured silks by
the Countess Ghisla, wife of Guifred, Count of Cerdagne. A piece analogous
in workmanship and style, and shown in the same museum, dates also from
the XI. century, and comes from the abbey of Saint Martin du Canigou.

At Quidlimburg, the abbess Agnes and her nuns, in 1200, executed some
embroidered carpets to adorn their church.

As an instance of what embroidery painting could accomplish in the twelfth
century, we may cite the episcopal ornaments of Thomas 4 Becket, archbishop
of Canterbury, preserved in the cathedral of Sens, and figured in the “ Arts au
Moyen dge” But a still more complete idea may be formed of the resources
of art by studying at Cluny one of the Evangelists embroidered on silk in
Cyprus gold; another textile embellished with coloured silks, from the rich
abbey of Citeaux; the silken stuff embroidered in gold, the fragment of an old
sacerdotal ornament from the monastery of Vergy, and representing, besides
the Madonna and SS. Peter and Viventius, the figures of Count Manasses and
of the Countess Hermengarde, accompanied with these dedicatory legends:
Fratres Petrus offerens super altare hoc vestimentum integrum sacerdotale; and
lower down: Comes Manasses et Hermengardis comitissa hujus monasterii fun-
datores quod Vergeium dicitur, tllud deo offerentes sancto que Viventio et Beate
Marie atque Sancio Petro.

We may also mention the silk corporal embroidered in gold, on which ap-
pear Christ on the Cross between Mary and St. John, the Nativity, the Eternal
Father, the symbols of the evangelists, with borders of interlacings, flowers
and lilies, and especially an Italian embroidery, a sort of camaieu, white and
yellow in two shades, showing in an architectural portico of semi-circular form
St. John standing encircled by a nimbus and holding the book of the gospels
in his hand.

At the same time it should be remembered that the art of pictorial needle-
work had become umversal, and in 1295 the inventory of the treasury of the
Holy See mentions the embroideries of Venice, I.ucca, Spain, England, and Ger-
many. The Paris embroiderers formed a guild whose ordinances, with some
names, appear in Depping’s “Réglements sur les arts et métiers de Paris.”
Hence not without reason the Marquis de Laborde writes: “ Throughout the
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whole of the middle ages down to the close of the sixtcenth century, embroid-
cry was an art, a serious and worthy branch of painting. The needle, like the
painter’s brush, moved over the cloth, leaving behind 1t the coloured threads,
and producing a painting soft in tone and ingenious in exccution —a bright
painting without the play of light, brilliant but not lasting.”

This was true from the twelfth century, as has becn shown by AL Francis-
que Michel by sundry quotations from old French poetry. In the “ Roman
de Perceval,” Gauvain appears at the door of a tent and announces himself;
whereupon a young maiden fetches a piece of Saracenic work in which he was
pourtrayed : —

Si proprement avoit pourtraite
L'ymage 4 lui et semblant faite,
(Jue nulz homs du mont n'i fausist
A lui connoistre, qui véist

La pourtraiture et lui ensemble :
Si trés finement le resemble.

This practice of embroidering portraits was long continued. At No. 123 of
the inventory of Margaret of Austria occurs the notice: “Ung aultre riche
tableau de la portraiture de madanic, fete en tappisserie apres le vif,” and
we shall have presently to speak of an embroidery i which are depicted
Henry I1. and Diane de Pottiers surrounded by persons of the Court.

If we had merely to give an idea of the number and richness of the four-
teenth-century embroideries we might rest satished with opening the inven-
tory of Charles V. and quoting: “Une mitre brodée sur champ blanc et
orfrasée d’or trait a images, ayant appartenu au pape Urbain V. sans doute;
une chappelle de camocas d’outre-mer, brodée a 1mages de plusteurs histoires,
une touaille parée, brodée a ymages de la Passion sur or.” We should here
also find portable paintings embroidered with the needle, such, for instance,
as: “Ung ymage de saincte Agnés de brodeure. Item ung ymage de Saint
George en brodeure, en ung estuy couvert de satamin ynde. * * Item ungs
tableaux de brodeure, ot sont Nostre-Dame, saincte Katherine et saint Jehan
I'Euvangéliste, en ung estuy couvert de veluyau vermeil, &c.”

