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Fig. 1

Jupiter Changing the Inhabitants of Lycia into Frogs (in situ)
Tapestry, French School, XVI c.

Chateau dAnet

Photo: Brumaire, Ezy-sur-Eure




The Tapestries of Diane de Poitiers
Gail Patricia Lloyd

Lhere are seven known tapestries and one fragment, representing the Story of
Diana, which belonged to Diane de Poitiers. They are thought to have been gifts
from Henry II for the decoration of the Chateau d’Anet.' The tapestries themselves
support this possibility.

Located forty miles from Paris and situated in the forests of Dreux, Anet had
originally been given in 1444 to the Brezé family by Charles VI and became in 1496
the property of Louis de Brezé, Grand Sénéchal of Normandy. Louis de Brezé was
a widower, without issue, when he married in 1515, at the age of fifty-six, the fifteen-
year-old Diane de Poitiers descended from the Counts de Poitiers of Saint Vallier.
De Brez¢ died at Anet in 1531 and Diane remained Mme. la Grande Sénéchale until
Henry II made her the Duchesse de Valentinois in 1548. Diane, fifteen years older
than Henry, had formed a liaison with the him prior to his marriage in 1533 to
Catherine de Medici. She nevertheless remained devoted to the memory of her
husband.’

At the time of the death of Louis de Brezé, Anet was not in the best of condi-
tion. The new chateau was commissioned by Henri II for Diane de Poitiers, and it
was Diane who conceived the idea of rebuilding the chateau to suit her own per-
sonality.” Her taste was both feminine and French, and for the major work, French
artisans were called upon.

Motifs for the decoration of the exterior and interior of the chateau derived from
a theme, found in earlier art and literature, that of the Roman goddess Diana, who
was identified with Artemis, the virgin huntress of the Greeks, personifying chastity,
and with the moon goddess Luna, protectress of the woods and mountains. The
rebuilding of the chateau, under the supervision of the architect, Philibert de 'Orme,
was undertaken between 1548-1552, and the decoration was completed in 1554. The
tapestries, if they formed a part of the total decoration, because of certain political
overtones, could have been commissioned about 1548-1549; their execution may date
from about 1550-1555.*

Uncertainties regarding the tapestries exist. Their original location in the Chateau
d’Anet is questionable. Because of their height of fifteen feet, except for the frag-
ment, which is eight feet high, the tapestries could have been placed in the apart-
ments of the first floor of the chﬁteau, which measures almost fifteen feet in height.
A reference was made in 1898 to their location in a building which encloses the grand

staircase, where there are five piers, “filled in other times by five tapestries.”



While there is no historical documentation, it is thought that the tapestries were
at Anet when Diane de Poitiers died in 1566, when the chateau passed into other
hands, and they may have been seen at Anet in 1640. The Description de la belle
Maison dAnet of 1640 states that the rooms were “tapisées presque partout de vieilles
tapisseries de particuliere facon, fort rares pour leur antiquité.” The tapestries may
have remained at Anet until about 1680-1690 when the duc de Vendome redecorated
the chéteau. At some unknown date, according to Mme. Béguin, the tapestries were
acquired by the Grillo family of Genoa. The Admiral Nicolo Grillo was ambassador
to France in the sixteenth century, and his arms and those of his wife, née Spinola,
were placed on the tapestries. The tapestries reappeared in France in the nineteenth
century. Ferdinand Moreau, who acquired Anet in 1860 and was interested in its
restoration, purchased four of the tapestries before 1875 at the “Hotel de ventes” and
returned them to Anet.’

These four, still at Anet and now the property of the French government, com-
prise: Jupiter Changing the Inhabitants of Lycia into Frogs; The Death of Orion;
The Death of Meleager; and Diana Saves Iphigenia. A fifth panel, acquired in 1898
by the Musée des Antiquités, Rouen, treats the theme of Diana Imploring Jupiter
Jfor the Gift of Chastity. Two other tapestries, The Drowning of Britomartis and The
Blasphemy of Niobe, which are slightly narrower and may be “portieres.” were formerly
in the Whitney collection. They were given in 1942 to The Metropolitan Museum
of Art. The eighth tapestry, in a private collection, represents The Triumph of Diana.
In addition, fragments of borders with a “DH” monogram, a tablet with a sun or
star and the signs and emblems of Diane de Poitiers, such as deer antlers, Greek
deltas, arrows and laurel branches, were found about 1976 in a trunk in the attic at
Anet by Jean Feray of the Monuments Historiques.’

The scenes represented in the tapestries derive from various classical sources,
primarily Ovid’s Metamorphoses. A fourteenth-century copy, formerly in the library
of Diane de Poitiers and now at the library of Rouen, carries the Poitiers emblem.
The book may have belonged to Diane’s grandfather, Aymer de Poitiers, thus possibly
serving as inspiration.®

Each of the eight tapestries consists of a large central panel, framed by a wide
border. The side borders appear as architectural columns and in addition to other
motifs, are composed of bows, arrows, quivers, crescents, palms and laurels, deltas
(the Greek letter “D” for Diane), and Diane’s initial intertwined with that of Henry
II, elements which relate not only to the main subject and protagonists but form a
part of the ornamentation that appears throughout the chateau. Miss Standen has noted
that the close relationship of tapestry border details to the central theme in the Diane
series is characteristic of French borders.’

The lower borders contain various devices, Latin inscriptions and a small car-
touche with a related scene. The upper borders also include devices and inscriptions



similar to the lower borders and a large cartouche with explanatory text in French
verse, a device which had been employed in tapestries dating from the Middle Ages.
Several authors have been suggested for the verse. One is Joachim du Bellay
(1524-1560), one of the poets of the Pléiade, who was at the court of Francis I and
Henry II and had written verse, some of which dealt with Diane de Poitiers and Henry
II. The second and more likely candidate is Pontus du Tyard (1521-1605). Also a poet
of the Pléiade, Tyard acted as an interpreter to painters as well as to poets and may
have provided the program for a set of pictures for the Chateau dAnet. A manuscript,
said to have been found in Tyard’s study and which contains a collection of twelve
fables of rivers and fountains, was published in 1586 by Etienne Tabourat. Each fable
was based on Greek or Egyptian mythology, accompanied by a poem and instruc-
tions as to how it was to be painted. In the last fable of the series, a fountain resembi-
ing that at Anet suggests that the fables were for works at Anet and that the tapestries,
also based on mythological subjects, may well have owed something to Tyard. In
addition, surviving examples of the verse, accompanying the fables, resemble the
verses of the Anet series. "

On three of the four tapestries today at the Chateau d’Anet, the Grillo arms and
initials, which were imposed probably sometime in the seventeenth century, have
been replaced by those of Diane de Poitiers and Henry II. One of the four is Jupiter
Changing the Inhabitants of Lycia into Frogs (Fig. 1). On the outer borders, in col-
umnar form, are crescent moons, crossed quivers and bows, cartouches with deltas,
some of which form the seal of Solomon, antlered deer heads, the insignia of Diane
de Poitiers and Henry II, masks and male and female terms, which are back-to-back,
with arms interlinked. These linked figures must have derived from already existing
motifs, since they also appear, along with masks and rams’ heads, in the border of
a tapestry belonging to an Italian set, relating the Story of Joseph. The set was designed
by Bronzino and woven in Florence in 1549 by Giovanni Rost and Nicholas Carcher,
who were employed in the factory established by Duke Cosimo I about 1546."

A device on the upper and lower borders that appears in all the tapestries shows
a floating island attached by a double chain to a neighboring rock; and on the island,
a nude woman holding a child is seated between an olive and a palm tree, symboliz-
ing victory and peace. The woman is Latona, mother of Diana and Apollo; and the
island is Delos, at first named Asteria, the star fallen from the sky. Asteria was the
sister of Latona, who changed into a quail in order to escape Jupiter and threw herself
into the sea, where she was transformed into the floating island, which Jupiter an-
chored by a chain. The island became the sanctuary of Latona, who was followed
on earth by the wrath of Juno. Below the device is the Latin inscription: “Sic immota
manet” (“So it remains unmoved”), alluding to the anchoring of the island where Latona
gave birth to Diana and Apollo. Montaiglon had noted that “manet” contains the word
for “Anet.” The second device is that of crossed palm and olive branches, below which
is the inscription: “Non frustra Jupiter ambas” (“Not in vain (gave) Jupiter both™),
which in addition to the glories of war and peace, refers, as in the first device, to
the children of Latona and to Henry II, Diane de Poitiers and Catherine de Medici."



Fig. 1 Jupiter Changing the Inhabitants of Lycia into Frogs
Tapestry, French School, XVI c.
Chateau dAnet
Photo: © Musées Nationaux, Paris

The center cartouche of the lower border, which varies with each tapestry, shows
two dogs peering over the frame; and within, a single figure, under which is the
inscription, “Namgque, Hoc Studium Tu Prima Dedisti” (“Truly to this end is what
-you have dedicated yourself t0”). The large cartouche at the top, framed by stags’
heads, contains the text for the story of the center panel:”

“Latona encor fuyant vint en Lycie,/ pres d’'un estang ou la chimere ardoit/ et pour
de 1() eau aux villains shumilie/ mais d’en avoir chascun d(’) eux l'en gardoit/ dont
1) oeil divin qui du ciel regardoit/ leur cruaute en grenoilles les mue./ D’autre coste
Cypris d() orgueil esmue/ veut que d(’) amour Diane soit frappee/ il guette assez
mais en vain se remue/ pour ce qu(’) elle est a la chasse occupee.” (Béguin 1972-73,
p. 348 (456))
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Fig. 2 Latona in Lycia

Etienne Delaune

Engraving

The Metropolitan Museum of Art, Harris Brisbane Dick Fund, 1931
Photo: The Metropolitan Museum of Art, New York

According to the verse, the tapestry presents three episodes (Met. VI: 339 ff.)
In the left background, Latona is shown coming to Lycia, carrying the two children
by Jupiter. In the foreground, Latona has arrived at the pond with the children, Apollo
and Diana, as denoted by the sun and moon symbols on their brows. The peasants,
cutting reeds, have prevented Latona from drinking; and the divine Eye, presumably
the figure in the cloud at the upper left, who according to the verse, observed the
peasants’ cruelty, has already begun to transform several of them into frogs. At the
upper right, the third episode represents Diana, chasing a deer through the woods,
indifferent to Love and Venus™ (also known as Cypris, as indicated in the verse),
who are in the sky above.

An engraving by Etienne Delaune of the subject (Fig. 2) is identical to the tapestry
with regard to the background, showing the flames issuing forth from the rocks.
Similar also are foreground features, depicting Latona fleeing with the children and
kneeling before the peasants changing into frogs. Delaune engraved the works of Luca
Penni, Jean Cousin and Nicolo dell’Abate, and the engraving is one of six said to
be the invention of Luca Penni, which represent the Story of Diana and Apollo. The




Fig. 3

subjects of these engravings appear in several other tapestries of the Anet series and
are considered to have been executed at the end of 1547 or beginning of 1548, although
Miss Standen gives a date of about 1560."

A drawing entitled The Hunt of Diana (Fig. 3), attributed to Luca Penni in the
Musee des Beaux-Arts, Rennes, appears, with minor changes, to be similar to the
scene of the upper right corner, in which Diana is seen running with several dogs
after a leaping deer. The exact deer is found in an illustration to the Orus Apollo
of 1543, attributed to Jean Cousin the Elder,'"® with the inscription: “Comment ils
paignoient ung Roy fuyant follie et imprudenc.” Also appearing in the Orus Apollo
is the frog, sitting on the bank in the right foreground, turned to the left, noted as
“ung homme qui ne fe peult mouvoir.”-

The theme of the tapestry, which treats the divine origin of Diana, may allude
to Diane de Poitiers as the huntress of Henry II; to Henry II as the deer; and
presumably to Catherine de Medici as Juno, from whose wrath Latona continued
to flee on earth.”

The style of the main scene of this tapestry is activated by the running figures
of the background, floating figures in the sky, mountain bursting with fire, as well
as the turning bodies and lively gestures of foreground figures.

