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Foreword

The ambitious project of publishing the National Gallery of Art’s entire collection in a
systematic catalogue was inaugurated in 1986 with Early Netherlandish Painting. In the
planned series, this is the first volume devoted to sculpture and the decorative arts.
Through these publications the National Gallery aspires to make its great and diverse
permanent collection more accessible and understandable to scholars and to general
readers alike.

Most of the works catalogued in this volume came from a family of benefactors of
principal importance in the creation of the National Gallery of Art, the Wideners. It seems
particularly appropriate now, with our fiftieth anniversary just behind us, to recall the
kind of generosity that brought this institution into being. This volume begins to show
the importance of the Widener gifts of decorative arts, in precise and thorough exposition.
Later volumes will complete that story with a detailed discussion of Widener gifts of
furniture, textiles, and rock crystals. The present volume includes such superlative exam-
ples of the Wideners’ taste and generosity as the resplendent chalice of Abbot Suger, from
France’s royal abbey of St. Denis, the birthplace of the gothic style; a monumental pair of
Florentine Renaissance stained-glass windows; and major groups of ceramics and enamels
from Renaissance Italy and France. All these objects once graced the Widener mansion,
Lynnewood Hall, near Philadelphia. Other works catalogued here were collected by
Samuel H. Kress and the foundation directed by his brother Rush Kress, who were also
founding benefactors of the National Gallery of Art.

The fields of sculpture and decorative arts treated here range over many more areas
than the National Gallery could match with specialized staff curators. Alison Luchs, asso-
ciate curator of sculpture and decorative arts, has written on the medieval metalwork and
Renaissance decorative arts. In addition, we are fortunate to have entries contributed by
such internationally respected specialists as Philippe Verdier, curator emeritus of the Wal-
ters Art Gallery, Baltimore, for the Suger chalice and the Renaissance Limoges enamels;
Timothy Wilson of the Ashmolean Museum of Art and Archaeology, Oxford, for the
ceramics; and Rudolf Distelberger of the Kunsthistorisches Museum, Vienna, for the
jewels. The crucial support of the National Gallery’s conservation staff is exemplified
throughout, especially in the appendices by Shelley G. Sturman and Daphne S. Barbour of
the Gallery, and Pamela B. Vandiver of the Smithsonian’s conservation and analytical
laboratory. The observations and discoveries of these scholars, and of the colleagues all
over the world who assisted them, have amplified our knowledge of these objects. The
entries and essays published here celebrate the many historic masterpieces or, on occa-
sion, perform the salutary task of identifying modern works emulating earlier styles.
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Since the opening of the National Gallery’s East Building in 1978 greatly expanded our
installation possibilities, we have been pleased to bring fine sculpture and decorative arts
to a wider public through our special exhibitions program. With this volume we proudly
turn the spotlight on some well-known and also some hidden treasures of our own.
We hope this volume may speak to readers as varied in experience and interests as the
collection itself.

Earl A. Powell 111
Director
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Introduction

Of the more than two dozen projected volumes of the National Gallery of Art’s systematic
catalogue, this inaugural volume on the decorative arts collections encompasses a wider
variety of objects than most. The reader is entitled to an idea of what can be found here,
and what is yet to come.

The decorative arts in this volume constitute a less broadly familiar, but distinguished
and intriguing portion of the National Gallery’s collection. They include medieval metal-
work, stained glass, French Renaissance enamels, European ceramics, jewels in the Renais-
sance style, and a few other late medieval and Renaissance decorative arts of diverse types
and materials. Other major groups of decorative arts in the National Gallery will be pub-
lished in subsequent volumes: Renaissance furniture, helmets, rock crystals, French
eighteenth-century furniture and decorative arts, textiles and tapestries, and Asian deco-
rative arts (primarily Chinese porcelains).

Among the fine examples of metalwork in the collection are a Limoges reliquary
chiasse and a Eucharistic dove with a uniquely preserved mural base, a Mosan lion aqua-
manile, a Catalan ciborium, a tiny masterpiece of late gothic enameled gold sculpture in a
nineteenth-century mount (Morse with the Trinity), and the treasure of the medieval col-
lection, the ancient sardonyx chalice for which Abbot Suger provided a bejeweled, golden
setting in the twelfth century. The sixteenth-century Limoges enamels, which include
both a portrait and a dish decorated with a mythological scene by Léonard Limousin, also
reflect the talents of Jean 1 Pénicaud, Martial Courteys, Pierre Reymond, Jean de Court,
and the Master of the Triptych of Louis XI1. The group of Renaissance ceramics consists
chiefly of Italian maiolica but also represents the rare types known as Medici porcelain
and “Saint-Porchaire.” The maiolica is a coherent, rather than wide-ranging, collection
consisting almost entirely of plates and dishes dating from the first half of the sixteenth
century. It includes works by such eminent painters as Nicola da Urbino, Francesco Xanto
Avelli, and Francesco Durantino, and examples from the important workshops of Maestro
Giorgio Andreoli of Gubbio and Guido Durantino of Urbino. Masterworks in other media,
such as a pair of Florentine stained glass windows executed by Giovanni di Domenico and
a pax with a carved shell cameo, are among the European holdings.

The section on jewels includes ground-breaking material on Alfred André, a Parisian
master of the Renaissance revival style. A few other works now judged to be either his-
toricizing or forgeries, instructive components of almost any ambitious collection, appear
at the ends of the relevant sections.

The National Gallery of Art was initially conceived for the display of paintings, and
early on broadened its focus to collecting sculpture and works of art on paper. The policy
of the trustees remains that the decorative arts are not actively collected, to wit, “The
Permanent Collection shall, with rare exceptions, include only paintings, sculpture, and
the graphic arts representative of the schools of American and European art and their
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sources. Such exceptions shall be made only when the Gallery acquires, by gift or bequest,
a collection which includes other objects in addition to paintings, sculpture, and the
graphic arts.”!

A few examples of metalwork and enamels came as part of the Kress family and
foundation’s mighty contribution to the development of the National Gallery’s painting
and sculpture collection. More than eighty percent of the objects in this volume, how-
ever, reflect the taste of two generations of one family of benefactors: the Wideners of
Philadelphia.

The founder of the Widener art collection was Peter Arrell Brown Widener (1834—
1915). The son of a brickmaker, he began his working life as a butcher, profiting from
government meat contracts during the Civil War. He built up his fortune in trolley car
franchises, public utilities, and investments, becoming a philanthropist on a major scale.
Also active in Philadelphia politics, he served as city treasurer beginning in 1873.> As his
fortune grew, Widener began amassing works of art. He eventually developed a collection
of paintings, sculpture, and decorative arts that came to adorn the rooms of the mansion,
Lynnewood Hall, built for him by Horace Trumbauer in the suburb of Elkins Park (1898—
1900). After his wife died in 1896, he donated their Philadelphia townhouse to the city as
the H. Josephine Widener Branch of the Free Library of Philadelphia.}?

P. A. B. Widener’s approach to acquiring works of art, comparable to that of such major
contemporary collectors as J. Pierpont Morgan (1837—1913), Henry Clay Frick (1849-1919),
Benjamin Altman (1840-1913), William (1820-1894) and Henry Walters (1848-1931), Wil-
liam Randolph Hearst (1863—1951), and William A. Clark (1839-1925),* was far broader
than the almost exclusive focus on painting (and later sculpture) of Andrew W. Mellon
(1855-1937), who founded the National Gallery of Art. W. G. Constable describes Widener
as an “enthusiastic, ruthless and omnivorous collector”® Vans loaded with furniture and
decorative objects of all sorts from Duveen Brothers, the famous New York (and interna-
tional) art dealer, would arrive regularly at Lynnewood Hall in the first years after it was
built. Peter Widener would make his selections and send the truck back to Duveen’s with
the rejects.’ In assembling “a medley of paintings, sculpture, Renaissance jewels, rock
crystals, Chinese porcelains, faience ware, medals, small bronzes, enamels, tapestries,
Medici chairs, Savonarola stools, Louis XV and XVI commodes and fauteuils” he evidently
chose as his models such European forerunners as the Rothschild collections in London
and Paris, and perhaps also the Wallace collection in London, which was French in inspira-
tion. The Jacquemart-André collection, formed in Paris a little earlier, is an interesting
parallel’

The single largest group in the present volume is Renaissance maiolica, of which the
Wideners collected thirty-eight examples. In collecting maiolica, Widener participated in
a long tradition. Renaissance istoriato maiolica has been treasured ever since it was made,
and so has, for such a fragile art form, survived above ground in large quantities. Some of
the great historic accumulations survive wholly or in part or are well documented: much
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of the sixteenth-century collection of the Grand Dukes of Tuscany is still in the Bargello
in Florence; some of the fine group of Urbino maiolica in the National Museum at Stock-
holm was once owned by Queen Christina of Sweden (1626-1689); the museum at
Braunschweig named after Duke Anton Ulrich still has most of the pieces bought by him
around 1700; and the fabulous collection made early in the eighteenth century by Sir
Andrew Fountaine of Narford Hall in Norfolk, England, remained at Narford virtually
intact until it was sold in 1884.8 However, the modern history of maiolica collecting began
around 1830/1840. From the mid-nineteenth century competition among French, English,
and German museums and collectors for the most desirable examples became ever more
intense, reflecting the Victorian fascination with the conjunction of “art” and “industry”
that maiolica was felt to typify.’ In the years around 1900 American collectors, particularly
J. Pierpont Morgan, began to take a serious interest, as well.

The Widener maiolica collection has as its core twenty-nine dishes bought by P. A. B.
Widener in 1910 from Duveen, who had bought them as part of the Paris collection of
Maurice Kann. According to Edward Fowles, the maiolica was acquired by Duveen almost
by accident: “A collection of Majolica dishes and a number of Meissen pieces were added
to our purchases in order that we could offer a figure sufficiently large to tempt Edouard
Kann to break up his uncle’s collection”*® Through the Maurice Kann collection, the
Wideners became heirs to pieces from some of the most famous French collections of the
nineteenth century, including Debruge Duménil and Préaux (both sold 1850), Rattier (sold
1859), Soltykoff (sold 1861), Seilliere (sold 1890), and Spitzer (sold 1893), as well as the
Alessandro Castellani collection, formed in Italy but sold in Paris in 1878. The collecting
history of the Widener Renaissance ceramics thus has a distinctive Parisian flavor, and
pieces from the great English Victorian sales, like the Bernal (1855) and Fountaine (1884),
are noticeably absent. Although the Widener collection does not contain Valencian luster-
ware, Palissy ware, or Venetian glass, which were often collected alongside maiolica and
enamels, the collection was rounded out with examples of what had become the rarest and
most sought-after of Renaissance ceramics, the porcelain of the Medici factory and the
amazing French products attributed to “Saint-Porchaire.”

In European terms, the Widener maiolica was already a somewhat old-fashioned
assemblage when it was brought together, in that it contains no piece made before about
1490, and no slipwares. The fashion in Europe by 1910 was already shifting to earlier wares,
and developing maiolica collections like the incomparable one formed by Alfred Prings-
heim in Munich (sold in 1939) had a wide range of early Renaissance, that is, fifteenth-
century, pieces as an essential component. Further, the maiolica bought from the Kann
collection consists disproportionately of lusterwares, which were a great favorite of
French and English collectors of the nineteenth century but have been less dominant in
more recent taste. The fact that the maiolica collection consists solely of essentially two-
dimensional objects — plates, plaques, and dishes —without any jars or jugs or large basins,
gives the impression that it was chosen mainly for its decorative rather than art-historical
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value.” Yet, by their sheer quality, and seen alongside the National Gallery’s wonderful
Italian Renaissance bronzes, the thirty-eight pieces in the collection eloquently reflect a
vivid aspect of the seamless web of high Renaissance artistic production.