But we prefer to send the curicus to objects that they can see, such as
Isabeau of Bavaria’s Book of hours, in the National Library, classed under
No. 1190, and the embroidered canvas cover of which represents Christ on the
Cross with the Holy Women at his feet, and the Last Supper, surmounted by
two ornamental compartments. There may also be seen at Cluny an interest-
ing fragment of orphray, part of a cope made at Cologne enclosing two of the
Apostles in frames with mouldings; further, a tissue embroidered with chevrons
from an ancient stole made also in Cologne.

Nor can we resist the pleasure of mentioning among the more important
. : o=
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works of this epoch, the chasuble given in 1395 by thc Abbot Stephen de
Maligny, to the Abbey of Saint-Thierry at Rhecims, an ornament upon which
was embroidercd the life of the Virgin.

We have mentioned the dedicatory inscription embroidered on a sacerdotal
vestment, from the Abbey of Vergy. This practice was continued for some
time, and wec might appeal to numerous examples as late as the sixtcenth
century, when we find a white velvet cope with the legend : Carolus d'llliers
decanus Carnutensis hoc me veste contevit 1522. Parear illi Dens! But we must
quote an inscription of a very different tenour. In the inventory of Charles
V1. there occurs first of all “une ceimnture d'un tissu de soic ou est cscripte
I'Evangile sainct Jehan,” and then more especially the robe of Charles, Duke
of Orleans, on the sleeves of which M. Francisque Michel tells us was
written in embroidery lengthways, the words of the chanson “ Madame, je suis
plus joyeulx,” with the musical notes. There had been employed no less
than 568 pearls in order to form the notes of the said song, in which therc are
142 notes, that 1s to say for each note, four pearls in a square.

With the spread of luxury, embroidery also became more general, and the
names of artists soon begin to grow more frequent. A few may here be
quoted :—

1351. Jehan Brohart— Thevenin le Bourguignon.

1352. litienne le Bourguignon —Etienne Castel, and Nu Waguier, armurier du roy
et broudeur.

1367. Cambio, author of a history of St. John.

1387. Salvestro, brodeur du parement de 'autel de saint Jean.

1391. Robert de Varennes.

1396. Jehan de Clarcy, travaillant a ccuvre de bature (beaten metal),

1397. Jehan de Troyes, maker of an cmbroidered saddle, and lastly Jehan de
Corbie, broudeur et estoffeur de boursetes (purses) a reliques.

We now reach an epoch of rivalry in all the arts of design. The fifteenth
century, for which previous progress had prepared the way, seems every-
where animated by that spirit of revival that has been attributed more
particularly to Italy, and characterised by the term Renaissance. But we
have already seen, and shall have again occasion to show, that this Renaissance
is but the accomplishment of an evolution long before prepared. The best
proof of this lies in the fact, that between the fourteenth and sixteenth
centuries, the transition is made without any violent shock, and is in fact
brought about by regular stages of varying length, according as the artists are
more or less removed from the centres of the movement.

Of this movement kings and nobles were the promoters. Luxury went
on increasing notwithstanding the sumptuary laws from time to time enacted
against it. As marvellous works of this era may be quoted, the Cope made
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in 1454 for Charles VII. Canon of Saint-IHilaire of Poitiers by Colin Jolye,
described in the “ Bulletin Archéologique” and in the “ Bibliotheque de I'Ecole
des chartes,” where may also been seen the inventcry of the other treasures
of the Chapter of Saint-Hilaire. We may also rcefer to the crnaments
for the use of the Chapel of Charles the Bold, preserved in the cathedral of
Berne.

Pictures in needlework continue to bc produced. At Cluny we see St
Catherine and St. Andrew cmbroidered 1n flax, silk and gold; further, two
cther pictures in silk on a gold ground, one representing St. Christopher
bearing the Infant Saviour, in an edifice of Gothic style; the other, two civil
personages in the costume of the time of Louis XII. Figures of this
description are less frequent than religious subjects. There may also be
noticed an episcopal mitre, bearing on its principal surface, Christ holding the
globe surmounted by a cross, the Virgin crowned by an angel, and the
Annunciaticn; further a fragment of embroidery upon red woollen material
of Cologne manufacture, and German specimens of silk and hnen, showing
some fine ornamental designs.