The Hunt of Diana

Luca Penni (att. t0)

Drawing

Musée des Beaux-Arts de Rennes
Photo: Musées de Rennes



Similar in style is a second tapestry at the Chéteau dAnet, The Death of Orion
(Fig. 4). The side borders contain at the bottom the linked term figures, which ap-

Fig. 4 The Death of Orion (in situ)
Tapestry, French School, XVI c.
Chateau dAnet
Photo: Brumaire, Ezy-sur-Eure



pear in Jupiter Changing the Inhabitants of Lycia into Frogs (Fig. 1), and the in-
signia of the Grillo family at the center left and right. On the left border, suspended
from a ribbon are a horn, game nets, a plaque with deltas forming the seal of Solomon,
additional game nets and a quiver. At the right border, hanging from a tied bow with
fluttering ribbons, is a plaque with deltas and another bow from which a deer head
hangs.

Borders with similarly tied ribbons are found in framing devices, which existed
in France and Italy during the sixteenth century. Examples may be seen in the work
of Geofroy Tory, such as in the decoration of the letter “L,” belonging to a page of
Champ fleury, published in Paris in 1529, and in the framing device of the Flight
into Egypt, which appears in Tory’s Book of Hours, published in 1531. The use of
tied ribbons with streamers also appears in borders of Italian tapestries, such as that
of the Story of Hercules, an allegory representing the virtues of the Duke by that
name, designed by Battista Dosso and woven during the first half of the sixteenth
century by the Ferrara factory.'® )

On the lower border of the Anet tapestry, the center cartouche is decorated with
two horns and shows a lone woman with bow and quiver, surrounded by hunting
dogs. Below is the inscription: “Digna fides coelo” (“Faith worthy of heaven”), relating
to the apotheosis of Orion."

The large cartouche of the upper border, surrounded by quivers, as in the other
tapestries, contains explanatory French verse:

“Phoebus mary que Phoebe vouloit tant/ saccompaigner d(’) Orion le chasseur/ veux
tu, dit il, faire un beau coup, ma soeur/ L() arc elle enforce et sa visee estent/ si
droit que helas a mort sans y penser/ son Orion lui advint d'offenser./ Dont la deesse
avec ses nymphes pleure/ mais Juppiter pour le recompenser/ luy donne au ciel avec
son chien demeure.” (Béguin 197273, p. 351 (458)).

The story of the verse, which includes three episodes that are represented in
the tapestry, appears to be based on Hygini Astronomica (2-34). At the upper left
of the tapestry, Diana and her nymphs, accompanied by Orion, with whom Diana
was in love, are shown running through the woods, where deer leap and graze. Ac-
cording to the verse, Apollo was angered by this love; and when he saw Orion swim-
mmg in the sea, he persuaded Diana, his sister, to shoot the object. At the upper
right, Diana is shown with Apollo, shooting unknowingly at Orion, while his dog
stands on the bank at the right, guarding his clothes. In the foreground, the third
scene shows Diana dressed in garments which are embroidered on the hem with the
initials “H” and “D”” She kneels beside the body of Orion, which is pierced by an
arrow and has washed ashore, his dog by his side. At the left, the maidens mourn
as Diana appeals to Jupiter, who floats on a cloud above, and who, as written in
the verse, will grant Orion and his dog a place in the heavens.

10



There are a number of related drawings and engravings. In the Cabinet des Dessins
of the Louvre is a drawing attributed to the French School, sixteenth century (Fig.
5), which is identical to the tapestry. There are also three other drawings attributed
to Luca Penni, which relate to the same episodes in both the tapestry and Louvre
drawing.

The upper right section of one of the drawings, The Death of Orion (Fig. 6),
also in the Cabinet des Dessins of the Louvre, corresponds with some changes to
the upper right corner of the tapestry and Louvre drawing, attributed to the French
School, sixteenth century (Figs. 4, 5), with its tall tree at the left, dog standing by
the water and background architectural features. The three foreground figures at the
left of the drawing, attributed to Penni (Fig. 6), also appear in an engraving dated
1547, by the Master L.D. (Léon Davent), after a composition attributed to both Luca
Penni and Primaticcio.”

Fig. 5 Diana Mourning the Death of Orion
French School, XVI c.
Drawing
Musée du Louvre, Cabinet des Dessins, Paris

11



Fig. 6 The Death of Orion
Luca Penni (azt. to)
Drawing
Musée du Louvre, Cabinet des Dessins, Paris

Fig. 7 Diana Mourning the Death of Orion
Luca Penni (att. to0)
Drawing
Musée du Louvre, Cabinet des Dessins, Paris
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A second drawing attributed to Penni, in the Cabinet des Dessins of the Louvre,
represents Diana Mourning the Death of Orion (Fig. 7), in which the mourning women
at the left, the body of Orion and dog by his side and kneeling figure of Diana ap-
pealing to Jupiter on the cloud above reflect similarities to the figures and their place-
ment in the Anet tapestry and the Louvre drawing of the French School, sixteenth
century (Fig. 4, 5). Comparable to the tapestry and the Louvre drawing in the scene
represented at the upper left sections is a third drawing attributed to Penni, Diana
and Orion (Fig. 8), in the Musée des Beaux-Arts, Rennes. Diana and Orion are shown
walking together as a deer leaps in front of them, and in the background are buildings
and grounds, suggesting those of Anet.”

The three drawings, attributed to Penni were engraved by Etienne Delaune, with
modifications (Figs. 9-11). These drawings, which are inscribed with the names of
the principal figures in the same hand, and engravings, may have been designs for
tapestries which were never executed, since they had been utilized in the Anet
tapestries.

It has been suggested that the tapestry of The Death of Orion is an allusion to
the death of La Chateigneraie (1520-1547), who rose to the court through Francis
I and was known for his large size and physical strength. His death came about as
the result of a duel with Jarnac, a gentleman of the courts of Francis I and Henry
I, of which the real motive was the rivalry between the Duchesse d’Etampes and
Diane de Poitiers. Francis I would not permit the duel; but upon the accession of
Henry II to the throne, the demand was renewed. The duel took place and Jarnac
was successful. A symbolic value was given to the duel, which stood for the triumph
of a new reign.”

The Death of Meleager (Fig. 12), a third tapestry at the Chateau d’Anet, which
may also have political overtones, has several new motifs incorporated in its borders.
On the outer borders at the top are female heads, framed by crescents. Motifs such
as these existed earlier and may be found in the stucco work at Fontainebleau, in
the framing device for the fresco of Cleobis and Biton in the Gallery of Francis I,
part of the decoration designed and partially executed by Rosso between 1534 and
1537 and completed by Primaticcio after Rosso’s death in 1540. This fresco and five
others, together with their frames, were reproduced as tapestries at the atelier at Fon-
tainebleau, founded by Francis I, and form a set now in the Kunsthistorisches Museum,
Vienna.?

Other motifs on the side borders of the Anet tapestry include palm and laurel
branches, which intertwine with crossed bows, cartouches with variations in the
designs of deltas, horns, bearded sphinx figures with flowers atop their heads and
the insignia of Diane de Poitiers and Henry II. The sphinx, which has multiple
meanings —wisdom, power, vigilance—as a motif, was not new and is found in a
print of an Italian illuminated manuscript of the late fifteenth century by Cola Rapicano,
who worked for the kings of Naples from 1451 to 1488. The manuscript depicts Cicero’s
Orations, and the motif of the sphinx plays a similar role to that in the tapestry, in
that it forms a part of the column.

13
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Fig. 12 The Death of Meleager (in situ)
Tapestry, French School, XVI c.
Chateau d’Anet
Photo: Lauros-Giraudon, Paris

In the cartouche of the lower border is a reclining nude figure, under which is
an inscription: “VROR Et Deigneis” (“Fire and burning”).?* In the cartouche of the
upper border, the verse describes the scene in the center panel and appears to be
based on Ovid’s Metamorphoses, although Meleager’s story is found in other accounts:

“En Calydon occist Meleager/avec le porc de Phoebe mesprisee/ deux oncles siens,
qui vouloyent outrager/ Atalanta sur tous de luy prisee/ dont Althea leur seur fut
attisee/ d’ire et de pitie, mais en fin l'ire a peu/ tant qu'elle mit le tison en un feu/
avec lequel son filz devoyt fin prendre/ a(i) nsi sentit 1) outrageux peu a peu/ et
le tison et son corps venir cendre” (Béguin, 1972-73, p. 348 (457))

14



There is a drawing, entitled Story of Meleager (Fig. 13), attributed to Jean Cousin
the Elder, in the Ecole des Beaux-Arts, Paris, which depicts almost identically the
left side of the tapestry. At the upper left of both the tapestry and drawing is the
scene of Meleager killing Phoebe’s or Diana’s boar (in Calydon), which had been
sent to ravage the country (Met. VIII: 271 ff.). Meleager was in love with Atalanta
to whom he presented the spoils (Met. VIII:424). According to the verse, two of
his uncles offended Atalanta, and so Meleager killed them (Met. VIII:434 ff.), which
is the episode shown at the center left. At Meleager’s birth, it was decreed that his
life depended on the burning of a log of wood, which had been placed on the fire
and which his mother withdrew and preserved (Met. VIII: 451 ff.). In the verse of
the tapestry and also according to Ovid, Meleager’s mother was so incensed by the
slaying of her brothers that she placed the billet in the fire (the scene presented in
the portico at the left), by which the body of Meleager was consumed (Met. VIII:
515 ff).

The principal scene, in the right foreground, shows Meleager seated on a bench,
with his arms raised and a pained expression, indicating his oncoming death. The
curving position of his figure and muscular body recall the figure of Adonis in the
Fontainebleau fresco and tapestry, The Death of Adonis, which derived from figures
of Michelangelo’s Sistine Ceiling. The small figure of the lower cartouche reflects
that of Meleager in reverse and resembles the figure of an engraving of Adonis by
Fantuzzi, dated 1542-1543.%

The figures surrounding Meleager in the center panel observe him while others
lament. One of the male figures at the right, bearded, who looks on, may represent
Henry II. Above in the sky, on a cloud, is Diana observing the incident.

The architecture of Meleager’s surroundings is classical. The columns are of the
Doric order and the frieze above is decorated with a swag and animal heads. These
features may be seen in the tapestry after Raphael, The Sacrifice at Lystra, in which
columns of the architecture and the decoration of the pyre with its rams’ heads and
garlands are comparable. The tapestry belongs to the famous set of Acts of the Apostles,
comprising ten tapestries, designed by Raphael for the Sistine Chapel between
1515-1521. Artists working at Fontainebleau and of the period would have been aware
of these tapestries, since a set was owned by Frances 1.%°

Similar architectural and decorative features are found in the work of Sebas-
tiano Serlio of Bologna, who had been in Rome, where he made studies of Roman
remains and architectural orders. Having published his theory of architecture in Venice
in 1537, based on Vitruvius, Alberti and studies from nature, Serlio arrived in Paris
about 1539. The fourth volume of his seven volumes contained the five orders of
building and ornament. This volume Serlio gave to Francis I, who invited the ar-
chitect to become supervisor of the royal buildings.”