The Widener collection was unusual in America for its continuing development
through two generations. P. A. B. Widener’s older son, George Dunton Widener (1861—
1912), was a collector in his own right. His younger son, Joseph Early Widener (1872—1943),
began to collaborate in shaping his father’s collection as soon as he was able, perhaps
before 1900.” Joseph acted with determined discrimination to mold the collection into an
assemblage of masterpieces in the various fields it covered. By the 1930s the Widener
home at Lynnewood Hall constituted “a museum in itself.” '

It is all but impossible to sort out which Widener was responsible for any individual
acquisition in the last years of Peter’s life. After 1912, when Peter became incapacitated as
the result of infirmities of age and grief over the loss of his beloved older son, George, and
grandson, Harry Elkins Widener, in the Titanic disaster, Joseph had the principal responsi-
bility for acquisitions.” Peter may well have taken the decisive part in founding the maiol-
ica collection. At least five of the Renaissance Limoges enamels also came into Widener
possession during his active years (1901-1909). He may in addition have selected the
gilded and enameled crucifix (1908), the ivory diptych (1912), and some of the jewels (1911/
1912), and less probably the enameled gold morse with the Trinity (1913). But most of the
medieval decorative arts entered the collection through the decisions of Joseph, who took
particular pride in the Suger chalice (1922). Exquisite as it is for its material and workman-
ship, Edith Standen remembers it as the only piece in the collection bought (by Joseph) for
its historical importance, “...one of the few cases in which he expressed an admiration
that was not based on aesthetic grounds.” **

Joseph, with his more “precise and austere” taste' carefully refined the collection
over the years. Beginning during his father’s lifetime to trim quantity and elevate quality,
he oversaw the design of the rooms at Lynnewood Hall, where each object had a place in a
carefully devised context. Except for such broad distinctions as separating medieval and
Renaissance art from the French eighteenth-century collections, these arrangements owed
more to his personal taste than to any strict historical or technical categories. The Raphael
room, whose focal point was the Small Cowper Madonna by that master, also housed the
stained glass windows and most of the medieval metalwork, including the Suger chalice,
along with Florentine marble busts and the Mazarin tapestry. The ivory diptych and the
three large Limoges dishes had places in the Van Dyck room, the three rare “Saint-
Porchaire” ceramics and the Medici ewer in the Rembrandt room. The maiolica was
divided between hall cases and the First Gallery, with a few examples in the library. The
enameled gold Morse with the Trinity, the jeweled pendants, and the rock crystals glittered
from niches in the corners of a skylit, white stone gallery where the great Bellini-Titian
Feast of the Gods faced a sixteenth-century Flemish tapestry.” Proud of his decorative arts,
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Joseph Widener was “as much concerned about their display as he was about the hanging
of his paintings; the smallest detail was of importance, and any changes would have been
noticed immediately.” '

At his father’s death Joseph received not possession but responsibility for disposition
of the collection.” In the 1930s, when the house and its contents stood as “a monument to
the energy of a father and the taste of a son,” Joseph met with Andrew Mellon to talk about
the planned National Gallery® P. A. B. Widener’s will had provided that the works might
go eventually to a public collection in Philadelphia, New York, or Washington. Joseph
Widener and David Finley, the first director of the National Gallery of Art, persuaded the
trustees to accept not only the paintings and sculpture but also the decorative arts. Special
rooms on the ground floor, designed to exhibit the latter in a manner approximating as
closely as possible their display at Lynnewood Hall, were worked into plans for the new
building being designed by John Russell Pope and his firm.* John Walker poignantly
described the dismantling of the rooms at the Elkins Park mansion, under the eyes of the
aged Joseph Widener, when the treasures were transported to Washington for the opening
in 1941.%

Today the decorative arts, received then with relatively little fanfare,® are a pride and
joy of the National Gallery. They are increasingly recognized both as masterly creations in
their own right and as vivid and characteristic products of the artistic life of the same
cultures that brought forth the better known paintings and sculpture in the collection. In
the middle ages, small-scale sculpture and decorative arts (along with manuscript illumi-
nation) were virtually the only art forms independent of architectural settings. In the
nineteenth century such works attracted interest, especially in England, as historical
models that could foster higher quality in the modern “industrial arts.” Today they find an
audience with an appreciation for craftsmanship, a growing awareness of the purposes all
the arts served in pre-modern societies, and an admiration for the skill, imagination, and
beauty that could raise functional objects to the condition of art. A.L. and T.HW.
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(Hartford, 1987); for Clark, see The William A. Clark Col-
lection, An exhibition marking the soth Anniversary of
the Installation of the Clark Collection at the Corcoran
Gallery of Art, Washington, D. C. (Washington, 1978); ad-
ditional information about Clark can be found at the
Montana Historical Society in Helena. For William and
Henry Walters, see The Journal of the Walters Art Gallery,
1 (1938), 8—12, and the introductory essay in William R.
Johnston, The Nineteenth-Century Paintings in the Wal-
ters Art Gallery (Baltimore, 1982). For Altman, see the
preface in The Metropolitan Museum of Art, The Hand-
book of the Benjamin Altman Collection (New York,
1928). Information about the Frick Collection in New
York can be found in the volumes of The Frick Collection
(New York, 1968-); volume 1 of this series includes an
essay on Henry Clay Frick as an art collector. Publications
about William Randolph Hearst as an art collector are
scarce; his biography by William A. Swanberg, Citizen
Hearst (New York, 1961), is a source of information about
his life, while the following give an insight to the breadth
of his collections: ‘Art Objects e Furnishings from the
William Randolph Hearst Collection (New York, 1941)
and Burton B. Fredericksen, Handbook of the Paintings in
the Hearst San Simeon State Historical Monument {Cali-
fornia Department of Parks and Recreation, 1977). Addi-
tional American collectors are described in Aline B.
Saarinen, The Proud Possessors (New York, 1958).

5. Constable 1964, 115. See also Walker 1974, xii, on
the collectors mentioned.

6. Constable 1964, 116; Fortune 1932, 67.

7. On the Jacquemart-André collection see S. de Ricci,
“Musée Jacquemart-André,” Les Arts (February 1914), 1—
32; and Treasures of Musée Jacquemart-André [exh. cat.,
Wildenstein & Co.] (New York, 1956}, 5—7.

8. For the Bargello collection, see Giovanni Conti,
“La maiolica nel Museo del Bargello: Genesi e fortuna di
una raccolta,” Faenza 55 (1969), 58—79, and Marco Spallan-
zani, “Maioliche di Urbino nelle collezioni di Cosimo I,
del Cardinale Ferdinando e di Francesco I de’ Medici,”
Faenza 65 (1979), 111—126; for Stockholm, Helena Dahl-
bick Lutteman, Majolika frdn Urbino (Stockholm, 1981);
for Anton Ulrich, Lessmann 1979; and for the Fountaine
collection, Andrew Moore, Norfolk and the Grand Tour
[exh. cat., Norfolk Museums Service] (Norwich, 1985). For
the collecting history of maiolica more generally, see Nor-
man 1976, 19—31; Giovanni Conti, “Appunti sulla fortuna
dell’antica maiolica italiana,” Antichitd viva anno 8, no. §
{1969), 39-51.

9. Timothy Wilson, “The origins of the maiolica col-
lections of the British Museum and the Victoria and Al-
bert Museum,” Faenza 71 (1985}, 68—8o0.

10. Edward Fowles, Memoirs of Duveen Brothers (Lon-
don, 1976}, so0.

11. Eleven jars, jugs, and vases acquired by Joseph
Widener and described in Widener 1935, 67—-68, were not
included in the collection passed to the National Gallery
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of Art. Edith Standen, who served as Joseph Widener’s
secretary for art—in effect, his curator—from 1929 to
1942, has been kind enough to write as follows: “Mr.
Joseph Widener never mentioned any of his [maiolica]
pieces in my hearing...He did mention to visitors the
rarity of his St. Porchaire ware and he did not care for the
Meissen figurines, which, he used to say, had been col-
lected by his wife; they did not go to Washington. The
Medici jug/ewer was also a favourite, but not as frequently
pointed out as the St. Denis chalice. All the ceramics,
however, were as carefully arranged as the other deco-
rative arts, and as his main care was the appearance of
each room in Lynnewood Hall, he must have valued them
highly” The fact that two nearly identical pieces from the
same set [1942.9.331 and 332] were purchased individually
in successive years reinforces the view that the creators of
the collection were more concerned with decorative
value than with art-historical significance.

12. Constable 1964, 114—115; Walker 1976, 38; Edith
Standen, letter of 20 May 1985, in NGA curatorial files.
Miss Standen is now consultant to the department of
European sculpture and decorative arts at The Metropoli-
tan Museum of Art.

13. Walker 1974, xii, 105; Walker 1976, 35.

14. Standen letter (see n. 11), Fortune 1932, 67; Con-
stable 1964, 117.

15. Constable 1964, 116~117.

16. Constable 1964, 115.

17. For locations see Widener 1935; Fortune 1932, with
a photograph of the Raphael room; and Edith Standen,
letter of 23 June 1992 to Alison Luchs, in NGA curato-
rial files.

18. Edith Standen, letter of 23 June 1992.

19. Constable 1964, 115; Walker 1976, 34.

20. Fortune 1932, 64; Walker 1976, 34—35. According
to Joseph Widener, his father had in fact wanted to build a
National Gallery of Art. P. A. B. Widener had even gone so
far as to commission a model for such a gallery, which
Miss Standen remembers seeing in the basement at
Lynnewood Hall, from his architect Horace Trumbauer
(information from the NGA Archives “National Gallery of
Art Oral History Project. Interview with Edith Standen,”
1 December 1989, conducted by A.C. Viebranz, 12, 20-21).

21. Walker, 34. Otto Eggers, Pope’s successor after his
death, designed the rooms for the Widener decorative
arts. Standen 1989, 19, recalls the effort to recreate the
Lynnewood Hall arrangement as far as possible.

22. Walker 1976, 34—35, 38. The Widener works in this
volume were not actually accessioned until 1942.

23. Walker 1974, 247; Frank Jewett Mather, in “The
Widener Collection in Washington,” Magazine of Art 35
(October 1942}, 195-203, devoted pages to the paintings
and sculpture but declared, “The great richness of the
Widener collection in what are called the applied arts lies
apart from my theme.” Only paintings were mentioned in
any detail by Helen Comstock, “Widener Collection for
the Washington National Gallery,” The Connoisseur 107
(April 1941), 169-170.



Note to the Reader

Readers of this catalogue may find it useful to know of certain editorial decisions regard-
ing content, style, and terminology.

Technical studies by the staff of the National Gallery of Art department of conserva-
tion contributed greatly to understanding of the objects in this catalogue. The technical
notes for each entry will reflect types of examinations made. The conservators who per-
formed and reported-on analyses are named in the introductory acknowledgments, and
sometimes are also mentioned in individual entries when distinctions among several
reports were critical for an understanding of the evidence. Appendices by Shelley Stur-
man, Daphne Barbour, and Pamela Vandiver deal with the composition of medieval
enamel colors studied, and with the facture of “Saint-Porchaire” ceramics.