To the fifteenth century also probably belongs a mitre from the Cathedral
of Auxerre, to which M. Francisque Michel does not venture to assign a
fixed date, but which he recognises as the work of a famous embroidercr
named Duran or Moran. The cathedral inventory thus describes it: “Item
une mytre de soye blanche faicte & l'esguille, garnye d'orfroytz, garnie de
chacun costé de quatre esmaux de Lymoges, garny d'argent a lentour;
laquelle mytre sert ‘pour 'evesque des tortiers et les enfans d'aulbe.”

Other distinguished embroiderers in this century are:-—

1409. Andrieu de la Salle, Paris.

1424. Guillaume Prevost, Paris.

1434. Simonne de Gaules, Bourges. - Gillon Quinaude and Jehan de Moucy, Tours.

1466, Coppino de Melina (Mechlin) in Flanders.—Piero, son of Piero the Venetian.
—~Giovanni, son of Pelajo, of Brignana.

1470. Nicholas, son of Jacques, a Frenchman.—Pagolo of Verona.

1485. Panthaleon Conte, embroiderer of Charles VIII.

1494. Girard Odin, embroiderer in the suite of the Court.

1496. Isabeau Maire, widow Mikelot, embroidress of the Duke of Burgnndy,

having worked a room with ornaments and another with the history of
King Priam.

We thus see that, as already stated, the sixteenth century is but the
glorious blossoming cf previous tentative efforts, and if we have hitherto
occasionally met with some Italian names amongst the most noted
embroiderers, we shall hencefcrth find genuine schools developed in the

peninsula, schools in which the personality of the artists becomes as it were
absorbed. Most famous for its embroideries is the city of MILAN, and in
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his “Dames Gallantes” Brantéme assures us that the Capital of Lombardy
enjoyed this pre-eminence from time immemorial.

FLORENCE also had its old embroiderers, and in an inventory of the jewels
belonging to Philip the Good, Duke of Burgundy (1420), there is noticed
“une grande chappe de brodeure d’or, de I'ouvraige de Florence, faicte de his-
toire.” We need not mention VENICE, where Vasari speaks of Nicola,
describing him as a rare and unique master of embroidery. The same
writer mentions amongst the artists of Verona, Girolamo Cicogna and
especially Paolo, whose talent he greatly praises. Antonio Pollaiuolo had
composed for him the cartocns of an ornament destined for the Church of
St. John at Florence, representing the lifc of that Saint. Paolo took nc
less than twenty-six years to execute this work, which, according to Vasari,
besides being done in “point serré,” had the further advantage of great
solidity, so as to appear like a genuine painting done with the brush. At
UDINE, in Friuli, a family of painters had acquired such a reputation that
its members soon changed their proper name of Nanu: for that of Ricamator
(embroiderers).

These works of the needle could scarcely fail to rise to a perfection
worthy of the admiration of contemporaries, as soon as the great painters
became connected with them by supplying their models. Thus we read that
for his sister, an excellent embroideress, Parri Spinelli had made a <ccries of
twenty designs, illustrating the life of San Donato. Perino del Vaga worked
in the same way for the high-warp tapestry and the cmbroiderers, and he
composed eight subjects from the history of S. Peter, which were intended to
be worked out on a cope destined for Pope Paul IT1.

Italy, however, was not the only country that became enamoured of the
“ Art of Pallas,” as people would have said some fifty years ago. * The French
ladies had lost necither their taste nor the delicate fingers of the olden times.
In his ode “a la royne de Navarre” Ronsard says, still speaking of Pallas:—

Elle addonoit son courage

A faire maint bel ouvrage
Dessur la toile, et encor

A joindre la soye et 1'or,
Vous d’un pareil exercice
Mariez par artifice

Dessur la toile en maint {rait
L'or et la soye en pourtrait.

With her skill in the art of design, Catherine de Médicis could scarcely fail
to contribute to improve this taste in France. Her talent in this respect is
thus alluded to by Philibert de I'Orme: “Quand vous-méme prenez la peine
de protraire et esquicher les batiments qu’il vous plaist commander estre faicts,
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sans y omettre les mesures des longueurs et largeurs, avec le departiment des
logis qui veritablement ne sont vulgaires et petits, ains fort excellents et plus
que admirables.” Catherine had taken into her service Frederic Vinciolo, a
Venetian especially famous as a designer for embroideries. She had also her
regular embroiderers Guillaume Mathon, and Anne Vespier, which did not
prevent her from working herself. “Elle passoit son temps les apres-disnées”
says Brantome, “ 4 besogner apres ses ouvrages de soye, ou elle estoit tant par-
faicte qu'il estoit possible”” So her inventory, so rich in costly materials,
makes special mention of the red embroideries on white cloth, in silks and
gold on canvas, “au gros et au petit point, etc.”