15



Story of Meleager

Jean Cousin the Elder (as. to)

Drawing

Ecole nationale supéricure des Beaux-Arts, Paris

Photo: Ecole nationale supérieure des Beaux-Arts, Paris
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The fourth tapestry belonging to the Chateau d’Anet is Diana Saves Iphigenia
(Fig. 14), which relates to the Fontainebleau frescos and tapestries. The side borders
are composed of quivers and bows, female heads with crescent moons, antlered deer
heads, bows with fluttering ribbons, cartouches with the insignia of Diane de Poitiers
and Henry II and terms with strapwork, which are similar to those of the Fontainebleau
stucco work and corresponding tapestry of the Combar between the Lapiths and Cen-
taurs. Miss Standen has written that the strapwork employed originated as curling
paper in the late 15th century, later becoming stiffened into the appearance of card-
board and leather.”®

The lower and upper borders of the Anet tapestry have the customary devices
and inscriptions. In the cartouche of the lower border is a single figure. The large
upper cartouche is framed with deer heads surmounted by crescents and the verse:

“Sur tous mortels la belle Iphigenie/ doit a Diane une grace immortelle/ elle devoit
par mort estre punie/ car des haultz dieux 'ordonnance estoit telle/ mais par pitie
de la sainte pucelle/ pour qui les rois et capitaines grecqs/ souffroient au cueur mil
ennuyeux regretz/ Diane ung cerf sur l'autel leur presente/ et pour servire a ses hon-
neurs segretz/ osta du feu la victime innocente” (Béguin, 197273, p. 351 (459))

According to mythology, Iphigenia was the daughter of Agamemnon, the leader
of the Greek forces against Troy, who was prevented from sailing by unfavorable winds.
When he went to consult the seer, Calchas, Agamemnon was informed that because
he had killed a stag which was sacred to Diana, he must propitiate the goddess by
sacrificing Iphigenia. The verse of the tapestry explains the central scene (Met. XII:
25 ff.), which depicts the moment in which Iphigenia is lifted from the altar by Diana,
who appears in a cloud, just as the youth at the right lights the fire. At the left is
a high priest in a mitre with a knife in hand, by which he will perform the sacrifice
of the deer behind him, which Diana has presented, according to the verse. At the
right are the Greek captains and probably Agamemnon, who is often present in art
representations in helmet and armor. In the left background are the tents of the Greek
army and in the right distance, a view of a town and the Greek fleet.”

The tapestry recalls the fresco of The Sacrifice at Fontainebleau but appears closer
to the engraved work of the scene in the Bibliothéque Nationale, Paris, by René Boyvin,
after Rosso. There are simularities in the placement of background architecture at
the right, arrangement of figures to the right and left of the altar and in the depiction
of the bearded high priest with mitre.

In the tapestry, before the altar, with crescent moon on its base, is a bowl filled
with fruits and an ewer decorated with masks. Although it may be coincidental, the
exact arrangement of such ware is found in the fresco of The Marriage Feast of Cupid
and Psyche by Giulio Romano and assistants in the Sala di Psiche, Palazzo del Te,
Mantua, where Primaticcio was also employed as a painter and stucco worker after
Romano’s designs, before being called to Fontainebleau in 1531.

17



Fig. 14  Diana Saves Iphigenia
Tapestry, French School, XVI c.
Chateau dAnet
Photo: © Musées Nationaux, Paris

Because of Diane de Poitiers’ association with the Guise family, the tapestry has
been read by some to be an allegory of Mary Stuart (1542-1587), daughter of James
V of Scotland and Mary of Guise, possibly represented as Iphigenia. Mary Stuart
was considered to be next in line to the succession to the English throne after the
death of Mary Tudor, daughter of Henry VIII. She was betrothed at the age of six
to the French Dauphin Francis, later Francis II (1543-1560), son of Henry II and
Catherine de Medici, and went to France in 1548 where she was brought up at the
French court and in the Roman Catholic faith. Diane de Poitiers, protectress to the
Guises, is said to have devoted herself to the education of Mary Stuart, who loved
her.* After her marriage in 1558 and the death of Francis II in 1560, Mary return-
ed to Scotland in 1561.
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Fig. 15  Diana Imploring Jupiter for the Gift of Chastity
Tapestry, French School, XVI c.
Musée des Antiquités, Rouen
Photo: © CNMHS/Arch. Photo. Paris

The fifth tapestry, at the Musée des Antiquités, Rouen, represents Diana Im-
ploring Jupiter for the Gift of Chastity (Fig. 15). The side borders, in the form of
columns, are decorated with items suspended from a ribbon: quivers, cartouches with
linked deltas, a horn, game nets, spurs, the intertwined initials of the Grillo family,
deer hoofs and antlered deer heads. Supporting these items are term figures, human

in appearance, placed on pedestals designed with cartouches of deltas representing
the seal of Solomon.
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Fig. 15 Diana Imploring Jupiter for the Gift of Chastity (detail)
Tapestry, French School, XVI c.

Musée des Antiquités, Rouen

Photo: Ellebé, Rouen

The supporting figures, probably part of a general vocabulary of motifs, are
reminiscent of the half-nude male and female figures that appear at the lower left
of the tapestry after Raphael, The Conversion of the Proconsul. The manner in which
the motifs are hung from a ribbon in the borders of the Anet tapestry and use of
bow and quiver are not original ideas and compare with the borders of the Holy Trinity
from the Book of Hours by Geofroy Tory of 1531.

The small cartouche in the center of the lower border, which includes crescents
at the left and Grillo initials at the right, shows in this instance, two figures, under
which is the inscription “Tu michi sola places” (“You alone please me”), referring
to the main subject of the tapestry.

On the upper border at the left are the Greek deltas, probably original, of Diane
and at the right, the later imposed arms of the Grillo-Spinola family under a cor-
onet. In the center of the upper border is a large cartouche, framed by rams’ heads,
referring to Louis de Brezé. According to a document, which agrees with a passage
describing the ceremonies of the funeral of Louis de Brezé, the standard bore a ram,
signifying Brezé; the same motif appears on a cartouche on the tomb of Louis de
Brez¢ in the Rouen Cathedral®
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The French verse, inscribed on the cartouche, announces the story of the center
panel:

“Depuis pour mieux aux chasses s’ (') adonner/ a Juppiter ses prieres adresse/ le sup-
pliant chastete luy donner/ comme a Pallas des guerres la maistresse/ en mesme temps
Phoebus ses armes dresse/ contre Pytho et par sa grand vertu/ de mille traitz il I'a
mort abbatu/ le peuple lors qui s(’) estonne et contemple/ voyant des dieux 1() en-
nemy combattu/ pour son honneur luy a dresse un temple.” (Béguin, 1972-73, p. 348
(355))

Three episodes related in the verse, which are inspired by Ovid and yet are in-
ventions of the poet and artist, appear in succession, extending into the background
space of the tapestry. In the foreground is the scene in which Diana addresses Jupiter
and begs him for the same chastity that he granted to Pallas, goddess of war, so that
Diana may devote herself to the hunt (Met. 1:487, 697). At the left is Diana, daughter
of Jupiter and Latona, thought to have the features of Diane de Poitiers. The initials
“H” and “D”, embroidered on her hem, further identify the goddess with Diane de
Poitiers. She kneels before Jupiter, considered to represent Henry I, who is seated
and identified by his attributes of the eagle and thunderbolt. These are placed at the
base of the rustic throne, which is under a draped canopy, tied to what may be the
oak tree of Jove (Met. 1:106). Diana and Jupiter point to Minerva, seated to the right
of Jupiter. Minerva, daughter of Jupiter and goddess of war and wisdom, with her
plumed helmet and shield ornamented with the mask of Medusa whose head had
been given to her by Perseus, in turn points to Diana. At the right of Minerva is
Mars, a son of Jupiter and god of war, with his attributes of the helmet, sword and
spear. At the left of Jupiter is his wife Juno, the peacock at her side. Juno, as the
wife of a faithless husband who was always plotting revenge on her husband’s lovers,
undoubtedly represents Catherine de Medici, wife of Henry II. Beside her is Mer-
cury, son and messenger of Jupiter, with his winged helmet and caduceus.

The foreground scene thus presents the protagonists in allegorical form: Henry
II as the ruler, Jupiter; his wife, Catherine de Medici, as Juno; and his mistress,
Diane de Poitiers, as Diana, who seeks the gift of chastity, reflecting the attitude
of Diane, who in her life and relationship with Henry II desired to create an impres-
sion of respectability.*

In the background at the right is the second scene, as stated in the verse of the
cartouche, which shows Phoebus or Apollo preparing arms against Python, the ser-
pent born of mud, whom Apollo killed with a thousand arrows (Met. 1:440-446).
As aresult, the crowd, depicted at the far right, was so astonished at seeing the enemy
vanquished, that to honor the victor, they erected a temple. The story is completed
by the circular temple with columns, surmounted by a lantern, placed on the hill
in the distance.

The temple on the hill, according to Ovid (Met. XV:866), is Jupiter’s temple
on the Capitol at Rome, which was destroyed in 455 A.D. The building appears to
derive from Bramante’s Tempietto, S. Pietro in Montorio, Rome, built in 1502, which
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Fig. 16  Apollo and the Python
Etienne Delaune
Engraving
The Metropolitan Museum of Art, Harris Brisbane Dick Fund, 1931
Photo: The Metropolitan Museum of Art, New York

is shown in the tapestry after Raphael, St. Paul Preaching at Athens. The building
also recalls the design of a dome found in the Hypnerotomachie by Francisco Colon-
na, published in Paris in 1546.

The entire background scene of the tapestry reproduces with some alterations
an engraving by Etienne Delaune (Fig. 16). The episode of Apollo Killing Python,
seen both in the engraving and tapestry may have been inspired by the same subject
painted by Primaticcio on the ceiling of the Gallery of Ulysses at Fontainebleau. The
event has been thought to have a political meaning and to represent the battle against
heresy. Diana is omitted in this scene; but according to one legend, she participated
with Apollo in the killing of the serpent of heresy. This indeed corresponded to the
real role of Diane de Poitiers, who exercised considerable influence in the condem-
nation of Protestants. The type of hunt, mentioned in the verse of the tapestry car-
touche, for which Diana asks for chastity, is not clear.** However, since Mercury,
Minerva and Mars, the goddess and god of war, are included in the scene, it may
be that the hunt refers to the combat against heresy and the participation of Diane
de Poitiers.
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The two panels, slightly narrower than the others, measuring 15°3” by 9°7”, are
those in The Metropolitan Museum of Art. Both have the usual Latin inscriptions
and devices found on the upper and lower borders of the wider tapestries. At the
upper corners the arms of the Grillo-Spinola family, a shield under a coronet, have
replaced the arms of Diane de Poitiers.®

The Blasphemy of Niobe (Fig. 17) shows in its decorative outer borders: rams’
heads, quivers, cartouches with deltas, jar-like designs or urns, the Grillo initials
(also later replacements), female heads with crescents, arrows and bows interlaced
with laurel and larger jar shapes that resemble those in the borders of the fifteenth
century Italian manuscript of Cicero’s Orations. On the lower border is the small
cartouche surmounted by the monogram “HD” and flanked by crescents, a censer,
ribbon and fruit, with the emblem of a lone woman, shivering before a bonfire, under
which is the Latin inscription: “Hei mihi qualis eram” (“Ah me! Such once was I”),
referring to Niobe’s fate.*

The poem of the upper cartouche explains the composition:

“Quant un mortel des biens que Dieu luy donne/ esmue dorgueil gloire ne luy veult
rendre merveille n'est si soubdain 'abandonne,/ et si malheur ou mort le vient sur-
prendre. Niobe sort de Tebes pour reprendre/ le peuple offra(n)t a Latona priere/
et la blasmant soy et ses filz prefere/ aux dieux par qui s() esclaire tout le monde/
Latona lors a ses enfans referre/ le juste esmoy de sa douleur profonde” (Béguin,
197273, p. 351 (460) )

In the foreground, a man with arm outstretched seems to be preventing the other
man from leading a sacrificial bull to Latona’s altar. In the middle distance is the
barefoot Niobe with her seven daughters (Met. VI: 181 ff.). At the left, Niobe is
shown, as the verse indicates, hurling insults before the altar of Latona, whose wrath
she aroused (Met. VI: 165 ff.). In the heavens at the upper right, Latona describes
her humiliation to her children, Diana and Apollo, who will avenge their mother
(Met. VI: 204 ff.). In the far distance are Niobe’s seven sons and a view of pyramids
and a mountain.”’

The composition of the tapestry, as that of the other tapestries, appears to be
composed of sections which recall various sources. The foreground figure of a rustic
leading a bull, close to the picture’s edge, exists in a scene of a fresco by Giulio Romano
and assistants in the Sala di Psiche, Palazzo del Te, Mantua, entitled Pasiphae Enters
the Cow Constructed by Daedalus. The temple structure in the Anet tapestry, with
arches, Corinthian capitals and spiralling Solomnic columns, recall columns from
Raphael’s tapestry, Healing of the Lame Man. The unit with temple and figure within
may be found in the Fontainebleau fresco and tapestry of Cleobis and Biton.