The entries were written and tests conducted over a period beginning in 1983. In the
case of entries completed in the earlier years, it was not always possible to redo scientific
tests with new equipment acquired in the intervening period. The manuscript for the
section on Renaissance ceramics was delivered early in 1989. Publications that came to
the author’s attention subsequently have been referred to where relevant, but in general
only in the notes and bibliographies. The most important of these are Carola Fiocco and
Gabriella Gherardi’s catalogue of the Umbrian ceramics at Faenza, the late Jérg Rasmus-
sen’s catalogue of maiolica in the Lehman Collection, Carmen Ravanelli Guidotti’s cata-
logue of the Fanfani Bequest to the Faenza Museum, the volume of papers by various
scholars published under the author’s editorship by the British Museum in 1991, and
Barbara Schnitzer’s thesis on “Saint-Porchaire” pottery.

Labels have been removed from the pottery in the National Gallery collection for the
pieces to be photographed, and have been retained in the Gallery records. In this catalogue,
labels have normally only been recorded when they contribute significantly to the collect-
ing history of the object, or are unexplained and seem as though they might contribute
information in the future.

Most of the pieces that previously belonged to Maurice Kann in Paris, whose collec-
tion was bought by Duveen Brothers in 1908 and sold to P. A. B. Widener in 1910, have two
sequences of numbered labels that were probably applied at Duveen’s in Paris; the higher
of these series runs irregularly from 177 to 207, and the lower from 2 to 33. Where these
labels survive they are recorded here as Kann labels. Thanks to Gretchen Wold of The
Metropolitan Museum of Art in New York, it has been possible to trace in the Edward
Fowles Bequest at The Metropolitan Museum the Duveen stock book to which the higher
sequence of these numbers refers; it is entitled “Maurice Kann Stock Book 117 Correlation
of this stock book with the maiolica now in the National Gallery of Art shows that there
were a number of pieces that were purchased by Duveen’s from Maurice Kann but not
acquired by P. A. B. Widener. The pieces now in the National Gallery are all annotated in
the stock book as having been sent to New York (where Duveen’s also had a branch) in
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October 1909. Enquiries at The Metropolitan Museum and at the Duveen archive at the
Sterling and Francine Clark Art Institute Library, Williamstown, Massachusetts, have
failed to trace any inventory to which the lower series of numbers (which generally under-
lie the higher and therefore presumably antedate them) refers.

Within each section, with the exception of Renaissance ceramics, works are arranged
chronologically by date of execution. The Renaissance ceramics entries have been
arranged in an order that attempts to present this limited collection in a way that reflects
some of the stylistic developments in Renaissance maiolica, with ornamental designs
preceding istoriato. The complicated overlap between Urbino istoriato and Gubbio luster
has made necessary a perhaps regrettable amount of cross-referencing; the alternative
would have been repetition. Within the individual groups, work has generally been
arranged in chronological order; thus a work (1942.9.349) believed to be an early work by
Xanto is put at the beginning of the Xanto section, rather than at the end as merely
“attributed to Xanto.” Although this is not the practice adopted in the paintings volumes
of the systematic catalogue, it seems to make better sense of the ceramics. With the
exception of the jewels, works determined to be imitations of earlier styles are catalogued
at the end of sections to which they would belong if authentic.

Before 1983, sculpture in the National Gallery of Art received accession numbers
beginning with A-, while works of decorative arts received numbers beginning with C-.
These old numbers are given in parentheses following the new ones assigned, in keeping
with more recent museum practices, based on the year when each work was accessioned.
A concordance of old and new numbers appears at the end of the volume.

Dimensions are given in centimeters, height preceding width preceding depth, fol-
lowed by the dimensions in inches in parentheses. They represent the maximum mea-
surement in the stated direction. Inch measurements have been rounded off to the nearest
one-eighth inch, with exceptions being made (to one-sixteenth inch) for objects whose
largest overall dimension is less than five inches.

Because most of the objects considered are three dimensional, “left” and “right” usu-
ally refer to the object’s own left and right, sometimes designated as the “proper left” or
“proper right” For relatively flat objects such as maiolica plates or Limoges enamels,
however, authors have used left and right to refer to the viewer’s left and right when
discussing the overall object, but refer to the proper left and proper right of the figures
depicted.

Comparative illustrations are provided in entries in which their presence can support
a potentially controversial point, or in which the most relevant comparative illustrations
are not easily accessible in other publications. Overall views of National Gallery objects
are unnumbered; details of these objects and illustrations of works from other collections
have been assigned figure numbers.
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The following attribution terms are used to indicate the relationship to a named art-
ist, locale, or period.

Studio of, Workshop of: Produced in the named artist’s workshop or studio, by
students or assistants, possibly with some participation by the named artist. It is impor-
tant that the creative concept is by the named artist and that the work was meant to leave
the studio as his.

The use of the term “workshop of,” in the context of Renaissance ceramics, differs
slightly. While it indicates that the object was produced in the named artist’s workshop, it
does not necessarily imply that the creative concept was his or that the work was meant to
leave the workshop as the named artist’s production. “Urbino district” is used as a deliber-
ately imprecise phrase, to include Pesaro and Castel Durante.

Follower of. An unknown artist working specifically in the style of the named artist,
who may or may not have been trained by the named artist.

Attributed to, Probably, possibly, or attribution or date followed by a question mark:
Indicates varying degrees of doubt or the necessity of emphasizing doubt.

Style of: Indicates a stylistic relationship only, possibly vague, in which there need not
be implied chronological continuity of association or the time limit may be greatly
expanded.

After: A copy of any date.

Imitator of: Someone working in the style of an artist with the intention to deceive.

School: Indicates a geographical distinction only and is used where it is impossible to
designate a specific artist or his studio or following.

The following conventions for dates are used:

1500 executed in 1500

C. 1500 executed sometime around 1500

1500—-1525  begun in 1500, completed in 1525

1500/1525 executed sometime between 1500 and 1525

c. 1500/1525 executed sometime around the period 1500 to 1525

Biblical citations are from the Revised Standard Version.

In the provenance section parentheses indicate a dealer, auction house, or agent.
A semicolon indicates that the work passed directly from one owner to the next, while a
period indicates either that we have not been able to establish a direct link or that there is
a break in the known history of ownership. In the list of references we have tried to be
inclusive of scholarly discussions, but have not attempted to cover all publications. Sales
and exhibition catalogues cited in the provenance and exhibition sections are not repeated
in the list of references. A list of standard abbreviations used throughout the volume
follows. Other abbreviated titles are cited in full in the reference or exhibition sections of
the entry, or in the bibliography following the artist’s biography.
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Abbreviations for Periodicals

AB
ArtN
BCMA
BdA
BMFA
BurlM
Conn
GBA
IntSt

JbBerlin

JbWien

JMMA
JWalt
JWCI
MagArt
Munch]b
RArt
RLouvre
StHist
ZfK

The Art Bulletin

Art News

The Bulletin of the Cleveland Museum of Art
Bollettino d’Arte

Bulletin of the Museum of Fine Arts, Boston
The Burlington Magazine

The Connoisseur

Gazette des Beaux-Arts

International Studio

Jahrbuch der koniglich preussischen Kunstsammlungen,
Jahrbuch der preussischen Kunstsammlungen,
Jahrbuch der Berliner Museen

Jahrbuch der Kunsthistorischen Sammlungen des Allerhochsten Kaiserhauses,
Jahrbuch der Kunsthistorischen Sammlungen in Wien

Metropolitan Museum of Art Journal

Journal of the Walters Art Gallery

Journal of the Warburg and Courtauld Institutes
Magazine of Art

Munchner Jahrbuch der bildenden Kunst

Revue de I'Art

La Revue du Louvre et des Musees de France
Studies 1n the History of Art

Zeitschnift fur Kunstgeschichte

XX ABBREVIATIONS



Abbreviations for Publications

Ardant 1860

Ardant 1861

Ardant 1862

Ballardini 1933-1938
Bartsch 1803-1821

Biganti 1987

Bonnaffé 1891

Bourdery 1895
Bourdery and Lachenaud,

Limosin 1897

Burlington Fine Arts
Club 1897
Christensen 1952
Conti 1971

Curnow 1992

Delange and Delange
1861

Les Fastes 1981
Fiocco and Gherardi 1982
Fiocco and Gherardi

1988-1989
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Fig. 1 1942.9.277, top

Chalice
of the Abbot Suger of Saint-Denis

1942.9.277 (c-1)
Alexandrian cup
Second to first century B.C., mounted 1137—1140 A.D.

Sardonyx cup with heavily gilded silver mounting,
adorned with filigrees set with stones, pearls, glass
insets, and opaque white glass pearls, h. 18.4 (7Y%4),
diam. at top 12.4 (474), diam. at base 11.7 (4%3)

Widener Collection

TECHNICAL NOTES

The domed foot of the sardonyx cup is no longer visible in
the modern restoration. It is hidden by the circlet studded
with pearls above the knob. Between 1633 and 1706 a
lower curl and a loop were added to the curling upper
parts of the handles. The faceted stones of the knob are
late medieval replacements. Only a few of the original
stones meticulously itemized in the 1634 inventory re-
main today. The modern replacements are mainly glass
insets, red or purple, and a number of pearls are imitations
in white glass. The lower part of the foot is different from
what it was until the French Revolution. It has been
straightened out into a narrower and more conical shape.
The flat bottom edge has been remade, with the addition
of a beaded string and a cable. All the stones and the
settings have been changed.

PROVENANCE

Abbey Church of Saint-Denis, France, 1137/1140-1791. Ca-
binet National des Médailles et Antiques, Paris, 30 Sep-
tember 179116 February 1804 (see text below); Charles
Towneley, London, 1804—1805; Towneley family, London,

1805-1920 (?); (Harry Harding), London, 1920. (Gold-
schmidt Galleries), New York, 1921; purchased by Joseph
E. Widener, Elkins Park, Pennsylvania, 20 March 1922.
Inheritance from the Estate of Peter A. B. Widener by gift
through power of appointment of Joseph E. Widener, after
purchase by funds of the Estate.

EXHIBITIONS

Cleveland Museum of Art, 1967, Treasures from Medieval
France, 70-71, color pl. Washington, D.C., Dumbarton
Oaks, 1978. New York, The Metropolitan Museum of Art,
1981, The Royal Abbey of Saint-Denis in the Time of
Abbot Suger (1125-1151), 1981, 108—111. Paris, Musée du
Louvre, Le Trésor de Saint-Denis, 1991, 172—176, no. 28.

The chalice is one of the nine liturgical vessels that
Suger (1081—1151), abbot of Saint-Denis, added to
the treasure of his abbey church. In the Liber de
rebus in administratione sua gestis (Report on Ad-
ministration), written three or four years before he
died, Suger mentions that he bought “a precious
chalice made of a block of sardonyx, a gem partly
sard and partly onyx, in which the red sard’s hue,
vying with the blackness of the onyx, is variegated
in such a manner that the properties of both seem to
compete in trespassing on each other”!