As early as 1521 Francis 1. wishing to have executed an embroidered
apartment for his mother, Louise de Savoy, he intrusted the work to the two
famous artists, Cyprian Fulchin, and Etienne Brouard.

An 1dea may be had of what these apartments were by studying at Cluny
the tapestry, the bed furniture and the seats embroidered with the arms and
devices of Pierre de Gondy, Cardinal Archbishop of Paris in 1587, brought
from his chiteau of Villepreux.

But why does the same Museum show us, unaccompanied by the name of
any artist, the marvellous specimen embroidered in silk, gold and silver, repre-
senting the Worship of the Golden Calf after the designs of Raffaelle? This
piece, which we are assured formed part of a set ordered for the service
of consecration, could have been produced only by an embroiderer of high
repute.

The indifference to the personality of the artist is, however, a general
characteristic, which 1s but more marked in the following centuries. A piece
of excellent workmanship was required, the fit person to execute it was
sought out, but no thought was given to rewarding his efforts by fame. Hence it
is always amongst the anonymous specimens at Cluny that will be found the
pictures of the lives of the martyred saints produced by the Florentine school.

In the marvellous pieces belonging to M. Spitzer shown at the Exhibition
of Costume, France stood without a rival. One of them represented Henry IL
surrounded by his Court assisting at a combat between dogs and a bear, and
Diane de Poitiers giving the signal for the fight to stop. Costumes, portraits,
everything in this work shows the hand of a master.

The number of religious ornaments with figured orphrays is considerable,
and without alluding to those round the picture just described, we may again
refer to the Musée de Cluny with its collection of copes representing the
resurrection, saints, apostles, the Virgin in Glory, &c. Here may also be seen
a beautiful chasuble ornamented with the Collar of St. Michael, and a velvet
cope embroidered in gold with figured orphrays from the old Abbey of Clu;ly.
No less worthy of attention is a green damask chasuble embroidered with
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various subjects, such as the Baptism, the enthronement of a bishop, the An-
nunciation and an exorcism; further a velvet dalmatic embroidered with fleurs
de lis, also embellished with figured orphreys. ILastly, as studies of special
processes, may be noted an altar front of Italian origin embroidered in silk on
a white bugle ground “en couchure,” and another altar-piece, where, on a gold
bugle ground, are worked arabesques in bugles of various colours, the effect
being here also obtained by the same process.

But thcugh the names of embroiderers i the sixteenth century arc rare, a
tew may here still be quoted, in addition to those alrcady mentioned : —

1502. Jehan of Brussels.——Jehan Perrault, of Amboise, who, towards the middle of
the eentury, executed the fine - IZcee Homo " in the Lyons Museum.

1508. Jaspart Dufoss?, of Lille.

1596. Pierre Baltus, of the same place.

We all the more gladly take these last names from M. Houdoy's work as
they are a reply to a statement madec by M. Francisque Michel. In his
“Recherches sur les étoffes de soie,” this learned writer says: “France, of whomn
we are the sons, was never famous for tts embroideries, whereas those of Rou-
mania were celebrated.” So that when he finds the expression “broderie de
France,” he secs in 1t a Byzantine work. But we believe, on the contrary, that
we are in a position to claim for France, and espectally for Burgundy, a
supremacy 1n the arts which must have soon caused to be forgotten the cold
and formal works of the Byzantine schools.  So far as concerns the sixteenth
century, the author himself supplies an argument in support ¢f our opinion,
for he mentions Adam Ardel, “brodeur fort rénommé entre cecux de son état,”
who perished at Lagny, the victin of religious dissensions.

We may therefore at the period of the Rcnaissance distinguish some
principal schools. Of these the oldest in origin is that derived from Oriental
works. Then comes the Ttalian school, characterised by the style and nature
of its subjects, and especially by the marvellous clegance of its arabesques
distinguished above all other triumphs of the needle by their gold 1in
relief wrought with a most exquisite art. We have, lastly, the French school
with its realistic tendencies. To 1t are due, not only the scenes of private life
with portraits, spoken of above, but also tapestries and furniture in which
events of sacred and profane history are travestied by figures dressed in
the garb of the epoch, and cften arranged in two series one above the other:
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