Scholars have thought that the Diana series should have included a sequel of
the death of Niobe's children, which would have completed the allegory of Python,
in treating the pretensions of a foreign enemy. A drawing of The Death of Niobe's
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The Blasphemy of Niobe
Tapestry, French School, XVI c.
The Metropolitan Museum of Art, gift of the children of

Mrs. Harry Payne Whitney, 1942
Photo: The Metropolitan Museum of Art, New York
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Fig. 18  Apollo and Diana Killing the Children of Niobe
French School, XVI c.

Drawing

Bibliothéque Nationale, Cabinet des Estampes, Paris
Photo: Bibliothéque Nationale, Paris

Children (Fig. 18), by a French artist of the sixteenth century, exists in the Bibliotheque
Nationale, Paris. Upon examination of the background of the Niobe tapestry, certain
architectural features, such as the pyramids and cluster of buildings with landscape
to the left and right are comparable to those in the drawing. The drawing has also
been compared stylistically to the Louvre drawing of Diana Mourning the Death
of Orion (Fig. 5) in the treatment of landscape, architecture, figures and drapery,
suggesting that they may be by the same hand.
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The Drowning of Britomartis

Fig. 19

XVI c.

H

French School
The Metropolitan Museum of Art, gift of the children of

Tapestry,

Harry Payne Whitney, 1942

Mrs.

Photo: The Metropolitan Museum of Art, New York
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The Drowning of Britomartis (Fig. 19) is the second work in The Metropolitan
Museum of Art. Its side borders are decorated with arrows and laurels, around which
are wound scrolls with an inscription found at Anet and on book bindings belonging
to Diane de Poitiers: “Consequitur quodcumque petit” (“It attains whatever it seeks™),
referring to Diane in that “She gets what she wants.”® There are hearts, the Grillo
initials (which are later replacements), additional hearts, bows, arrows and Greek
deltas, urns and hoofed satyr faces, which were part of an earlier vocabulary. These
faces can be seen in examples of fifteenth-century Italian manuscript borders and
in the border to the frontispiece of Serlio’s fourth book on architecture, published
in Venice in 1537.

The story of the tapestry is a more obscure one and occurs in Historiae Deorum
by Giraldi and in the Mythologie of Callimachus, which quotes various classical
authors and in which the name of Dictynna is said to have been given to Britomartis
because she invented hunting nets. A further source of the story is the poem Ciris,
attributed to Virgil, which was published in the Renaissance a number of times, in-
cluding an edition by Aldo Manuzio in 1517.“° The poem (lines 285-310) also relates
the story on which the verse in the cartouche elaborates:

“Britomarte par Minos poursuivie/ qui par les boys a force la veut prendre/ aima
trop mieux en mer finir la vie/ qu'a son vouloir outrageux condescendre/ lors po(u)r
sa mort voulant gloire luy rendre/ Phoebe les retz et filez inventa/ dont au lieu sainct
le corps on raporta/ et puis les Grecs Dictynna 1()ont nommee/ o saincte mort qui
au monde apporta/ par tel malheur chose tant estimee.” (Béguin, 1972-73, p. 351 (461) )

In the left background Minos is seen pursuing Britomartis. The king reappears
in the middle foreground looking down upon Britomartis, who as the verse indicates,
has thrown herself into the sea, rather than submit to his passion. The statuesque
figure of Diana, with the insignia of Henry II embroidered on her hem, appears with
her dog and nymphs. In Crete, Diana was also identified with Britomartis or Dictyn-
na, goddess of the nets (Met. 1I: 441). In the background on the hill by a small tem-
ple, Diana is shown making nets, the means by which Britomartis is rescued by the
figures in the boat at the center right.

The emblem in the cartouche, decorated with a delta and nets, on the lower border,
shows a woman holding a fish net and adored by fishermen, accompanied by the
motto: “Hoc tua mors valuit” (“This has thy death availed”), which also pertains to
Britomartis.* At the left and right edges are ovals with peaked rocks within.
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Fig. 20  The Death of Britomartis
Etienne Delaune
Engraving
The Metropolitan Museum of Art, Harris Brisbane Dick Fund, 1931
Photo: The Metropolitan Museum of Art, New York

An engraving entitled Death of Britomartis (Fig. 20) by Etienne Delaune, after
Luca Penni, although taken to represent the punishment of Tityus, according to its
inscription, reproduces the upper right section of the tapestry. The figure of Minos
standing on the embankment, Britomartis in the sea, the boat in the right distance
and surrounding landscape are similar. The temple on the hill, as shown in the
tapestry, seems reminiscent of one of the woodcuts, with some changes, from the
Hypnerotomachie of 1546.
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Fig. 21  Pan and Syrinx
Jean Cousin the Younger
Musée du Louvre, Cabinet des Dessins, Paris
Photo: © Musées Nationaux, Paris

The landscape background at the left, showing two crossed trees and Minos chas-
ing Britomartis, is comparable to scenes in two drawings, attributed to Jean Cousin
the Younger. One, Pan and Syrinx (Fig. 21), is in the Louvre. The other, entitled
Landscape with Mythological Figures (Fig. 22) is in the Hermitage, Leningrad.

The theme of the tapestry appears to deal with love as indicated by the hearts
and arrows of the borders and the chase, as well as with the virtue of Britomartis,
who personifies Diana, goddess of chastity. By token of the initials embroidered on

her hem, the goddess also represents Diane de Poitiers, while Minos presumably
is Henry II.
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The Triumph of Diana

Tapestry, French School, XVI c.
Private collection

Photo: Private collector
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The eighth panel, which is in a private collection, The Triumph of Diana (Fig.
23), is considered to be a fragment in which the upper and lower borders have been
interchanged. The tapestry has characteristics in common with the other tapestries.
On the upper border are crescent moons, quivers and palm and olive leaves with
the motto: “Non frustra Jupiter ambas” (“Not in vain (gave) Jupiter both”). The lower
border contains rams’ heads, crescent moons and emblem of a lone woman on an
island, representing Latona, with the inscription below: “Sic immota manet” (“So
it remains unmoved”). The side borders are modern except for the rams’ heads and
consist of double crescents, which appear to form a type of pattern used in
metalwork.,

The center panel represents the triumph of Diana and depicts the goddess of
chastity with her bow and arrows, seated on a chariot, decorated with a spear and
bow. Seated in the back of the chariot are Venus, bound, and Cupid, both bound
and blindfolded. Behind, a group of nymphs follows with laurel wreaths and branch-
es; two carry long lances on which are tied a quiver and bundle of arrows. Beside
the chariot, a female figure, crowned with laurel, walks with a chained dog. The
woman and dog have been compared to the figures in a painting of Diana Hunting
in the Louvre, that has been attributed to both Jean Cousin the Elder and Luca Penni.

Fig. 22 Landscape with Mythological Figures
Jean Cousin the Younger
Drawing
Hermitage, Leningrad
Photo: Hermitage, Leningrad
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Depictions of triumphs belong to a tradition, and there are a number of engrav-
ings of the subject to which the tapestry can be related. One is an engraving by Léon
Davent, executed about 1547 as one of eight prints of the Capital Sins after Luca
Penni. There is a similarity in the position of the seated female figure with head
in profile and torso shown in three-quarter view, as well as in the placement of arms,
one of which is bent behind the figure, while the other is extended towards the front.
Another is The Triumph of Chastity, engraved by George Pencz (c. 1500-1550). The
principal female figure is seated in a high position on the chariot; the winged Cupid,
whose body turns, is bound and blindfolded; and tall female figures follow behind
carrying branches.

Greater stylistic similarities may be seen between the tapestry and a triumph
represented in the Hypnerotomachie of 1546, which is inscribed at the bottom: “Ce-
chario estoit tiré de six Licornes consacrees a Diane, ressemblantes.” Comparable
are the design of the chariot with its box-like shape and curved scroll-shaped or-
namentation and decorative wheels; the position of the seated female figure with
billowing drapery; and figure types with softly curved limbs, defined features and
Greco-Roman hair styles. The theme of The Triumph of Diana, as Diana Saves
Iphigenia (Fig. 14), Diana Imploring Jupiter for the Gift of Chastity (Fig. 15) and
The Drowning of Britomartis (Fig. 19), is that of Diana’s virtue.

Another work, which may be related to the Anet tapestries, is a painting in the
Louvre of Diana and Actaeon by an anonymous artist, thought to have been painted
about 1540-1550. The same splashes of red color, used in the tapestries, appear in
the painting, which also seems to derive in part from the tapestries designed by
Raphael.® In the lower right corner are birds that resemble those in the Miraculous
Draught of Fishes.

Designer

1t has been difficult for scholars to ascertain the designer of the Anet tapestries.
The two artists that have been primarily considered are Luca Penni and Jean Cousin
the Elder. It has also been suggested that there may be more than one designer.*

Of Luca Penni it is known that he was born in Florence between 1500 and 1504
to a family of weavers. He is said to have studied with Raphael and to have worked
under Perino del Vaga in Lucca and Genoa. Penni arrived in France about 1530 and
is mentioned in the royal accounts of 1537 to 1540 as a painter of Fontainebleau,
where Primaticcio was active, having arrived from Mantua in 1531.
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Diana Saves Iphigenia (in situ)

Fig. 14

~

Tapestry, French School, XVI c.
Chateau d’Anet

Ezy-sur-Eure

>

Photo: Brumaire
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Fig. 11  Diana About to Go Hunting with Orion
Etienne Delaune
Engraving
The Metropolitan Museum of Art, Harris Brisbane Dick Fund, 1931
Photo: The Metropolitan Museum of Art, New York

After Rosso, who had been made official painter to the king in 1532, died in
1540, Primaticcio became the head of the projects at Fontainebleau. Penni continued
to work on painting projects and apparently received payment for tapestry designs;
he also worked away from the court. After 1547 Penni seems to have settled in Paris
and primarily executed works for engravers, such as Jean Mignon, Davent, Boyvin
and Delaune. One point in favor of Penni as the author of the tapestry designs is
that since Philibert de I'Orme was in charge of the building of Anet, he would have
favored a royal artist and would have preferred an artist not connected with his rival,
Primaticcio. Penni appears to be the only cartoon designer mentioned in the Royal
Archives at this time, except for Primaticcio’s pupils.*’

Some suggest that Penni is the artist of the tapestry cartoons on the basis of draw-
ings and engravings attributed to him, which are related to the tapestries of Jupiter
Changing the Inhabitants of Lycia into Frogs (Figs. 2-3) and The Death of Orion
(Figs. 6-11). However, the fact that these drawings and engravings form a part of the
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pictorial content of several of the tapestries does not appear to be sufficient evidence
in favor of Penni as the designer of the entire Anet series.

The lack of complete agreement between the graphic works and tapestries may
point to the use of the drawings for both the prints and tapestry cartoons. Several
scholars observe that, while the drawings and prints relate to the tapestries, some
of the prints are labeled with different stories, such as that of Britomartis, which
is inscribed with the story of Tityus (Fig. 20). These prints are not reversed, indicating
they were not copied from the drawings. It has further been suggested that the prints
may have derived from the works by one of the Cousins, Jean Cousin the Elder or
Jean Cousin the Younger, who worked for a time under the direction of his father.
This suggestion was made on the basis of an album frontispiece in Berlin, which
states that the book contains drawings by “Mr. Guido et Jean Cousin, designeurs d’en-
viron toutte I oeuvre de Stefanus,” the Latin name for Etienne Delaune. The prints
may be later than the tapestries, dating after 1560.