The sardonyx cup, which Suger had mounted as a
chalice, is probably an Alexandrian work of the
Ptolemaic period, second to first century B.C. It is
very delicately fluted outside, while left smooth in-
side {fig. 1). It can be compared with a Ptolemaic
bowl of breccia stone in the Gulbenkian collection,
Lisbon; Alexandrian vessels in glass;? and a sar-
donyx cup with Byzantine mounts and a chalcedony
chalice, both in the Museo degli Argenti, Pitti Pal-
ace, Florence.® Ancient gemstones were mounted as
chalices from early Christian times through the
thirteenth century; about a dozen and a half such
cups are recorded in literary sources covering seven
centuries of Western history. Four survive in various
European cities;* two others come from Saint-
Denis: Suger’s chalice in the National Gallery and
an earlier Saint-Denis chalice called the “Ptolemies
Cup,”® in the Cabinet des Médailles, Paris. Fifteen
Byzantine chalices in sardonyx, agate, or onyx,
looted by the crusaders in Constantinople in 1204,
are housed in the treasury of San Marco, Venice.*

Suger did not disclose the provenance of his sar-
donyx cup. It may have been brought to Saint-Denis
by dealers who flocked there in such number that,
as Suger wrote, “the supply exceeded the demand;””
or it may have been a pawn redeemed by a wealthy



Fig. 2 Daniel Rabel,
Watercolor of Suger’s
Chalice, 1633, Paris,
Cabinet des Estampes

Fig. 3 1942.9.277, detail
of center band circlet
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lender of the Jewish community that had settled in
Saint-Denis and Paris.® Suger had it mounted in such
a way that its foot remained visible, as can be seen
in a watercolor executed at Saint-Denis in 1633 (fig.
2).? The foot is now hidden by the circlet to which
are attached the handles above the knob (fig. 3).

Suger reserved the chalice for the celebration of
the mass at the altar of the three martyrs, Saints
Dionysus, Rusticus, and Eleutherius, which had
been dedicated on 11 June 1144 in the sanctuary of
the new chevet. Dionysus and his companions were
the patron saints of the abbey and the protectors of
the French kingdom. Dionysus was believed to have
been converted by Saint Paul in Athens before being
dispatched from Rome in order to evangelize Gaul.
To him were also attributed the theological works of
a neoplatonist who actually lived in the fifth and
sixth centuries, Denys the Areopagite. The martyrs’
altar was incorporated in 1144 into a mausoleum
sheltering their relics and dominated by their triple
chdsse."® At this altar the second of the four daily
high masses was celebrated On the octave of
Saint-Denis’ feast, which fell on October 9, and at
the principal feasts of the liturgical year, the mass
was concelebrated in Greek with a display of five
chalices on the main altar. This Greek mass was
like that of Saint Peter’s in Rome, transliterated into
Latin.?

Along with the chalice, Suger offered to the mar-
tyrs’ altar a rock-crystal bottle mounted as a vessel
for the sacrificial wine and a sardonyx pitcher
mounted as a ewer for pouring water. These two
vessels, which unlike the chalice bear inscriptions
composed by Suger, are on display with the regalia
of the French monarchy in the Galerie d’Apollon of
the Musée du Louvre. The rock-crystal bottle with-
out its mounting had been a gift of Eleanor, duchess
of Aquitaine, to King Louis VII on the occasion of
their marriage, to which Suger was a witness, in
1137. The king presented it to Suger and Suger to the
Saint-Denis martyrs.® The bottle, a Fatimid rock
crystal mounted in silver gilt, jewels, and gems, ap-
pears twenty-four times in the hands of the Apoca-
lyptic Elders carved above the Last Judgment portal
of the Saint-Denis facade.” The Elders hold the bot-
tles in guise of the “golden cups” of Revelation 8:4.
Since the western end of the church and its facade
were dedicated on 9 June 1140, it is possible to es-
tablish that the mounting was executed between
the king’s marriage and the church dedication.
Since the chalice and the ewer, a Sassanian or Byz-
antine gemstone,"” are adorned with the same pat-
terns of double filigrees as Eleanor’s bottle, it
follows that their mountings were also executed be-
tween 1137 and 1140.



Fig. 4 Daniel Rabel,
Watercolor of the
“Chalice of Saint
Denys,” 1633, Paris,
Cabinet des Estampes

Fig. 5 1942.9.277, detail
of handle

The silver gilt rim, bristling with filigrees and
precious stones, reserved no smooth place for drink-
ing the consecrated wine. It was sipped through li-
turgical straws, used by the consecrating priest, the
deacon, and the subdeacon. None of the Saint-
Denis examples has been preserved. Suger does not
mention a paten either. The paten, which came into
use after his abbacy, had vanished before the end of
the Middle Ages.”

After the Benedictines of the Saint Maur congre-
gation took possession of Saint-Denis in 1633,
Suger’s chalice became associated with an early
Christian serpentine dish encrusted with golden
fish (or dolphins?}, which had been enframed in a
ninth-century raised rim set with jewels and gems.”
During the Middle Ages the serpentine paten had
been used as a cover for the Ptolemies Cup.” The
Ptolemies Cup, an Alexandrian agate vessel carved
with scenes of the cult of Bacchus, was presented to
Saint Denys by his lay abbot, Emperor Charles the
Bald (d. 877). It was then mounted as a chalice. Its
foot was refashioned in the twelfth century and en-
graved with an inscription presumably composed by
Suger.

The shape of Suger’s chalice reflects two tradi-
tions, Byzantine and Western. The handles were
structured and designed after those of the “Chalice
of Saint Denys,” believed at Saint-Denis to have
been used by Saint Denys himself (fig. 4). The cup
of the Saint Denys chalice was a Fatimid rock
crystal mounted in Sicily or in a Mediterranean re-
gion under Byzantine influence. It was auctioned by
order of the French Directoire in 1798 and no longer
exists, but it is described in the inventories of the
abbey and its appearance is documented in a water-
color of 1633. Its long handles, studded with pre-
cious stones, clamped its rim to a circlet above the
knob. By comparison, the handles of chalices of
strict Western provenance are shorter, S shaped,
closer to the cup, and join its middle part to the
rim.” The foot of the Saint Denys chalice leveled off
in a countercurve similar to that of Suger’s chalice,
before a modern restoration stiffened the latter into
a conical support. A perpendicular line drawn up-
ward from the circumference of the foot of Suger’s
chalice would today reach the point on each side
where the handles are soldered to the cup, whereas
it would have been tangential to the interior curl of
the handles as designed in the watercolor of 1633.
The proportions of Suger’s chalice in its pristine
state were more harmonious, imparting an impres-
sion of greater stability and better balance. The area
under the foot of the sardonyx cup followed the
Western tradition, as did the corresponding part of
the Saint Denys chalice. An engraving of Suger’s



Fig. 6 1942.9.277, detail of medallion with Christ blessing

chalice in 1706,” in comparison with the 1633 wa-
tercolor, shows that between the two dates a sup-
plementary curl and loop were added to the simple
curls ending the handles (fig. 5). That happened
after the Benedictines of the Saint Maur congrega-
tion took possession of the abbey in 1633. One of
the lower ends remained intact. The other has been
not very felicitously repaired. ‘

Five silver gilt embossed figures were enframed
in medallions on the foot of the chalice (fig. 6). A
single original one has survived: a bust of Christ
Blessing between the Greek letters alpha and
omega, copying Byzantine epigraphy. Christ, whose
halo is stamped with a cross, presents the features
and the overbearing expression of the Pantocrator.
The composition must have been modeled after a
Byzantine cameo;* or possibly the source was a coin
stamped in Constantinople, such as those which, as
early as the reign of Justinian 11 (first reign 685—695)
afforded the iconographical type of a stern-looking,
bearded Christ.”® The association of Christ with the
Judge who in Revelation 22:13 declares: “I am Alpha
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Fig. 7 1942.9.277, detail of medallions of symbols of the
Eucharist '

and Omega, the beginning and the end,” cannot
otherwise be Byzantine, because the majority of the
Greek Fathers did not receive Saint John’s Apoca-
lypse among the canonical books of the Bible. In
Byzantine art the bust of Christ is not encompassed
by alpha and omega, but designated by letters begin-
ning and ending Jesus Christ in Greek.

Four medallions stamped with symbols of the
Eucharist chased in low relief (figs. 7, 8), twice a
sheaf of wheat and twice a bunch of grapes, are mod-
ern replacements. The watercolor of 1633 shows, on.
the side opposite the bust of Christ, two bearded
figures between whom there is a female figure mak-
ing the time-honored gesture of “acclamation” with
her left hand. There is no clue for the fifth figure,
since no document describes the five medallions.

The four figures that previously surrounded
Christ have been erroneously interpreted as the four
Evangelists attending the Majesty of Christ. The
correct interpretation is suggested by a chalice exe-
cuted in the insular, Irish abstract style between 769
and 788 for Tassilo 111, duke of Bavaria, now in the



Fig. 8 1942.9.277, detail of medallions of symbols of the
Eucharist

Kremsmunster abbey, Austria. Around its cup in
niello are the figures of Christ and the Evangelists;
around the foot, also in niello, are busts of the Vir-
gin and four other saints? The Virgin makes the
same gesture of “acclamation” with her right hand
as does the corresponding figure on the foot of
Suger’s chalice. The left-handed gesture is a misun-
derstanding by the author of the watercolor. The
three other figures enframed in medallions cannot
be other than Saint Denys and his companion mar-
tyrs, Rusticus and Eleutherius. Suger, who pre-
sented the chalice to their altar, professed a
particular devotion to the Virgin. In her honor he
had instituted a votive mass every Saturday.?® The
main altar in the crypt was dedicated to her. It was
located under the martyrs’ altar set in the sanctu-
ary.” The easternmost radiating chapel in the ambu-
latory was consecrated to the Virgin, whose altar
was erected between stained-glass windows painted
with the Tree of Jesse and the life of the Virgin and
the infancy of Christ.*

The stones and jewels set in the silver gilt scroll-
work of the rim, the knob, the foot, and on the han-
dles of the chalice are punctiliously enumerated in
the inventories of 1504 and 1634. Twelve jewels
alternated with twelve pairs of pearls on the foot,
perhaps in reference to the twelve apostles. The
symbolic connotation does not apply to the rim, on
which twelve pairs of pearls alternate with only ten
jewels, because it was not feasible to set jewels
where the handles had to be soldered to the cup.
Here, two pairs of pearls face each other (fig. 9}. A
certain number of pearls and jewels were already
missing in 1634. Consequently, the experts ap-
praised the chalice at twelve hundred livres com-
pared to fifteen hundred in 1504. Very few original
jewels survive today, and they have been reset at
different places. The replacements are mainly glass
insets, red or purple. Imitations in opaque white
glass were often substituted for pearls, as they have
been here.

The alternation of jewels and pairs of peatls, al-
ready standard practice in the eleventh century, had
been so thoroughly adopted at Saint-Denis that it
was imitated in stone carving along the bands en-
framing the reliefs of the Labors of the Months on
the jambs of the southern portal of the church
facade.

The double filigrees, that is, filigrees made of
double-notched wire, adorning Suger’s chalice and
its two accompanying liturgical vessels raise a prob-
lem. Double filigrees made of granulated double
wires are sporadically found in goldwork of the
Franks, the Germans, and the Vikings, as an evolu-
tion of antique granulation.”? They appear in Islamic
art and exceptionally in Byzantine art.** They never
were treated, however, as the Saint-Denis ribbons,
flattened against their background. When they
came into general use in the West around 1180, their
structure and pattern had completely changed.® It
may be surmised that at Saint-Denis they echoed
the double strings of pearls sewn on the silk and
gold fabrics woven by Arab craftsmen in the Tiraz,
the royal workshop of Roger 11 of Sicily (1130-1154),
with whom Suger entertained close relations.* Pre-
cious hangings, among them some presumably from
the Palermo workshop, were displayed on special
occasions in the abbey church.*

In 1783, for the last time in the history of Saint-
Denis during the ancien régime, Suger’s chalice is
mentioned as being stored in the treasury adjacent
to the southern aisle of the church nave.” In fulfill-
ment of the law ordering the nationalization of the
monastic orders, on 30 September 1791 the chalice
was taken away from Saint-Denis and deposited at
the Cabinet National des Médailles et Antiques, as



Fig. 9 1942.9.277, view
from below

Fig. 10 1942.9.277, detail of foot
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worthy —no doubt on account of its sardonyx cup —
of preservation as “a monument of the arts and sci-
ences.”*® On the night of 16—17 February 1804 it was
stolen from the Cabinet National. Forced into a
plaster bust of Laocoén, it was smuggled, presum-
ably by way of Holland, to England, which was then
at war with France. It was acquired by a collector of
ancient art, Charles Towneley (1737—-1805).* Instead
of passing with the Towneley marbles to the British
Museum, Suger’s chalice remained in the family
until about 1880 or even 1920, when Harry Harding,
an English dealer, bought it at public auction for
eight hundred pounds. He sold it shortly afterward
to the firm of J. and S. Goldschmidt. Joseph Widener
purchased it from their galleries at 673 Fifth Ave-
nue, New York, on 20 March 1922.

Marc Rosenberg, who had seen the chalice in En-
gland in 1921, wrote an article on his discovery,
which remained unpublished until 1926.*° In 1923
Seymour de Ricci announced in a communication
to the Académie des Inscriptions et Belles-Lettres
that in May he had examined Suger’s chalice at
Lynnewood Hall, Joseph Widener’s estate at Elkins
Park, near Philadelphia.** Wareham Harding, Harry
Harding’s brother, in a conversation on 14 Decem-
ber 1932 with Edith Standen, then curator of the
collection at Elkins Park and a present curator
emeritus of The Metropolitan Museum of Art, re-
lated that he had seen an old photograph of the chal-
ice showing that the foot was different from that of
the chalice at the time it was sold by Jacob Gold-
schmidt to Joseph Widener.* It is obvious that the
flat bottom edge was remade and soldered to the
conical support, a beaded string and a cable having
been added (figs. 9,10). Pv.
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Crucifix

1942.9.282 (C-6)
Probably Rhenish or Mosan, c. 1150/1175

Gilded copper alloy with champlevé enamel, one jasper
stone, and glass

Cross: 28.9 x 20.8 (1133 x 8%¢), h. with base: 37 (14%s);
corpus: 15.25 X 15.8 (6 X 6%16)

Widener Collection

INSCRIPTIONS
On plaque at top of cross, in reserved letters surrounded
by enamel: IHC. NAZA/ RENVS. REX./ IVDEORVM
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1942.9.282, left side [photo: author]
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TECHNICAL NOTES

The corpus is in good condition except for worn gilding
on the legs (especially inside the proper right leg, where a
casting flaw is repaired with a metal patch), and for the
hands. The sections of the hands attached to the cross are
battered and blackened (fig. 1), the latter possibly due to
galvanic corrosion between the nails and hands. The fin-
gers, separated from the palms, are so flat as to raise a
question as to whether they belong to the present corpus.
The palm section of the right hand bears file or saw marks
on the back (fig. 2), suggesting it was cut free of the fin-
gers to remove the corpus from the cross. X-ray fluores-
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Fig. 1 1942.9.282, detail

Fig. 2 1942.9.282,
corpus, back view, with
panel removed

15

cence analysis (see note 2) indicates that the present,
detached fingers of that hand differ in composition from
the corpus.

Scratches in the gilding on the back of the cross (fig. 3),
where the hands are attached, correspond to the damaged
and fragmented condition of the hands of the corpus, sug-
gesting the crucifix was once crudely dismantled. The
gilding on the back of the cross is otherwise in good con-
dition. The enamel on the front is damaged in several
places, especially on the upper stem and at the points of
attachment of the corpus’ hands and feet. The quality and
condition of the enamel work on the cross varies. On the
stem of the cross, in the area covered by Christ’s torso and
legs, it is cruder in workmanship, and less polished than
on the more visible arms. Dots of white enamel are found
between many of the palmettes instead of the red that
appears in the exposed portions. These features may rep-
resent relatively indifferent workmanship in an area
meant to be covered.

The engraved gem at the center of the halo is a jasper.!

X-ray fluorescence analysis indicates that the corpus is
composed of a gilded alloy of copper and zinc, with traces
of tin and silver? Exceptions are the fingers, which con-
tain traces of lead and iron, absent in the corpus, and lack
the zinc, silver, and tin that compose the corpus. The
presence of mercury indicates fire-gilding. The only ele-
ments detected in an unenameled area at the bottom of
the cross were copper, gold, and mercury. A repair on the
upper edge of the proper left arm of the cross, near the
end, contains copper and zinc with traces of tin and silver,
and is thus close in composition to the corpus. The
enamel on the cross shows elemental distributions con-
sistent with medieval production. All the colors contain
antimony and lead.? For additional details of metal and
enamel compositions see the table in the Appendix.

PROVENANCE

Rodolphe Kann, Paris, before 1907; (Duveen Brothers,
London or New York), 1908; purchased 2 October 1908 by
Peter A. B. Widener, Elkins Park, Pennsylvania, as Rhen-
ish, twelfth century. Inheritance from the Estate of Peter
A. B. Widener by gift through power of appointment of
Joseph E. Widener, Elkins Park.

Both principal elements of this crucifix, the cross
and the corpus, resemble well-known medieval
works. Yet they are sufficiently different from their
closest medieval cognates to have raised questions
about authenticity.* The relationship of the corpus
to the cross is also problematic.

The corpus is one of many descendants of a
particularly beautiful version attributed to Renier of
Huy, dated c. 1110/1120 and preserved in the Schniit-
gen Museum, Cologne.* Verdier, who regarded the
Washington corpus as a Mosan masterwork, con-
nected it with another, smaller example of the
Renier type in the Chicago Art Institute, on an
enameled cross with a similar design of interlock-
ing palmettes and a similar inscription at the top.®



Fig. 3 1942.9.282, back
of cross and halo

Fig. 4 1942.9.282, cross,
with figure and halo
detached

Differences in style and enamel technique, however,
suggest that the relationship between the Chicago
and Washington crucifixes is not close enough for
either to shed much light on the other.”

The Washington corpus shows its descent from
the Renier type in many features. These include its
general proportions; the pose, with head inclining
and body twisting slightly to the right; the open
eyes with engraved pupils; the long hair with tresses
woven into a wreath around the head; and the up-
right attitude with slightly bent knees, conveying
stoically accepted sorrow rather than intense agony.
The back of the Washington corpus (fig. 2} corre-
sponds to that of the Cologne corpus in its careful
finish, with hair chased in fine detail.® The arrange-
ment of the knee-length loincloth, set low on the
hips and bound with a broad cingulum (belt), is
characteristic of the Renier type. Christ’s head, with
its broad nose and converging brows, also resembles
other figures in Mosan metalwork, such as the
Evangelists of the Stavelot portable altar (c. 1150/
1160) at the Musées royaux d’Art et d’Histoire,
Brussels.’
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But the differences that set the National Gallery
corpus apart from others of the Renier type are also
striking. The face has a bland expression and a pe-
culiar vertical ridge in the center of the forehead.
The deep chest, smooth surfaces, and powerful
arms, the strongly modeled, regular ribs and regular
hair, and especially the heavy concentration of
weight in the midsection are all unusual. The orna-
mental cingulum and hem border, both bearing ap-
plied filigree ornament unparalleled in any known
corpus, create a heavy and oddly proportioned look.
Even the most similar corpus from the group, no.
6260 in the Musées royaux d’Art et d’Histoire, Brus-
sels, ¢. 1150/1175," is more fragile in proportions,
pathetic in expression, and worn in condition than
the Washington example.

The cross (fig. 4) presents a separate problem.
The ornamental motif of interlocking heart-shaped
palmettes has numerous parallels in Rhenish
crosses and other Rhenish works." Overall orna-
ment of similar type, combining bands of enamel in
repeating patterns, beaded metal borders, and ap-
plied filigree interspersed with gems (including an-



cient engraved ones), can be found on a number of
Rhenish and Mosan works of the 1170s and 1180s,
especially reliquary shrines. Some of these display
the heart-palmette motif, and others have fine
bronze strips forming internal scalloped patterns
as in the enamel on the Washington cross.? But
the enamel technique is unusual on the Washing-
ton cross; a loose flow of red enamel patches be-
tween the hearts is only partly circumscribed by the
metal strips.

The style of the inscription atop the Washington
cross corresponds to that on secure Rhenish and
Mosan works.® A cross in the Victoria and Albert
Museum, London, assigned to Cologne, 1150/1175,"
is inscribed IHC NAZ/ ARENVS REX/ IVDEORVM,
with IHC abbreviated in a manner identical to that
of the Washington cross, with the line above the H
placed in the border outside the inscription. The
London cross, engraved with vine scrolls, also has
raised moldings around the edges resembling those
on the back of the Washington cross.

The halo in the center of the Washington cross
seems to be original; its size and shape match a
space left free of enamel for its attachment. The
forms of its filigree ornament echo the heart-
palmette motif of the enamels, and are similar
(though not identical) in workmanship to the fili-
gree on the cingulum. The three oblong ornaments
on the halo are glass, but the oval stone in the cen-
ter, a red jasper, is to all evidence an ancient Roman
intaglio (fig. 4)." It represents two birds perched fac-
ing each other on a wine cup or kantharos on the
left, under a sheltering tree on the right.

The hiltlike base of the cross bears a simple
cross-hatched pattern resembling that on the
suppedaneum (foot-support), suggesting these por-
tions are coeval. The shaft would have permitted
the cross to be inserted into a staff for processional
use.'

The condition of the figure’s hands raises crucial
questions (see technical notes). Inconsistencies of
form and composition between fingers and corpus
could indicate that the fingers are repaired, or that
the present corpus replaces a lost original (as Chris-
tensen suggested) that was crudely removed at an
unknown date. The repair on the proper left arm of
the cross is similar in metal composition to the cor-
pus, raising the suspicion that the corpus and repair
could date from the same relatively late period. Yet
the backs of the hands of the corpus seem to fit
closely over the battered finger fragments on the
cross. The cross and corpus resemble no forgeries or
historicizing works discovered thus far.” Without
further evidence for either possibility, the authen-
ticity of both may be cautiously maintained. A.L.
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NOTES

1. Russell Feather, gemologist at the National Mu-
seum of Natural History, Smithsonian Institution, identi-
fied the gem stone on 18 September 1985.

2. Reports of 13 June 1985, 21 October 1986, and 22
January 1987 in NGA conservation laboratory files.

3. See reports cited in note 2, and discussion of
1942.9.278, the Limoges chasse.

4. The corpus was judged post-medieval by Chris-
tensen 1952, 10 (replacement for “a lost Romanesque orig-
inal”); William Wixom (verbal opinion, 19 December
1958); Harvey Stahl and Dietrich Kétzsche (verbal opin-
ion, 12 May 1971; Christ and halo probably from the sec-
ond half of the nineteenth century; enamels “perhaps
good”); and Anton von Euw (letters to the author 22 June
1983 and 22 October 1984, the latter after seeing the work
in its case. Von Euw suggested that both the cross and
corpus were late nineteenth-century creations made in
Brussels or Cologne).

5. Verdier 1975, 25, first noted this relationship. For
the Renier corpus (measuring 15.3 X 16.2 cm, thus nearly
identical to the National Gallery corpus) and a catalogue
of its descendants see especially Peter Bloch, “Bronzekru-
zifixe in der Nachfolge des Reiner von Huy,” in Rhein und
Maas, [exh. cat.,, Kunsthalle], 2 vols. (Cologne, 1972),
2:251-262; full-page repro., 252. Bloch observed that pho-
tos of the Washington corpus gave no reason to doubt its
authenticity, but reserved final judgement until seeing
the original (letters to the author of 6 July 1983 and 25
October 1984).