A number of scholars have attributed the Anet tapestries to Jean Cousin the Elder:
Edith Standen, John Goldsmith Phillips, Charles Sterling, Philippe Verdier and
Philippe de Montebello. Cousin was born in Soucy near Sens about 1490 and died
about 1560-1561 in Paris. By 1526 he was a qualified painter, stained-glass designer
and geometry expert; he was also considered to have talent in sculpture and architec-
ture. Cousin left Sens for Paris in 1538, where he resided. By this time, the influence
of works of the Italian school was apparent at the court of France, where Cousin
appears to have been pensioned about 1550 as “imager”” In 1541 the artist was com-
missioned to furnish three tapestry cartoons of the Life of Saint Geneviéve for the
Confraternity of Sainte-Geneviéve-du-Mont. Also attributed to Cousin are the illustra-
tions of the Orus Apollo, published in Paris in 1543, and the illustrations of the
Hypnerotomachie, published in 1546 in Paris. Among the artist’s principal known
works are the painting Eva Prima Pandora, which is variously dated, the designs
for the Entrance of Henry II at Paris of 1549 and the Livre de Perspective of 1560.

Jean Cousin the Elder as the author of the Anet tapestries was originally pro-
posed by John Goldsmith Phillips on the basis of a stylistic comparison with another
set of tapestries, documented as designed by Cousin for the Cathedral at Langres.
In 1543 Cousin was commissioned by Claude de Longwy, Cardinal de Givry, to
prepare designs for a set of eight tapestries, representing the Life of Saint Mamas,
a third-century Cappadocian and patron saint of the Langres Cathedral. Three of
the tapestries, woven by Pierre Blasse II and Jacques Langlois of Paris,* remain:
two are at the Cathedral at Langres and the third is in the Louvre.

Each of the panels is framed by a border decorated with strapwork, fruit,

vegetables and masks, with an inscription in French on the lower border relating
the story of the center panel, in a similar fashion to the Anet tapestries.
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Fig. 24  St. Mamas Preaching to the Animals
Tapestry, French School, XVI ¢.
Cathedral, Langres
Photo: CNMHS/ARS NY/SPADEM 1987

One of the tapestries (all of which are based on the legend by the tenth-century
Simeon Metaphrastes) is St. Mamas Preaching to the Animals (Fig. 24) at Langres.
In the tapestry, St. Mamas appears in the foreground with the animals he has tamed;
then he is shown farther back on the moiintain, addressed by the angel, who brings
him a wand. According to a version of the legend, a gospel book will spring from
the ground, when the angel touches it with a wand. St. Mamas is next seen milking
the animals at the center left and beyond is seen making cheese. On the right side
of the tapestry, the saint is shown feeding the poor under the portico and being ar-
rested for not worshipping the gods by soldiers in front of'the temple-like building.
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Fig. 25  St. Mamas Presenting Himself to the Governor of Cappadocia
Tapestry, French School, XVI c.
Musée du Louvre, Départment des Objets d’Art, Paris
Photo: The Metropolitan Museum of Art, New York

The second tapestry, in the Louvre, is St. Mamas Presenting Himself to the Gover-
nor of Cappadocia (Fig. 25). The saint is shown at the left by the tree, meeting with
the soldiers. According to the legend of Simeon Metaphrastes, the saint invites them
to a feast of cheese and bread, presented in the scene at the upper left, after which
the soldiers leave, shown at the left of the triumphal arch. In the foreground, St.
Mamas is portrayed accompanied by the lion, as mentioned in the verse, surrender-
ing to Alexander by the portico. Finally, under the triumphal arch in the center is
the martyrdom of St. Mamas, in which the saint is bound to a column and tortured.
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Fig. 26  The Burning of St. Mamas
Tapestry, French School, XVI c.
Cathedral, Langres

Photo: © Musées Nationaux, Paris

The third tapestry, which is also at Langres Cathedral, is The Burning of St.
Mamas (Fig. 26). According to the Metaphrastian Viza, St. Mamas is placed in prison,
the circular building at the left, from which the prisoners escape. In the center, the
saint is shown in a furnace, where the legend says he had been placed with other
believers of the faith and where he remained for three days. Above are consoling
angels; and at the right, the crowned figure, thought to represent the Emperor Aurelian,
directs the soldiers in feeding the fire.

John Goldsmith Phillips observed consistent details in both the Anet and St.
Mamas tapestries, such as foreground figures larger than background figures; the
individualization of facial features; intricate draperies with floating panels; and use
of buildings in the background and the “luxurious” trees. Mr. Phillips also noted in
the drawing of some of the hands the way in which fingers are extended and spread
apart but for the two middle fingers, which are placed together.*
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Fig. 27 Martyrdom of a Saint

Jean Cousin the Elder (art. to)

Drawing

Bibliothéque Nationale, Cabinet des Estampes, Paris
Photo: Bibliothéque Nationale, Paris

Besides parallel details, a similar pattern of compositional organization between
the Anet and Langres sets lends additional evidence to support the authorship of
Cousin. Also pointing to an attribution of the tapestries to Cousin are several draw-
ings considered to be by him, as well as several signed engravings.

A drawing of The Martyrdom of a Saint (Fig. 27), in the Bibliotheque Nationale,
Paris, has been assigned to Cousin because of its relation to the story in the St. Mamas
panels and because of certain stylistic similarities to the tapestries.*® The drawing
represents several episodes based on the Metaphrastian legend, showing St. Mamas
saved by an angel as he was hurled into the sea with a lead weight hanging about
his neck, in the center background; the men of Aurelian fleeing at the left; and the
angel touching the ground with a wand in the right background. In the foreground,
St. Mamas is shown kneeling before the angel, who holds the weight in one hand.
Similarities were also seen between the drawing and tapestry of St. Mamas Preaching
to the Animals (Fig. 24), in the position of the figure of St. Mamas with drapery
with a short mantle worn across the back, in architectural features and barren trees.
The drapery of the angel also appears twisted in the same manner as that of St. Mamas
in the tapestry of St. Mamas Presenting Himself to the Governor of Cappadocia (Fig.
25). An additional reason for attributing the drawing to Cousin is the position of
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one stone on top of another, as seen in the foreground of the drawing, which also
appears in three etchings by Cousin, The Annunciation, The Holy Family, and the
Descent from the Cross.

The drawing in the Ecole des Beaux-Arts, Paris, assigned with question to Jean
Cousin the Elder (Fig. 13), which appears to be a study for the Anet tapestry The
Death of Meleager, compares stylistically with that of The Martyrdom of a Saint (Fig.
27). The manner of drawing tree foliage with loops and curved lines and architecture
with crisp and definite strokes is similar as is the depiction of figures and drapery.
The expressive movement of Meleager plunging the sword into one of his uncles also
compares with that of the angel touching the ground in the right distance of the St.
Mamas drawing. Therefore, it suggests that the Meleager drawing is by the same
hand. This drawing is reproduced almost identically in the left section of the tapestry
The Death of Meleager (Fig. 12), which reflects the influence of the Fontainebleau
fresco and tapestry The Death of Adonis, and in which details and compositional
organization are similar to the documented St. Mamas at Cappadocia (Fig. 25).

Both tapestries are based on a vertical tripartite division, with the columns of
foreground architecture placed on a slight diagonal leading back in space to another
unit consisting of pillars and arches in which a scene takes place. A third unit at
the left in both tapestries, in which figures are intermingled with landscape features,
consists of space boxes that extend upwards and into the distance. The compositions
are also arranged in three horizontal planes: a frontal area with larger figures; a middle
zone; and a distant zone with smaller figures. In addition, there is a similarity in
the depiction of hands, with the center fingers placed together, as seen in the figure
of Meleager and that of St. Mamas.

A comparisun between the tapestries of The Death of Orion (Fig. 4), in which
three drawings attributed to Penni appear to form part of the left and right background
sections and foreground (Figs. 6-8), and St. Mamas Preaching to the Animals (Fig.
24) also illustrates a comparable internal structure and shows similarities in certain
details. The composition in both the Anet and Langres tapestry is based on a cir-
cular pattern, with foreground figures arranged in a semi-circle that leads to a space
zone at the upper left and continues to another zone above, in which a figure appears
in a cloud, and on to the right where there is another space pocket with an episode
which leads down to the point of origin. In both tapestries, there are also horizontal
divisions into foreground, middle-ground (where a partially dead tree divides the
middle plane into two sections) and distant background.

There are also similarities of particular details in the Anet and Langres tapestries,
such as the foreground foliage placed close to the border; the hands with pointing
fingers, as seen in the hands of St. Mamas and Diana; the arrangement in both figures
of the drapery of the sleeves with puffed effect; and similar facial features as shown
in the clearly defined profiles of St. Mamas and the maiden at the left in the Anet
tapestry.
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A third example, illustrating another type of internal structure, similar to both
the Anet and Langres sets, may be seen in a comparison between Jupiter Changing
the Inhabitants of Lycia into Frogs (Fig. 1), in which the upper right section reproduces
a drawing attributed to Penni (Fig. 3) and deer from the Orus Apollo, and The Burn-
ing of St. Mamas (Fig. 26).

A wedge shape, formed by figures in the Anet tapestry and by the furnace and
foreground figures in the Langres tapestry, divides the picture plane into a left and
right, where there are additional scenes, and provides the center of visual focus. The
mountain bursting with flames in the Anet tapestry and the flaming furnace in the
Langres tapestry add to the central thrust.

The turning and twisting figures at the center of the Anet tapestry have similar
attitudes and relationships to one another as do the turning and bending figures at
the left of the Langres tapestry. In addition, the hands which grasp poles in each
tapestry display similar tensions and finger formations.

The remaining Anet tapetries may also be related to the Langres series and to
each other on the basis of internal structure as well as common details.

Jupiter Changing the Inhabitants of Lycia into Frogs (Fig. 1) and Diana Saves
Iphigenia (Fig. 14), which is related to the engraving by René Boyvin after a fresco
at Fontainebleau, have the same basic structure, that consists of a central focal point,
formed by a wedge shape of figures, which divides the picture plane into a left and
right as in The Burning of St. Mamas (Fig. 26). There are also similarities in the
type of tree placed at the left in both of the Anet tapestries, with tall trunks and spiky
leaves, and in the hand shapes, such as the upraised hands of Latona and those of
the soldier at the right of Diana Saves Iphigenia.

The same sort of flying drapery worn by Diana in the latter tapestry may be
seen in the figures of Diana and Jupiter in The Death of Orion (Fig. 4), in which
the small face and thickly-drawn arms of the figure kneeling before the half-dead
tree resemble the head and arms of Diana in Diana Saves Iphigenia (Fig. 14).

With regard to Diana Imploring Jupiter for the Gift of Chastity (Fig. 15) at Rouen,
the pictorial organization compares with that of St. Mamas Preaching to the Animals
(Fig. 24) in the division of composition into foreground with similar alignment of
figures, middle ground and far distance and division into a left and right section,
created by trees placed in a center position. Foreground foliage, executed in detail
in both tapestries, is placed close to the border, and similar temple structures are
represented in the right backgrounds. A comparable depiction of hands with pointed
fingers is seen in the hands of Diana and St. Mamas. The type of hand in which
the two center fingers are together, as shown in the left hand of Minerva, is also
similar to that of St. Mamas in the scene at Cappadocia (Fig. 25), while the claw-
like fingers of Jupiter are not unlike the fingers of Orion in The Death of Orion (Fig. 4).
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Fig. 8 Apollo, Diana and Orion

Luca Penni (att. fo)

Drawing

Musée des Beaux-Arts de Rennes
Photo: Musées de Rennes

The manner in which drapery is executed in Diana Imploring Jupiter for the
Gift of Chastity (Fig. 15), so as to fall in crisp folds, as seen in the drapery of Diana’s
skirt and Minerva’s hem, resembles that of the saint in St. Mamas Preaching to the
Animals (Fig. 24). The material of the canopy in its linear quality and usage is similar
to that of the engraving of The Holy Family, which is signed by Jean Cousin the Elder
and dated 1544.

The Blasphemy of Niobe (Fig. 17), one of the narrower tapestries, which shows
the influence of the Fontainebleau fresco and corresponding tapestry, Cleobis and
Biton, and possibly the influence of a fresco at the Palazzo del Te, may be compared
with the tapestry of Sz. Mamas at Cappadocia (Fig. 25). The arrangement is similar
in the division of the tapestry plane into foreground with larger figures, middle ground
and far distance with smaller figures. Similarities may be seen in the diagonal place-
ment of the portico columns and relationship of middle ground architecture to trees,
which divide the background into several sections. Intricate drapery, tree forms and
striding and turning figures also correspond. The type of figure with hat by the tree
at the right in the Niobe panel resembles the figure with hat and spear at the center

left of the St. Mamas tapestry.