6. Verdier 1961, 123, characterized the Washington
corpus and an enameled crucifix in The Walters Art Gal-
lery, Baltimore, as “les plus nobles images du Christ en
croix qui aient survécu des ateliers mosans du troisieme
quart du Xlle siecle” See also Verdier 1975, 25—26, and
Hiirkey 1983, 11, 56, 160, who also call the corpus Mosan,
third quarter of the twelfth century. For the Chicago cor-
pus (no. 1943.70), 9.5 cm high, see Bloch in Rhein und
Maas 1972, 2:253, 258, n. 7.

7. The angular, faceted limbs, frail torso, and ruggedly
expressive face of the Chicago Christ contrast with the
relatively smooth Washington figure, with its powerful
chest and arms and its bland expression. The enamel pat-
tern of heart-shaped palmettes on the Washington cross
resembles that on the one in Chicago, but the Washington
example is worked elaborately in red, blue, apple green,
and turquoise, with tendrils so sharp-edged that they re-
semble cloisonné work, while the Chicago cross has
blunter tendrils raised against a monochrome slate blue
background.

8. The Washington corpus shares with several others
the feature of an opening in the back, probably related to
the casting process. In this case the opening is covered by
a removable panel that fits perfectly, which suggests that
the corpus might also have been intended as a reliquary.
For corpuses with openings in the back see Bloch in Rhein
und Maas 1972, 2:n0s. 1, 2, 8, 10, 13, 15, 19. No. 7938—62 at
the Victoria and Albert Museum (Bloch no. 8) also has a
closing panel, which, however, slides into place rather
than fitting vertically from above.



9. Rhein und Maas 1972,1:252, no. G—13.

10. Bloch in Rhein und Maas 1972, 2:253, 256, no. 2. It
resembles the Washington corpus in dimensions (15 x 16
cm) and in the use of ornament (though incised rather
than applied) on the cingulum, a similar distribution of
three locks of hair on each shoulder, and pronounced
articulation of the ribs.

11. Heart palmettes appear on the portions of the Ab-
bess Theophanu reliquary cross that were executed by a
Cologne goldsmith c. 1125—1150 (Hermann Schnitzler,
Rheinische Schatzkammer [Diisseldorf, 1957], pls. 154,
155), and on the Albert Cross (Cologne, c. 1170; engraved,;
Rhein und Maas 1972, 1:276, H 15).

As Verdier pointed out (Verdier 1975, 26, n. 6), the
motif in cloisonné enamel appears on pilasters of the
chisse of Saint Heribert at the church of the same name in
Cologne (Cologne, c. 1170). The technique of the Saint
Heribert enamels is different, however, with broad, flat,
modulated color areas rather than internal linear defini-
tion through bronze strips.

12. For an example in Mosan metalwork see the Pen-
tecost retable in Paris, especially the haloes, in Suzanne
Collon-Gevaert et al., Art Mosan au XI° et XII° siécles
(Brussels, 1961), 190, no. 23. A number of the finest Rhen-
ish examples of related goldsmith work of the second half
of the twelfth century, from churches in Cologne, are il-
lustrated in vol. 2 of Ornamenta Ecclesiae: Kunst und
Kiinstler der Romanik in Kéln [exh. cat., Schniitgen-
Museum, Josef-Haubrich-Kunsthalle] (Cologne, 198s).
They include the above-mentioned shrine of Saint
Heribert, 314-323, no. E-91, and a book cover from the
Schniitgen-Museum, Cologne, c. 1170, 400—402, no. F-43;
see also 296—302, no. E-79; 350-351, no. E-114; 302—303,
no. E-80; and the detail of the shrine of Saint Benignus
from Saint Servatius, Siegburg, c. 1190, in Rhein und Maas
1972, 2:227.

13. Compare details of the upper section of the Stave-
lot portable altar (Joseph de Borchgrave d’Altena’and Ghis-
laine Derveaux-Van Ussel, Orfévreries Mosanes, Liége,
n.d., pls. XIII-XVI).

14. M221.1956; photograph in NGa curatorial files.

15. Martin Henig suggested the gem dates to the sec-
ond century A.D. {letter to Richard Randall, 28 June 1983,
in NGA curatorial files). In that letter and one to the au-
thor, 14 October 1985, he cited gems engraved with re-
lated motifs in Adolf Furtwingler, Kénigliche Museen zu
Berlin: Beschreibung der geschnittenen Steine im Anti-
quarium (Berlin, 1896), no. 7915; Marianne Maaskant-
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Kleibrink, Catalogue of the Engraved Gems in the Royal
Coin Cabinet, The Hague. The Greek, Etruscan and
Roman Collections (The Hague, 1978}, nos. 916, 729—730;
Martin Henig, A Corpus of Roman Engraved Gemstones
from British Sites, 2d ed. (Oxford, 1978), nos. 398 and 399,
and especially Henig and Whiting 1987, no. 317.

For the use of ancient carved gems in medieval gold-
smith works see William Heckscher, “Relics of Pagan
Antiquity in Medieval Settings” JWCI 1 (1937-1938),
204-220, and Hans Wentzel, “Mittelalterliche Gemmen:
Versuch einer Grundlegung,” in Zeitschrift des deutschen
Vereins fiir Kunstwissenschaft 8 (1941), 45—98. For an an-
cient gem used in Christ’s halo see the antependium from
Basle Cathedral, c. 1010-1020, in Jean-Pierre Caillet,
L’antiquité classique, le haut moyen dge et Byzance au
Musée de Cluny (Paris, 1985), cat. 163. I owe this reference
to Antje Krug.

16. Compare the Albert Cross, whose casing may,
however, come from a different object, in exh. cat. Co-
logne 1985, 2:296, no. E-78, with illustration.

17. See, for instance, the ones in the exhibition Gold-
schmiedearbeiten des Historismus in Kéln, ed. Werner
Schifke [exh. cat., Kolnischses Stadtmuseum]| (Cologne,
1980), or the modern corpus affixed to the Albert Cross
(see note 16).
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Reliquary Chasse

1942.9.278 (C-2)
French (Limoges)

c. 1175/1180

Champlevé enamel on gilded copper with oak core
19.1 X 26.7 X I1.5 (7Y2 X 10%2 X 4'%4)

Widener Collection

MARKS

Stickers on interior (back): “ON LOAN FROM T. Gambier
Parry Esq. April 19th 1862”; (proper right, bottom edge):
1160."

TECHNICAL NOTES

Some rubbing to the panels shows at the front (upper
edges; on the proper right, at the join with the front; on
the proper left (on the saint’s face and at the join with the
back), and on the back roof piece (edges and proper left,
where separation suggests an effort at prying the box
open). Several of the pins that hold the chisse together are
missing. A dent and damage to the enamel border are
found on the proper right end, with some enamel loss;
a small chip is missing from the enamel border on the
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proper right of the Magi panel, and the roof piece appears
to have been pried up slightly at the proper right corner.
The object is otherwise in excellent condition.

Of the seven pieces of oak that usually form the core of
a Limoges chisse, the bottom section is missing (fig. 1).! It
must once have contained the small door with a lock that
provided access to the interior.? The wood panels, roughly
10 mm thick, are set, in typical fashion, with the grain
running horizontally or vertically according to the orien-
tation of the panel. The proper right end panel, of newer-
looking wood, appears to be a replacement.

On the bottom edges of the wood are worn patches of
red pigment over a white layer. On the inner surfaces are
blobs of fresher-looking red pigment without any layer
underneath. X-ray fluorescence analysis indicated that
the worn pigments are mercury sulfide (vermilion), which
was typically applied over fine plaster as a protective film
for the wood of chisses.? The fresher blobs apparently con-
tain barium sulphate (barytes), not used as an artist’s pig-
ment before the late eighteenth century. Its presence
would indicate a restoration of the protective layer, per-
haps on the same occasion when a wood panel was
replaced.




1942.9.278, three-quarter front view

1942.9.278, back
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Fig. 1 1942.9.278, bottom

X-ray fluorescence analysis also indicated that the
metal plates are of a gilded, copper-rich alloy. The pres-
ence of mercury indicates fire-gilding. All the enamel
colors contained elemental distributions consistent
with medieval production. Each color contains lead,
which lowers the melting point of glass, and antimony,
which generates a dense white color and hence acts as an
opacifier to what would be translucent glazes* Additional
details on the composition of each color appear in a table
in the Appendix.

PROVENANCE

Thomas Gambier Parry, Highnam Court, Gloucestershire,
by 1862;® Hubert Parry, 1888—-1918; Ernest Gambier-Parry
[sic], 1918—1920; sold July 1920 to (Durlacher Brothers,
London [?]);* sold 1922 to Joseph E. Widener, Elkins Park,
Pennsylvania. Inheritance from the Estate of Peter A. B.
Widener by gift through power of appointment of Joseph
E. Widener, after purchase by funds of the Estate.

EXHIBITIONS
South Kensington 1862, 73, no. 1072.

Chasses like this one served as miniature “tombs”
for the relics of saints” The gabled shape, resem-
bling both a sarcophagus and a house or church,
together with the rich decoration has suggested a
dual identity as tomb and paradisaical dwelling in
the Heavenly Jerusalem.®

The front panel is decorated with the Adoration
of the Magi. On the roof above it (fig. 2} a central
figure of the blessing Christ is flanked by two saints
to either side, all at three-quarter length. Except for
Peter with his key on Christ’s right, the saints carry
only books and have no identifying attributes. The
beardless saint with curly hair to Christ’s left re-
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sembles John the Evangelist, as he appears in the
corresponding position in Limoges crucifixion
panels’” On the back are seven roundels, three on
the body and four on the roof {fig. 3), containing
hybrid creatures with bird bodies, capped human
heads, and long foliate tails. At each end appears a
half-length figure of an unidentified saint under a
triconch arch topped with turrets (figs. 4, 5).

This chasse belongs to a class of object produced
in abundance by Limoges enamel workshops, with
some seven hundred examples surviving." The Na-
tional Gallery example is among the oldest and
finest members of a sub-group, numbering upward
of fifty-eight, produced primarily in the last third of
the twelfth century, with ornament ¢ fond vermi-
culé —that is, with gilded copper backgrounds in-
cised in a pattern of densely interwoven vine scrolls
and tendrils.”?

Gauthier, who dated the Washington chisse
c. 1175/1180, associated it with examples whose
enamel styles reflect a “double mode” on a single
object: a narrative mode (Adoration of the Magi) and
a cult mode (Christ and Saints} appropriate to dog-
matic images and visions.® Related works include
the chasse now at the church of Sainte-Anne, Vau-
cluse, Apt,”® and others at Nantouillet, Gimel,
Darmstadt, and Saint Petersburg.’

Strong similarities in figure style and organiza-
tion of the Washington and Apt chisses suggest
they originated in the same workshop." Particularly
close are the bearded Apostles on the ends, under
turreted triconch arches supported by spiral col-
umns. The rosette borders, the half-length blessing
Christ and saints on the roof and front body, and the
division of the rear surfaces into four and three
roundels are also related. The superior grace and
energy of the Washington figures, however, suggest
execution by a different artist.

Important connections with the chisse of Saint
Valérie from the Waddesdon bequest at the British
Museum, datable c. 1170,” are evident. The London
work corresponds with the Washington chisse in its
rosette borders, wavy halos, animated figure style,
and in the presence of human-headed, bird-bodied
hybrids in medallions on the back. While the hy-
brids on the British Museum chisse are executed
primarily in reserved metal, as opposed to the more
fully enameled creatures in the Washington medal-
lions, they could easily have been designed by a sin-
gle master. These creatures tend to appear on the
rear surfaces of chasses, areas that are often treated
as subordinate and lack the enrichment of vermi-
culé ornament.*

The Adoration of the Magi, depicted on some
twenty-six surviving Limoges chisses,” was a popu-
lar theme in late twelfth-century Europe in general



Fig. 2 1942.9.278,
roof, front

Fig. 3 1942.9.278,
roof, back

and Limoges in particular. The earliest surviving
manuscript of a liturgical drama of the Magi, datable
to the eleventh century, is from Saint-Martial at Li-
moges.” This suggests a local interest predating the
general European devotion that increased in the
later twelfth century after the Kings’ relics were dis-
covered near Milan in 1158 and removed in 1164 to
be enshrined in Cologne Cathedral * Gauthier notes
that the roles of the three Kings were played in
1173, in a ceremony honoring the King of France, by
three young princes of the Plantagenet line.* The
taste and patronage of the Plantagenets seems to
have encouraged the spread through Europe of the
style seen on this chisse.

The lack of identifying attributes for most of the
saints is typical of Limoges chésses. Examples like
this one, with portraits of Christ and the Apostles as
general guardians of the relics within, rather than
depictions of events from the life of a specific saint,
may have been produced in advance as containers
appropriate to any relic.® It is possible, however,
that the Washington chisse once contained minor
relics of the Magi.* Another possibility is that since
Saint Peter is singled out by an attribute and by his
honored place to Christ’s right, the chisse was made
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for a relic of his. In that case it may have come from
the destroyed church of Saint-Pierre at Apt, the
probable former home of the most similar chisse
(see note 14).

The Magi panel’s designer explored some re-
markable spatial effects. The three horses cut off on
the left imply continuity with a wider spatial world.
Yet the Virgin’s throne overlaps the upper border, as
her feet and garments do the lower one. This en-
dows her with a monumental scale and integrity at
the expense of the system set up to define the
spatial limits of the composition. This ambi-
guity, without parallel on the Apt and Waddesdon
chasses, and diluted on the Saint Petersburg ex-
ample, emphasizes the distinction between the
“narrative” and “cult” modes that coexist on the
Washington chisse. A.L.

NOTES

1. Gauthier 1966, 940-941, and 1987, 7—9. The author
is grateful to Mme Gauthier and to Geneviéve Frangois
for helpful correspondence concerning this and other
works in enamel. Mme Gauthier, assisted by Mlle Fran-
cois, is directing a team of scholars in the research and



Fig. 4 1942.9.278,
proper left end

Fig. § 1942.9.278,
proper right end
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publication of the Corpus des Emaux méridionaux, which
aims to catalogue the thousands of surviving enamels
made in Limoges and related centers in southern Europe
from the twelfth to the fourteenth centuries. Five vol-
umes are planned; the first is Gauthier 1987. See also
Marie-Madeleine Gauthier and Geneviéve Frangois, Me-
dieval Enamels from the Keir Collection, ed. and trans.
Neil Stratford [exh. cat., The British Museum] (London,
1981), 9-10.

2. See the diagram in Gauthier 1987, 9; Gauthier 1987,
144, for the closely related Apt chisse (discussed below),
which opens at the bottom; pl. 202 for illustrations of a
chisse with such an opening.

3. Undated report [early 1985] by Gary W. Carriveau in
NGA conservation laboratory files. See also Gauthier
1966, 940.

4. Report of 14 August 1986, in NGA conservation lab-
oratory files. On medieval enamel techniques in general
see Pamela England, “A Technical Investigation of Me-
dieval Enamels,” in Hanns Swarzenski and Nancy Netzer,
Catalogue of Medieval Objects in the Museum of Fine
Arts, Boston: Enamels and Glass (Boston, 1986), Xxix—xxvi.

5. On the artist and collector Thomas Gambier Parry
(1816-1888) see “A Great Victorian,” BurlM 109 (1967),
111—112, and Blunt 1967, 115—116. Blunt indicates that the
chisse is listed in an inventory, but it is not certain from
his language whether this was dated 1860 or 1875.

6. Blunt 1967, 115—116, for the provenance after Gam-
bier Parry’s death; the date of purchase by Widener is re-
corded in NGA files. Consultation of the Gambier Parry
papers, which Blunt examined at Highnam (then belong-
ing to Thomas Fenton) in 1967, may eventually provide
clues to the earlier ownership.

7. See Fernand Cabrol and Henri LeClercq, eds. Dic-
tionnaire d’archéologie chrétienne et de liturgie, 15 vols.
in 30 (Paris, 1907-1953), 3(1913), 1109.

8. On the dual meaning see Gauthier 1966, 943—-944;
Gauthier 1972, 95; and Marie-Madeleine Gauthier, “Dos-
siers,” L’information d’histoire de I'art 9 (1964), 78.

9. Gauthier 1987, 146.

10. On the hybrid creatures with swanlike necks and
rinceaux tails prevalent in enamel works, reflecting
“Plantagenet taste,” see Gauthier 1964, 151; Gauthier
1972, 88, and Gauthier 1987, 146. She associates them
with the Apocalyptic theme of Christ in Majesty with the
Apostles, as on the lid of the Washington chisse.

11. Gauthier 1972, 96.

12. Marie-Madeleine Gauthier, “Les décors vermi-
culés dans les émaux champlevés limousins et méridio-
naux,” Cahiers de Civilisation Médiévale 1:3 (1958), 369.

13. Gauthier 1966, 947; Gauthier 1967, 152, 156; Gau-
thier 1972, 98—99.

14. On the Apt chisse, dated by Gauthier c. 1170-
1190, possibly from the destroyed church of Saint-Pierre,
see Gauthier, “Dossiers” 1964, 78—80; Gauthier 1987,
144—145, NO. 147.

15. See Gauthier 1987: Nantouillet, 165-168, no. 177;
Gimel, 94-97, no. 9o; Darmstadt, 99—100, no. 92, and
Saint Petersburg, 100-102, no. 94.



16. This was first noted by Marquet de Vasselot 1906,
11-13.

17. Hugh Tait, The Waddesdon Bequest (London,
1981}, 16 and pl. 1A, IB. Gauthier 1987, 97—99, cat. 91 (with
a dating of 1170/1172).

18. Marquet de Vasselot 1906, 10. Gauthier 1966, 940,
noted that patterns of wear on the gilt surfaces of a Kofler-
Truniger chisse (now in the Keir Collection, Great
Britain) showed how it was grasped to be raised and
presented to the faithful, with the religious images
toward the congregation and the decorative back presum-
ably visible only to the priest. For an illustration of the
back see Gauthier 1987, pl. L [letter L]:22.

19. Souchal 1963, 59—60, n. 1; Gauthier 1966, 942.

20. See Emile Male, Religious Art in France: The
Twelfth Century. A Study in the Origins of Medieval Ico-
nography, ed. Harry Bober, trans. Marthiel Matthews
(Princeton, 1978), 143.

21. Gertrud Schiller, Iconography of Christian Art,
trans. Janet Seligman, 2 vols. (Greenwich, Connecticut,
1971), 1:106, 110, and Adolf Weis, “Drei Konige,” Lexikon
der christlichen Ikonographie, ed. Engelbert Kirschbaum,
8 vols. (Rome, 1968—1976), 1:539—543. For Joseph behind
the Virgin’s throne, as in this case, see Mile 1978, 69.

22. Gauthier 1972, 94, without indicating location of
the ceremony; Gauthier 1964, 139—-155 on the “golt
Plantagenet.”

23. Rupin 1890, 329. On supply and demand in the
Limoges enamel industry see the essay by Pierluigi Leone
de Castris in Medioevo e produzione artistica di serie:
smalti di Limoges e avori gotici in Campania, eds. Paola
Giusti and Pierluigi Leone de Castris [exh. cat.,, Museo
Duca di Martina, Naples] (Florence, 1981), 13-30.

24. Gauthier 1987, 145.
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Aquamanile
in the Form of a Lion

1942.9.281 (C-5)
Northern French or Mosan

c. 1200

Bronze, with traces of gilding, 13.8 x 17.5 x 7.0
(5716 X 67/8 X 23/a)

Widener Collection

TECHNICAL NOTES

A hinged lid atop the lion’s head opens to allow fill-
ing with water, which would have been poured out at
the mouth.

The object, of a dark brown bronze alloy, is generally in
good condition. The gilding is worn, especially on smooth
surfaces such as the haunches. It adheres best in grooved,
patterned areas. There is a dent in the left hind haunch.

X-ray fluorescence analysis of the surface indicates
that the alloy is approximately 95 percent copper, 2 per-
cent tin, and 1 percent lead, with traces of silver, iron, and
antimony. ! This alloy is consistent with medieval produc-
tion. The presence of mercury in a gilded area indicates
the use of fire gilding. The gray repair on the left hind
haunch appears to be a lead-tin solder.

1942.9.281, proper right side
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PROVENANCE

Sigismond Bardac, Paris, before 1913. (Arnold Seligmann),
1913(?]-1916; purchased 22 April 1916 by Joseph E.
Widener, Elkins Park, Pennsylvania, as French, twelfth
century. Inheritance from the Estate of Peter A. B. Wide-
ner by gift through power of appointment of Joseph E.
Widener, after purchase by funds of the Estate.

EXHIBITIONS

Boston, Museum of Fine Arts, 1940, Arts of the Middle
Ages: A Loan Exhibition, no. 283 (ed. Georg Swarzenski);
Baltimore, The Walters Art Gallery, 1987-1988, Artful
Deception: The Craft of the Forger, 1987-1988 (no cat., see
note 10).

Aquamanilia are pitchers in the form of humans or
animals, used for liturgical or secular hand-
washing.? By the twelfth century they were already
numerous, and production continued into the late
Middle Ages. Islamic bronze vessels, brought to
Western attention during the Crusades, often in-
spired their form and certainly stimulated their pro-
duction in Europe.?