Comparable in structure to the Niobe panel in its horizontal divisions of
foreground with larger figures, middle ground and far distance, as is the case in all
of the tapestries, and tripartite division of the background, is The Drowning of
Britomartis (Fig. 19), also a narrow panel, which incorporates drawings by Jean Cousin
the Younger (Figs. 21-22) and an engraving by Etienne Delaune (Fig. 20). Figures
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Fig. 9 The Death of Orion

Etienne Delaune

Engraving

The Metropolitan Museum of Art, Harris Brisbane Dick Fund, 1931
Photo: The Metropolitan Museum of Art, New York

which stride and turn, fluttering drapery and landscape foliage correspond. In addi-
tion, the hand of Diana with the two middle fingers placed together may be found
in St. Mamas at Cappadocia (Fig. 25), as well as in other tapestries of the Anet
series, such as Diana Imploring Jupiter for the Gift of Chastity (Fig. 15) and The
Death of Meleager (Fig. 12). The figures and features of the nymphs on the left of
the Britomartis tapestry also show similarities to those represented in The Death of
Orion (Fig. 4).

While the fragment of The Triumph of Diana (Fig. 23) appears to differ somewhat
in style from the other tapestries of the set, detailed foreground foliage and draperies
are comparable. The figure types seem close to those of the Hypnerotomachie of
1546, which, if the illustrations are by Cousin the Elder, would strengthen the at-
tribution of the tapestry design to the artist.

Since there are a number of prints and drawings by anonymous artists, some
by Luca Penni, and several by Jean Cousin the Younger, which relate to the Anet
tapestries, it has led to the suggestion that there may be several designers for the
tapestries.”
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Fig. 10  The Death of Orion
Etienne Delaune

Engraving
The Metropolitan Museum of Art, Harris Brisbane Dick Fund, 1931
Photo: The Metropolitan Museum of Art, New York

The fact that similarities in the compositional organization and certain details
exist between the Anet tapestries and the Langres set, documented as designed by
Jean Cousin the Elder, would seem to indicate that the same author had been respon-
sible for the designing of both series.

Since the various drawings and engravings appear in the background sections
of the tapestries, it may suggest a borrowing from the several artists or perhaps a
collaboration and corresponds to the way in which a fresco cycle has a master and
assistants. That some tapestries contain awkward or clumsy passages, such as several
of the figures in Diana Saves Iphigenia (Fig. 14), may be the result of the weaving
and translation from cartoon to tapestry. In any event, evidence points to Jean Cousin
the Elder as the designer or at least the master designer of the Anet set, executed
about 1550-1555.

44



Weaving

The tapestries are woven in wool and silk in the high warp technique. The weaver
works from the back of the tapestry while a movable mirror allows him to check
the appearance from the front, the cartoon being transferred by the use of tracing

52
paper.

Where the Anet tapestries were woven is not known. They may have been ex-
ecuted at the factory of Fontainebleau, founded by Francis I in 1539 in order to satisfy
the needs of the court and placed in the charge of the superintendent of Royal Buildings,
Philibert Babou de La Bourdisier. There is evidence that the factory was active after
the death of Francis I in 1547, as indicated in a letter of April 24, 1565, written by
Primaticcio, who had earlier furnished tapestry designs for the factory at Fontainebleau
and had a number of weavers working under him and who succeeded Philibert de
I'Orme as superintendent of Royal Buildings after the death of Henry II in 1559.
Primaticcio’s letter of 1565 to Catherine de Medici mentions materials for tapestries
at Fontainebleau.™

That the weavers of the Diana series may be Pierre Blasse II, who was also one
of the weavers at Fontainebleau, and Jacques Langlois, who wove the St. Mamas
tapestries, is suggested by a distinctive yellow-green color, which appears both in
St. Mamas Presenting Himself to the Governor of Cappadocia and The Death of
Meleager. Since Cousin, who designed the St. Mamas tapestries, and Blasse and
Langlois, who wove them, lived and worked in Paris, the Anet series might have
been woven there. In view of the fact that Luca Penni is a contender for being the
designer of the tapestries, it might be remembered that by 1547 he was also in Paris,
where he lived until his death in 1556. Henry II had established a workshop at the
hospital and orphanage of the Trinity in Paris in 1551, where orphans were instructed
in various crafts, including tapestry weaving; and there may have existed in Paris
even another atelier.**

A further reason in favor of the Anet set being woven in Paris is that the sketches
for the Diana series must have been available when a similar, later set, now in the
Mobilier National, Paris, partially designed by Toussaint Dubreuil about 1597, was
woven at the house of the Jesuits in Paris, founded by Henry IV.

The tapestries of the Story of Diana, executed for the Chateau dAnet, with their
decorative framing and the intricately woven stories of their center panels, simulate
paintings. The motifs of the borders include those found in earlier and contemporary
framing devices of French and Italian manuscripts, tapestries and fresco work. They
are combined in an original manner with other motifs which are personal and sym-
bolic of Diane and Henry II, such as deltas, crescent moons, the initials “D” and
“H,” palms and laurel and olive branches.

45



The center panels are comprised of various pictorial components. Some are
original; others reflect the frescoes and tapestries of Fontainebleau, after Rosso, and
derive influences from Michelangelo and Raphael, as well as from the drawings and
engravings by other artists. Once again, originality results from the new combina-
tion of existing elements.

The themes of the tapestries, whose legends are based on classical sources,
primarily Ovid’s Metamorphoses, treat love, death, transformations of beings and
rebirth. The stories, some of which have religious and political connotations, are
allegories of Diane de Poitiers and Henry II in the guise of antique gods. Diane is
deified and her virtues of wisdom, charity and chastity are brought forward, while
tribute is paid to Henry II in the role of Apollo and Jupiter.

That the decoration of the Chateau d’Anet contains symbolic meaning, not to
be understood by the general public at that time, contributes to its quality of enchant-
ment. The tapestries representing the Story of Diana would have been an important
addition to the magical totality of the chateau, innovative in that it was conceived
for the glorification of one personality—Diane de Poitiers.
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Fig. 1 “Clare Embroidery” child’s frock: white lawn embroidered in red cotton, D.M.C.
thread. The embroidery is done in satin and stem stitch. The yoke and cuffs
are smocked. c. 1908.
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“Clare Embroidery”: an Irish Cottage Industry
Veronica Rowe

In February 1886 Lord Aberdeen was appointed Viceroy of Ireland by Mr.
Gladstone and his Liberal Government. One of the results of this appointment was
the profound effect which the arrival of Lady Aberdeen had on the Irish craft scene.
She writes in her book More Cracks with “We Twa™*

We had not been installed twenty four hours in the Castle - Dublin, when Lady
Hamilton called upon me to report the progress made by the committee of the
Women's Home Industries Section of the Edinburgh International Exhibition of
1886, that there should be a representation of Irish Home Industries. Time was
short to complete the arrangements for the opening of the exhibition on May
Ist but it was all sufficient to reveal to us the enthralling interest intertwined
in the history of the industries which produced the lovely specimens of laces,
embroideries, poplins and other handcrafts which we found scattered up and
down throughout the country. It fell to my lot to draw up a catalogue for the
Exhibition with some notes about the origin of the industries represented, and
this effort brought into relief how, in nearly every case, there was a story of some
fine, big-hearted personality trying to find means to bring relief and help to suf-
fering neighbors.

Specimens of the crafts collected by Lady Aberdeen and her commitiee were
exhibited first in Dublin and then at the International Exhibition in Edinburgh in
May 1886 where they made a very favourable impression.

In order to encourage the Irish public to take an interest in the products of the
Irish craft industry Lady Aberdeen thought up the idea of holding a garden party
at the Viceregal Lodge in Dublin at which all the guests were asked to wear clothes
made of Irish materials and to bring their children with them in fancy dress, also
made of Irish fabrics. (This was at a time when the correct dress for men at such
a party would have been a frock coat and tall hat.)

“At first the idea was considered wild and impossible and it was said that no
materials were made in Ireland suitable for such an occasion,” writes Lady Aber-
deen. But again, she had an answer. An exhibition was held on the Viceregal tennis
courts and Irish manufacturers were invited to display their goods. Lady Aberdeen
then invited guests, milliners, tailors and dressmakers to come and view the show.
The resulting garden party was a huge success with the men wearing white flannels

* The Marquis and Marchioness of Aberdeen and Temair, More Cracks with “‘We Twa,” Methuen and Co.,
Ltd., London, 1929.
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Fig. 2 Detail of Fig. 1. Smocked yoke. The cut-out flower centres reveal the lining
of the yoke. The frocks were usually finished with a scalloped collar, but this
sample has a crochet edging.

or homespun suits and soft hats and the ladies in linens, laces, embroideries, poplins
and woolens. There was wide public interest, the Dublin newspapers issuing special
supplements.

In the autumn of 1886 the Association of Irish Industries, under the chairman-
ship of Lady Aberdeen, was formed, and two depots opened—one in Dublin and
one in London. Sales of Irish Industries were held twice a year —one in London and
one in some big provincial city.

In America, the Irish Village at the World’s Craft Fair in Chicago in 1893 brought
Irish crafts to the notice of Americans. It was one of the main financial successes
of the exhibition and created a great deal of interest and orders for Irish goods in
America.
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Fig. 3

“Clare Embroidery” apron. White cotton embroidered in red and blue cotton
D.M.C. thread. Satin and stem-stitch embroidery. Scalloped edgings. ¢. 1900.

Many small industries were started around this time. Lady Aberdeen’s enthusiasm
was infectious and outlets provided by her Irish Industries Association helped to make
it possible to find markets for the goods at home and abroad. Organizations such
as the Gaelic League, Sir Horace Plunkett’s Irish Agricultural Co-Operative Society,
the Congested Districts Board, and the Department of Agriculture and Technical In-
struction also became involved in encouraging craft workers.

One of those whom Lady Aberdeen would have described as a “fine big-hearted
personality” was Mrs. Florence Vere O'Brien. She was born Florence Arnold and
was the granddaughter of the famous headmaster, Dr. Arnold of Rugby. Both her
father, William Arnold, a Director of Education in the Punjab, and her mother had
died young, leaving four orphaned children. Florence, her sister and her two brothers
were sent home from India and were adopted by their aunt, Jane Arnold, and her
husband, William E. Forster. In 1880 Mr. Forster was appointed Chief Secretary for
Ireland by Mr. Gladstone and came to live in Dublin with his wife and adopted fami-
ly. In 1883 Florence married Robert Vere O’Brien—a young barrister, son of the Hon.
Robert O’Brien of Dromoland Castle, Co. Clare, and went to live in Limerick, where,
almost immediately, she became involved in the revival of Limerick lace and the set-
ting up of a lace school. With Florence’s educational and political background, her
long training in community service and her considerable artistic ability, she was an
ideal person to take on the revival of such a prestigious craft. Soon the newly revived
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Fig. 4 “Clare Embroidery” nightdress case. White lawn embroidered in blue cotton
D.MC. Satin and stem stitch. Whipped edging. Initials FV.O’B.

Limerick lace industry was sending work to Lady Aberdeen’s Irish Industries Associa-
tion Depots in Dublin and London; and to the major needlework shows as well as
winning prizes at exhibitions. A Limerick lace wedding dress exhibited at the Irish
Village at the Chicago Fair in 1893 was bought by Marshall Field.

By 1890 the Vere O’Briens had moved to Ennis, Co. Clare, about twenty-four
miles from Limerick. Florence—while continuing to run the lace school — set up
a small cottage industry in her new home, with the help of a talented young Scottish
needlewoman, Mina Keppie, who had come to help to look after the O'Brien children.
The new industry was called “Clare Embroidery” and the first classes were attended
by twelve to fifteen girls who came for two hours weekly and were instructed in the
embroidery stitches by Mina Keppie.

The original designs —which were based on the flowers and foliage of Co. Clare—
were all drawn by Florence. Stitches were simple, satin and stem stitch combined
with smocking, buttonholing, cutwork and scalloping. The materials were washable
cotton and linen embroidered with French D.M.C. threads, predominately blue and
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Fig. 5

the Valley” Drawn by Florence Vere O'Brien.

red. The first items offered for sale were children’s frocks (Figs. 1 and 2), pinafores
and aprons (Fig. 3). Later there were embroidered patchwork bedspreads, fire screens,
nightdress cases (Fig. 4), et cetera. The girls had to make a number of trial pieces
(Figs. 3, 5, 6, 7) before being allowed to work on a garment for sale. Most of the
work was done at home and then brought in for the finishing, sewing up, and posting.

“Clare Embroidery” began to appear regularly at the sales and exhibitions in
Ireland and England. At one sale in Windsor in 1902 an order was given by the Princess
of Wales for twelve “Clare Embroidery” smocked frocks for Queen Victoria’s grand-
daughter Princess Victoria—which encouraged sales in England.

The small industry continued to flourish through the early 1900s—by 1910 there
were 27 girls employed— By the 1920s Florence’s two daughters Jane, (later Mrs,
Godfrey Hardy—the author’s mother) and Flora, were helping with the drawing and
designing while Mina Keppie continued the cutting out, distribution, book-keeping
and correspondence with customers. Many of the customers were now American
and Canadian.

Many of the girls walked long distances to get to the classes and at a time when
opportunities were limited they enjoyed the stimulation of learning new stitches, work-
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Fig. 6

“Clare Embroidery” sample pieces. Designs: “Holly,” “Lily of the Valley” and
“Periwinkle.”

ing out new designs and the chance of winning awards for their work at exhibitions.
The classes were a social occasion too, of course. Those who are alive today talk
of the times in the 1920s when Mrs. Vere O’Brien used to read to them while they
worked —her pet robin on her shoulder—tales from the classics and adventure stories,
followed by a cup of tea and homemade cake. The social events included dances in
the coach house, Christmas parties and special picnic trips to places of interest.

Florence Vere O'Brien died in 1937, and with the outbreak of the second World
War in 1939 “Clare Embroidery” came to an end. It was unique in lasting more than
forty years. Indeed many of the small cottage industries started at the end of the nine-
teenth century did not survive the first World War.

“Clare Embroidery” is an example of a small but important economic develop-
ment in Ireland at the turn of the century, based on the public-spirited attitudes of
some of the more privileged towards the encouragement of self-confidence and self-
help amongst their neighbors. The motivation was not profit, since no surplus was
ever retained by the promoters. Even amongst the countrywomen themselves the
benefits were clearly not alone commercial but social as well as educational. Those
who participated in these enterprises gained pleasure and confidence through being
able to make and sell something both beautiful and useful.
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Fig. 7

“Clare Embroidery” sample pieces of edgings.

(1) Scalloped hem, buttonholed edging with cut-work flowers, before excess
material is cut away.

(2) Scalloped hem with cut-work flowers.

(3) Similar to (1) but with excess material cut away.
(4) Fancy scalloped edging.

(5) Scalloped edging with cut-work at scallop joins.

It will be seen that in four of these examples, the scalloped edges are themselves
scalloped.
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NOTES ON AUTHORS

ARLENE C. COOPER has an M.A. in Costume and Textile Studies from New
York University and teaches a course in Topics in Textile History in the Graduate
School at Fashion Institute of Technology. She has reviewed exhibitions of Kashmir
shawls for Hali Magazine.Recently she delivered a paper at the CIETA General
Assembly in Lyon on a remarkable Kashmir shawl, in the collection of the Textile
Study Room of the Metropolitan Museum of Art, which she expects to publish.

GUY DELMARCEL is Curator of the Department of Textiles at the Royal
Museums of Art and History, Brussels, and Associate Professor at the University
of Louvain (Leuven), Belgium. His scholarly research is entirely devoted to the history
of Flemish Tapestry.

GAIL PATRICIA LLOYD received her B.A. in Spanish and French literature
from Sweet Briar College and an M. A. in art history from The Institute of Fine Arts
of New York University. She formerly worked with Lloyd Goodrich of The Whitney
Museum of American Art and was subsequently Head Reviser at The Frick Art
Reference Library. Her current position is Director of the Arthur Ross Foundation.

NAOMI NOBLE RICHARD took her degree in East Asian history at the Univer-
sity of Chicago. She edits books and exhibition catalogues on Asian— primarily East
Asian—art history.

VERONICA ROWE (Mrs. David) comes from Co. Clare, Ireland, and now
lives with her family in Dublin. She trained as a designer of woolen and worsted
textiles in Scotland and worked with various Irish firms specializing in hand weav-
ing. She is a founding member of the Irish Guild of Weavers, Spinners and Dyers
of which she has been both news editor and chairman. Veronica Rowe is a grand-
daughter of Mrs. Florence Vere O'Brien who was involved with the revival of Limerick
lace in the 1880s and who also ran the “Clare Embroidery” industry at her home
in Co. Clare. From her grandmother she has inherited examples of both lace and
embroidery, along with much background information. She has had exhibitions of
“Clare Embroidery” in Co. Clare and in Northern Ireland at the invitation of the
Ulster Folk and Transport Museum, and is currently working on a history of Limerick
lace.
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BOOK NOTES

Frank Ames. THE KASHMIR SHAWL AND ITS INDO-FRENCH INFLUENCE.
Woodbridge (Suffolk), The Antique Collector’s Club Ltd., 1986.

Monique Levi-Strauss. THE CASHMERE SHAWL. London, Dryad Press L.,
1987.

Elizabeth Mikosch. “The Scent of Flowers: Kashmir Shawls in the Collection of the
Textile Museum” and “Catalogue of Kashmir Shawls in the Textile Museum,” pp. 7-55,
THE TEXTILE MUSEUM JOURNAL 1985, Volume 24. Washington, D.C., The
Textile Museum, 1986.

In Mughal India and later in Europe, the incredibly supple, light, soft, and warm
Kashmir shawl was a prized possession, a status symbol whose prestige equalled that
of lace in seventeenth-century Europe. From the beginning of the nineteenth century
imitation Kashmir were produced in European weaving centers with varying degrees
of success. By the fourth quarter of the nineteenth century a combination of factors
had rendered the Kashmir shawl unfashionable, and relegated it at best to storage
or to display on a piano, or, at worst to destruction or disposal. The story of the
Kashmir shawl and its European imitations is told in some detail in three recent
publicaions which merit the consideration of anyone interested in textile or costume
history. Because they differ somewhat in scope and emphasis as well as in the col-
lections they present, all three are required reading for the serious scholar or collector.

In 1986, the Textile Museum in Washington presented a portion of its shawl
holdings for the first time in an exhibition organized by Guest Curator Elizabeth
Mikosch. Her articles in The Textile Museum Journal were intended to serve as
catalogue for the exhibition; thus their focus is on the thirty-nine pieces she selected
from the collection. Of these, the early pieces are particularly fine, and viewed
chronologically, they provide a framework for Ms. Mikosch’s consideration of the
development of the “buta” (or “pine” or “boteh,” depending on the author), which
she regards as an outgrowth of a Kashmir decorative arts tradition especially well-
represented by eighteenth- and nineteenth-century manuscript illumination.

The scope of Ms. Mikosch’s discussion of European influences and imitations
is dictated by the nature of the Textile Museum’s collection, the core of which was
formed by the museum’s founder, George Hewitt Myers, between 1924 and 1954.
The catalogue entries which accompany the black-and-white photographs of the ex-
hibited textiles are thorough and detailed enough to be useful for comparative pur-
poses, and the survey of Kashmir shawl collections in the United States promises
to be a helpful guide.
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The Textile Museum provided ample proof of the resurgence of activity related
to the Kashmir shawl in their November 15, 1986 symposium, where an overflow
audience (many others were turned away for lack of space) was privileged to hear
reports on recent shawl research presented by experts from India, France, Scotland,
and the United States.

The passionate interest the shawl can arouse will be quickly understood by anyone
who reads the prefaces to the books by Frank Ames and Monique Levi-Strauss, both
of whom began as collectors.

The fervor with which Mr. Ames describes the pleasures of the auction room
makes it logical that he should have become a dealer in textiles. His love for his
subject is obvious in the captions for the generous selection of black-and-white and
color plates, and in his text. His early fascination with shawl patterns developed into
something of an obsession with the evolution of the “boteh” which resulted in many
of the line drawings. Mr. Ames’s book, a prodigious synthesis, is extraordinarily rich
in contemporary source material to support his account of shawl production, design,
and trade both in Kashmir and in France; his chapters on French shawl weaving and
design are especially thorough. His book is equally as rich in its presentation of shawls
from his own collection and from collections around the world. (A recent exhibition
of part of Mr. Ames’s collection at George O’Bannon’s gatlery Oriental Rugs in
Philadelphia included at least three pieces that any museum might envy: an exquisite
red mid-eighteenth century shoulder mantle made in Kashmir, and two spectacular
mid-nineteenth-century French jacquard woven shawls. They are eloquent testimony
to Mr. Ames’s connoisseurship.)

The book is not without flaws; so much history of the Kashmir region is inter-
woven that on first reading it is difficult to follow the thread of shawl history. Also,
the device of classifying Kashmir shawls by the four periods of foreign rule over
Kashmir may tend to overrate the impact of political change on shawl design at the
expense of the role of European fashion and the demands of the marketplace. Then,
as now, manufacturers looked to new designs as a means of increasing sales. Never-
theless, Mr. Ames’s book is an important and welcome resource, enhanced by three
interesting appendices.

And at last we have an English version of one of the major publications of Mon-
ique Levi-Strauss whose pioneering exhibitions in Paris, Mulhouse, and Lyon and
continuing research have made her a renowned authority on French shawls. (The
fine catalogues which accompanied the Paris and Lyon exhibitions are at present
available only in French.) Mme. Levi-Strauss recounts disarmingly the joy with which
restoring and wearing shawl bargains found on happy visits with her husband to the
Paris flea market in the 1950s led her on the path of shawl research; on the way she
gives a brief overview of the literature and illustrations she found. She also explains
in her preface her decision to limit the scope of her book to nineteenth-century Kashmir
and French shawl production because their development during the specific period
was what inspired the other European manufacturers. (There was an American shawl
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Nancy Zeng Berliner. CHINESE FOLK ART: THE SMALL SKILLS OF CAR-
VING INSECTS. Boston, Little, Brown & Company, 1986. A Graphic Society Book.

Traditionally, the folk arts of China have not been honored, either in their own
land or by Western art historians; “the small skills of carving insects” is how they
have been characterized by the Chinese themselves. This sprightly volume goes far
to redress the customary disesteem.

Ms. Berliner writes with a nice blend of enthusiasm and discrimination about
papercuts, shadow puppets, embroidery, printed fabrics, and woodblock prints, giv-
ing equal space and clarity to techniques and themes. The beginning chapter, ex-
plaining the symbols and legends that for centuries have provided folk artists with
their motifs, is particularly good, and the index is well conceived and accurate.

Good design enhances one’s pleasure in this book. Text and illustrations are both
eminently legible, and the crisp, lively look of the pages suits the subject matter.

No review is complete without a cavil or two, if only to prove that the reviewer
has read the book. A number of the author’s historical statements appear to be
mistaken, or at least misleading. Examples follow:

There is no evidence that the dragon became an imperial symbol during the Shang
dynasty, nor have any banners survived from that time, though bronze vessels
have been excavated bearing impressions or pseudomorphs of vanished pattern-
ed fabrics. The earliest embroidered fabrics found to date come from fourth-
century B.C. tombs in the state of Chu; it is misleading to call them “Zhou dynasty
robes” (p. 88). The reference to “textiles from Western Zhou tomb excavations”
(p. 174), is similarly misleading.

By the author’s own dating, the shadowy Xia dynasty followed the Yangshao
culture; it was not “almost contemporary with” it (p. 154).

The “musicians and attendants” of the nobility hardly constituted “a large percen-
tage of the population” at any time in China’s history (p. 158).

Yutian is not “outside of Turfan.” Turfan is north of the Tarim Basin and Yutian
south of it, many hundreds of miles away. Furthermore, by the year 519 Yutian
had not been Chinese-governed for several centuries, and Chinese cultural in-

fluence is likely to have been thin (p. 181).

The “Song book” referred to on page 201 is almost surely Meng Qi Pi Tan (Dream
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Pool Essays), by Shen Guo (not Writings on Meng Xi by Shen Kuo).
Several errors seem to have invaded the technical descriptions as well:

Gold and silver embroidery is customarily couched, not so much to save ex-
pense (as stated on p. 170) as because metal-wrapped threads tend to break if
pulled through fabric.

This reviewer has never heard of a “tightly knotted rope” (p. 181) being used
in the batik process of printing fabrics. Has the author perhaps conflated tie-
dyeing with batik?

Despite these caveats, Chinese Folk Art is a useful piece of scholarship and a
“good read.”

—Naomi Noble Richard

Edith Appleton Standen. EUROPEAN POST-MEDIEVAL TAPESTRIES AND
RELATED HANGINGS IN THE METROPOLITAN MUSEUM OF ART, NEW
YORK. New York, The Metropolitan Museum of Art, 1985.

The publication of Edith A. Standen’s long expected catalogue has been the ma-
Jor event of 1985-1986 for any tapestry student and collector. More than 290 tapestries
and related hangings kept in the department of European Sculpture and Decorative
Arts are described, analyzed and reproduced in 152 entries, weavings from a same
set being brought under one number. The works are grouped according to their origin:
the Netherlands (cat. 1 - 39), France (cat. 40 - 118), England and Ireland (cat. 119-136)
and other countries (cat. 137 - 152). Each section is preceded by a short introduc-
tion, locating the textiles in their general historical context and underlining their
importance.

This splendidly edited book is the result of Miss Standen’s long investigations
during her career in the Textile Study Room at the Metropolitan Museum, and even
more since her retirement. It is therefore impossible to give here even the slightest
account of the enormous amount of scholarly information involved in each separate
entry.' For many tapestries and sets, the text is the synthesis of the numerous ar-
ticles which the author devoted since 1951 to the post-medieval tapestries of the
museum. Especially her studies about sixteenth-century Flemish, and even more on
seventeenth- and eighteenth-century French tapestries brought her the well-deserved
fame of one of the finest specialists in this field.? Rather than discussing details of
the contents, I would bring here to the attention of the textile student and amateur
the methodology developed by the author in this book. Each entry is subdivided in
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several sections, which largely increases the practical usefulness of the book: descrip-
tion, condition, subject, source of the design, weaver and date, related tapestries,
history, publications (specific for the described item) and notes (referring to related
pieces and literature). Two of these headings are particularly well developed: the
description of each tapestry, and the history of the related pieces. Miss Standen does
not hesitate to give a full description of each weaving, translating literally into words
every detail of design and color. Such a time-consuming procedure might seem ar-
chaic in an age where black-and-white and color plates can be produced with great
accuracy—and the illustration of this book is indeed of the best quality—but when
the reader takes time to follow thoroughly these literal descriptions, he becomes aware
of the proper value of this method: we are brought to discover, or to re-discover,
all the wealth of the largely intricate design of the compositions, and especially of
the ornament of the borders. It supplies information in the absence of color plates
for many tapestries which faded or which are not in the best condition, a widespread
problem for a museum collection of such a large size. It also allows, at any time,
immediate comparison with related pieces. For the average reader, this last heading
might seem sometimes very compact, but only the initiated know and realize how
many years of “hunting” both in museums and on the spot were necessary for gather-
ing this extreme richness of information, in this heading as well as in the other ones.
This catalogue will surely belong to the series of indispensable handbooks for anybody
interested in post-medieval tapestry.

—Guy Delmarcel

1. For some comments about the content, see the review by B. Scott in Apollo, vol. 124, nr. 297, November
1986, p. 450.

2. Edith Standen’s bibliography has been recently published in The Metropolitan Museum Journal, vol.
19/20, 1986, pp. 5 - 10.
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CLUB NOTES, 1987

The members of the Needle and Bobbin Club and guests attended a private view-
ing of costumes of the “Best of the Best-Dressed List” at the Museum of the City
of New York on Tuesday, February third at 2:30 p.m. One of our fellow members,
Mrs. Joanne Olian, Curator of Costume, guided us on a tour of the exhibition, which
she had organized. Each member attending gave a contribution for herself and guests
which was turned over to the museum.

On Friday, March fourth, at ten oclock in the morning, Ms. Jean Druesedow,
Associate Curator Acting in Charge of the Costume Institute at the Metropolitan,
gave fellow Needle and Bobbin members a tour of the Institute’s current exhibition,
“Dance: A Very Social History” A large attendance enjoyed this greatly.

The Annual Meeting of the Needle and Bobbin Club was held on Wednesday,
April twenty-seventh, at 2 p.m. in the Uris Center of the Metropolitan Museum of
Art, courtesy of Miss Jean Mailey, Curator of the Textile Study Room, and her fellow
Board members of the Needle and Bobbin Club. After a short business meeting, Ms.
Anne Ratzki-Kraatz of Paris, an author with an article on lace in the 1987 Bulletin,
spoke on another of her specialities: “The King’s New Drapes: Furnishing and
Upholstery at Versailles at the time of Louis XIV and Louis XV (1650-1750).” Tea,
cookies and sandwiches were served after the lecture, and all enjoyed themselves
immensely.

65



The Annual Safari took place on Thursday, May twenty-eighth, when members
and a limited number of guests enjoyed a box lunch at the home of Mrs. James P.
Gallatin, and then set out for the Cloisters by private car at 2:30 p.m. After a delightful
tour of the galleries and gardens, led by one of their docents, we returned at about
4 o’clock by the same means. Hostesses were Mrs. Gallatin, Mrs. Andrew Weir and
Mrs. John W. Christensen.

Mrs. Williston Benedict, a distinguished authority in the field, addressed the
Needle and Bobbin Club on “Classical Turkish Carpets” on Tuesday, October thir-
teenth at 2:30 p.m. in the Security Conference Room of the Metropolitan Museum
of Art. After a knowledgeable lecture, members and their guests enjoyed tea and
sandwiches.

A most informative lecture on “English Furnishing Fabrics” was given to the
Club on Thursday, November twelfth at 2:30 p.m. by Mrs. Paul A. Allaire, who
received a diploma with distinction from the Study Center for Fine and Decorative
Arts during her years of residence in London. Mrs. Donald Liddell, Jr., who opened
her home for this meeting, deserves special thanks for her charming hospitality. This
outstandingly successful occasion made a fitting conclusion to the 1987 calendar for
the Needle and Bobbin Club.
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IN MEMORIAM

The Needle and Bobbin Club cherishes the memory of members who
have died during the year:

Mrs. William Bell Deluca
Mrs. MacDonald Dick

Mrs. Henry Allen Moe
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THE NEEDLE AND BOBBIN CLUB

Officers and Directors
1987

President
Mrs. John W. Christensen

Vice Presidents
Mrs. James P. Gallatin
Mrs. Dey Erben Gosse

Treasurer
Mrs. Morris Wirth

Recording Secretary
Mrs. Jo A. Bidner

Corresponding Secretary
Mrs. Andrew Weir

Directors
Mrs. Williston Benedict
Mrs. William J. Farmer
Mrs. Paul C. Guth, Librarian
Mrs. Michael Hamburger
Mrs. David K. Hecht, Associate Editor of the Bulletin
Miss Jean Mailey, Editor of the Bulletin
Mrs. Kenneth Moss

Mrs. G. Norman Robinson
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NEW SUBSCRIPTIONS AND BACK NUMBERS:

Please address inquiries about subscriptions or availability of back numbers to:

Mrs. Morris Wirth
1225 Park Avenue
New York, New York 10128

New subscriptions: $20
Back numbers: prices available upon request

MEMBERS PLEASE NOTE:

Duplicate copies and back numbers of the Bulletin are welcomed for resale. Please
mail to:

Mrs. Paul Guth
955 Fifth Avenue
New York, New York 10021

Especially needed are: 1916, 1917 (vols. 1 and 2), 1918 (vol. 2), 1919 (vols. 1 and 2),
1920 (vols. 1 and 2), 1922 (vols. 1 and 2), 1924 (vol. 2), 1926 (vol. 2), 1927 (vol.
2), 1928 (vol. 2), 1931 (vols. 1 and 2), 1932 (vol. 1), 1941 (vol. 1), 1942 (vol. 2), 1948
(vols. 1 and 2), 1963 (vols. 1 and 2), 1974 (vols. 1 and 2).
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Publications from
THE METROPOLITAN MUSEUM OF ART

European Post-Medieval Tapestries and Related Hangings in The Metropolitan Museum of Art, by
Edith A. Standen.

This two-volume work is a comprehensive catalogue of the Museum’s collection of tapestries and
allied works made in Europe after the Middle Ages. The 152 entries are presented chronologically within
eight geographic categories.

The author discusses the tapestries and related works according to physical description, condition,
subject, source of the design, weaver and date, history, related tapestries, exhibitions, and publications.
Each entry is illustrated in its entirety, often with additional color details and comparative illustrations.

A monumental work, it is a major contribution to the literature on the subject. 2 vols. (slipcased),
848 pages, S11 illus. (69 in full color). 9% X1l in. Cloth. (E1604X) $125.00

Member’s price, $112.50*

The Care and Handling of Art Objects: Practices in The Metropolitan Museum of Art, by Marjorie Shelley,
with contributions by the curatorial and conservation departments of The Metropolitan Museum of Art;
illustrations by Helmut Nickel.

Designed primarily as a guide for those who serve the Metropolitan Museum in all capacities—
whether as staff or as volunteers—with access to the collection, this practical handbook of basic informa-
tion should also be of great interest to collectors, museum visitors, and those who seek advice on the
care of their own family heirlooms and personal treasures. 112 pages, 26 illus. 6X9 in. Paper.

(E0465X) $7.95
Member’s price, $7.15%

MUSEUM GIFT BOOKS FOR YOUNG PEOPLE

Go In and Out the Window: An Illustrated Songbook for Young People.

This wonderful new Museum book is a collection of favorite folk songs, ballads, lullabies, nursery
rhymes, and play songs. Each of the 61 songs is accompanied by full-color illustrations of works of art
from the Museum’s collections and descriptive text by Claude Marks. Music is arranged by Dan Fox for
beginning to intermediate pianists; guitar chords are also included. 144 pages, full color throughout. 9% x9%
in. Hardcover. Regular price $19.95. Special Museum price (D1125X) $16.95

Member’s price, $15.25*

Tulking 1o the Sun: An lllustrated Anthology of Poems for Young People, selected and introduced by
Kenneth Koch and Kate Farrell.

An enticing treasury filled with an inspired selection of poems —about magic, moonlight, pets, peo-
ple, friends, love, and a little nonsense, too—and over 160 illustrations of works of art in the Museum’s
collections. An jdeal gift book for children to linger over and to think about, and to read alone or with
parents and friends. 112 pages, full color throughout. 9% x9% in. Hardcover. Regular price $18.95.

Special Museum price (DO125X) $14.95
Member’s price, $13.45*

*Member's prices are discounted prices (10% off), offered only to Museum Members and National Associates.

o order by mail, use the six-digit order code number for each book you order, and send your check
(payable to The Metropolitan Museum of Art) to the address below. Add taxes (for deliveries in New
York State, New Jersey, and Connecticut only) and shipping/handling charge, as follows: $2.25 for orders
under $10.00; $2.95 for $10.01 to $25.00; $3.95 for $25.01 to $40.00; $4.95 for $40.01 to $75.00; and $5.95
for orders over $75.00.

THE METROPOLITAN MUSEUM OF ART
Special Service Office, Middle Village, N.Y. 11381
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