Northern French or Mosan, Aquamanile in the Form of a
Lion, 1942.9.281
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Fig. 1 1942.9.281, detail

Fig. 2 Mosan(?), mid-
twelfth century, Ewer
in the Form of a Griffin,
London, Victoria and
Albert Museum
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Of the various human and animal forms used 1n
several hundred aquamanilia that survive from the
Middle Ages, the lion, with its connotations of
power and strength, appears most frequently* This
one, with 1ts sturdy, compact body, bared teeth (fig
1), and mane of finely grooved curls, 1s particularly
impressive

While lion aquamanilia were a specialty of Hilde-
sheim and the lower Saxon region of Germany,® this
example 1s most similar to bronzes generally as-
cribed to Lorraine or the Meuse Valley around 1200
It can be associated with a group of bronze candle-
sticks representing Samson and the lion, particu-
larly two 1n Panis, one in the Musee des Arts
Décoratifs and the other formerly in the Frey
collection ¢

The mane descending 1n a ridge along the ami-
mal’s back occurs 1n a well-known Mosan work of
somewhat earlier date, a ewer 1n the form of a gniffin
or dragon at the Victoria and Albert Museum 1n
London (fig 2)” While the lion 1s more sculptural,
lacking the ewer’s broad, smooth surfaces and
enamel decoration, the two creatures resemble each
other as well 1n the treatment of eyes and mouth,
the protruding tongue, rather canine face, the full,
round chest, and uplifted head

Lions of a similar type, although more plastically
modeled, appear on one foot of the Trivulzio candle-
stick 1n the Duomo of Milan, as symbols of Saint
Mark the Evangelist That candlestick 1s usually
regarded as a Mosan work of around 1200, close 1n
style to Nicholas of Verdun ¢

The Widener aquamanile differs from others of
1ts type chiefly in 1ts unusually small size® and 1its
lack of a handle The size makes the handle dispens-
able, since the whole object could easily be grasped
in one hand The channeled sides, hatched with
rows of tiny horizontal lines between nbs, would
afford a secure grip Designed to let water drip from
1ts tongue after pouring, the lion must have offered
amusement as well as utility

A nearly 1dentical aquamanile in The Walters Art
Gallery 1n Baltimore 1s a forgery derived from the
National Gallery example * Since 1t 1s done to size,
the forger clearly had access to the Washington
work, but 1t 1s not certain when or where AL

NOTES

1 Report 17 March 1987, in NGA conservation labora-
tory files

2 Joseph Braun, Das christliche Altargerat 1n semem
Sein und 1n seiner Entwicklung (Munich, 1932), 540—541,
547-548

3 See Vera K Ostoia, The Middle Ages Treasures
from the Cloisters and The Metropolitan Museum of Art
[exh cat, Los Angeles County Museum of Art, The Art



Institute of Chicago] (Los Angeles, 1969), 120, 257, no. 54.
Important bronze casting centers existed in the Meuse
valley and lower Lorraine, Hildesheim and northern Ger-
many, England, and Scandinavia. See also Falke and Meyer
1935, 38-39, 43; Erica Cruikshank Dodd, “On the Origin
of Medieval Dinanderie: The Equestrian Statue in Islam,”
AB 51 (1969), 220-232; Peter Bloch, introduction to
Franco Maria Ricci, Acquamanili: oggetti medievali per
uso sacro e profano (Milan, 1982), 7-16.

4. George Szabo, “Medieval Bronzes in Prodigious
Variety,” Apollo 89 (May 1969), 359, estimated five hun-
dred aquamanilia have survived; Bloch 1982, 9, counted
about 380. On lion aquamanilia see Falke and Meyer 1935,
57; Bloch 1982, 9—12, and especially William Wixom, “A
Lion Aquamanile,” BCMA 61 (1974), 260—268, 270.

5. On Hildesheim lions and Western works that in-
fluenced them see Georg Swarzenski, “Samson Killing
the Lion: A Medieval Bronze Group,” BMFA 38 (1940),
67-74.

6. Falke and Meyer 1935, 62; 106, no. 254, figs. 218a, b,
and no. 260, fig. 224 (as from one Mosan workshop, per-
haps at Dinant). The basis for Falke and Meyer’s Mosan-
Lotheringian group (1935, 57) includes a lion aquamanile
with an old provenance at its present location, the church
of Saint Servatius, Maastricht; and the Samson/lion
groups on the frieze of the Shrine of the Three Kings by
Nicholas of Verdun at Cologne Cathedral. Falke and
Meyer assigned the Washington lion to France or Lower
Lorraine, ¢. 1200 (1935, 110, no. 374).

7. No. 1471-1870. See Falke and Meyer 1935, 39, 106
no. 266, figs. 230a, b (as Lorraine, school of Verdun, second

half of twelfth century); Die Zeit der Staufer:
Geschichte — Kunst — Kultur [exh. cat., Altes Schloss und
Kunstgebiude], 5 vols. (Stuttgart, 1977), 1:499, no. 652; 2:
color repro. 460, as Mosan, mid-twelfth century.

8. Mia Cinotti, II Duomo di Milano, 2 vols. (Milan,
i973) 2:259—-261, 297, nn. 118-138; for a detail, Otto Hom-
burger, Der Trivulzio-Kandelaber (Zurich, 1949), fig. 6.

9. See Falke and Meyer 1935, 109—116. Almost every
lion aquamanile catalogued is at least 20 cm in height and
20 cm in length, with some being over 30 cm long.

10. Acc. no. 53.26; similarity noted by Christensen
1952, 30. The Baltimore and Washington lions were dis-
played side by side in the 1987-1988 exhibition, Artful
Deception: The Craft of the Forger, The Walters Art Gal-
lery (see exhibitions).
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Aquamanile
in the Form of a Horseman

1942.9.280 (C-4)
Probably English or Scandinavian

Thirteenth century
Bronze, 28.5 X 35.5 X 15.3 (11316 X 14 X 6)
Widener Collection

TECHNICAL NOTES

The whole surface, including the handle, is battered and
nicked. The rider’s left arm is missing, with a socket re-
maining where it was apparently once attached, possibly
with a dowel. His head is partly detached from the neck.
Longer reins, whose ends are broken off along the sides of
the horse’s neck, were apparently once connected to a
bridle. The tail and part of the hobblelike band on the
right hind leg are also broken off. The left front and hind
legs are replacements.! A roughly square patch is on the
horse’s upper belly, with solder visible along two edges.
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X-ray fluorescence analysis indicates virtually iden-
tical composition for the body of the horse and the han-
dle: a leaded tin bronze of about 8o percent copper, 10 to
11 percent tin, and about 10 percent lead, with small
amounts of silver, antimony, and iron.? This alloy is con-
sistent with medieval production. The gray patch visible
around a small puncture on the horse’s left haunch and
repairs at the man’s neck appear to be made of lead-tin
solders of differing compositions; the discrepancies may
indicate repairs at different periods.

The bronze that plugs the circular hole on the horse’s
chest has a composition consistent with production at
the same time as the rest of the object. Such plugs, typical
of hollow-cast aquamanilia, were part of the casting
process, and do not necessarily indicate later closing up of
a former pour-spout. The present form indicates liquid
was poured in through the top of the rider’s head and out
through the horse’s mouth.
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1942.9.280, proper left side

1942.9.280, front

30 MEDIEVAL METALWORK AND ENAMELS

PROVENANCE

Sigismond Bardac, Paris, before 1913. (Arnold Seligmann),
1913(?]-1916, by whom sold 22 April 1916 to Joseph E.
Widener, Elkins Park, Pennsylvania, as Flemish, thir-
teenth century. Inheritance from the Estate of Peter A. B.
Widener by gift through power of appointment of Joseph
E. Widener, after purchase by funds of the estate.

EXHIBITIONS

Buffalo, The Buffalo Fine Arts Academy, Albright Art Gal-
lery, 1937, Master Bronzes Selected from Museums and
Collections in America, no. 113 {ed. Gordon Bailey Wash-
burn). Boston, Museum of Fine Arts, 1940, Arts of the
Middle Ages: A Loan Exhibition, no. 290, pl. XXXIII (ed.
Georg Swarzenski).

On aquamanilia see the entry on 1942.9.281, Aqua-
manile in the Form of a Lion. This one takes the
form of a rider, probably a hunter, who may have
held a falcon on his missing left arm or hand.* The
costume supports its identification as a thirteenth-
century falconer.

Of the many horse-and-rider aquamanilia sur-
viving from the Middle Ages, none resembles the
National Gallery’s example closely enough to serve
as a key to its origin and date. This aquamanile is
unusual for its large size and other features: the low-
slung proportions of the horse and the rider’s slen-
der elegance; the man’s long surcoat spreading into a
broad triangular panel that covers his leg com-
pletely on either side; and the polygonal form and
perpendicular attachment of the handle’ Also ex-
ceptional are the hobblelike bands, so far unex-
plained, on the horse’s hind legs (the left one
restored in the style of the surviving right leg; see
note 1).

Wide-ranging attributions testify to the ' dif-
ficulty of tracing local origins for this class of
functional, portable object. Findspots are often un-
recorded, and relationships with artworks of known
origin tenuous. Falke and Meyer, who made the
most thorough study of the genre, considered this
one northern French or Mosan, and dated it to the
twelfth century, comparing it in particular with an
example in the Musée des Arts Décoratifs, Paris.®
They noted, however, that aquamanilia of the Na-
tional Gallery type must have influenced a group of
less sophisticated “huntsman aquamanilia” found
in Scandinavia, Hungary, and southern Russia’
Georg Swarzenski, in 1940, was the first to call the
Washington aquamanile English or Scandinavian (?),
thirteenth century.®

Two other rider aquamanilia bear some signifi-
cant similarities to this example. One in the Vic-
toria and Albert Museum, found in Somerset, was
first published as English, c. 1180, but is now called
thirteenth-century Scandinavian (fig. 1)° The other,



Fig. 1 English or Scandinavian(?), thirteenth century,
Horseman Aquamanile, London, Victoria and Albert
Museum

in the Kunstgewerbemuseum, Berlin, was recently
published as possibly Scandinavian or Hungarian,
thirteenth century (fig. 2).°® These share with the
Washington example the smooth surface treatment;
a horse with a long, low body; abstract and rudimen-
tary equestrian gear; and riders with thin arms
dressed in garments with long side flaps. But neither
shows the present example’s elegant carriage, grace-
fully slender proportions, the unifying and stabiliz-
ing effect of his spreading garment, or his wide-eyed,
faintly classical facial features, paralleled in the
horse’s long neck and sharply defined eyes, nose,
and lower jaw.

Some support for an English, mid-thirteenth-
century origin comes from manuscript illumina-
tions such as those of the Life of Saint Thomas
Becket, dated about 1230-1240 and assigned to Saint
Alban’s or Westminster." Despite some major stylis-
tic differences, similarities appear in certain pro-
files; in the spreading fall of the riders’ mantles; in
the forms of the shoes, stirrups, and grip of the
reins; in the contours of the horses’ noses and
mouths, and even in the prominent genitalia of the
horse (also indicated on the Victoria and Albert
aquamanile found in Somerset).
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Fig. 2 Scandinavian or Hungarian(?), thirteenth century,
Horseman Aquamanile, Berlin, Kunstgewerbemuseum

The National Gallery rnider displays a calm dig-
nity unusual in objects of this kind While some
evidence exists for English production, the absence
of any closely similar work leaves open the question
of its precise origin AL

NOTES

1 The left front leg, more silvery in color than the
body, 1s joined to 1t with a pin and solder, 1its alloy, dif-
ferent from that of the body, 1s brass, composed of 89
percent copper, 9 percent zinc, and small amounts of iron,
silver, antimony, and tin (report cited in note 2) The right
front foot, grayish 1n color, thin, and curved inward, also
appears to be a replacement

2 Report of 2 March 1987, 1n NGA conservation lab-
oratory files

3 Falke 1928, 248, Falke 1929, 427, Falke and Meyer
1935, 50

4 Noted by Georg Szabo 1n letters to the author, 15
March 1983 and 17 October 1986 For a falconer aquama-
nile 1n the Cloisters see Vera K Ostoia, The Middle Ages
Treasures from the Cloisters and The Metropolitan Mu-
seum of Art [exh cat, Los Angeles County Museum of
Art, The Art Institute of Chicago] (Los Angeles, 1969), 127
and 257, no 57 (with contributions from Szabo'’s research)
The Cloisters aquamanile, catalogued as Lorraine-Mosan,



first half of thirteenth century, resembles the Washington
example in costume but not style. For a survey of the
falconer theme see Christian Antoine de Chamerlat, Fal-
conry and Art (Courbevoie [Paris] and London, 1987).

5. Falke 1928, 246, and Falke and Meyer 1935, 44,
noted the exceptional size. Falke suggested the han-
dle was a restoration or later addition (1935, 44, 107, no.
288). Its color, condition, and composition, however, are
consistent with those of the horse’s body (see techni-
cal notes).

6. Falke and Meyer 1935, 44, and 107, no. 286, ill. 253a,
b. The Paris acquamanile, from the Martin-le-Roy collec-
tion, differs from the Washington example by virtue of its
much more detailed surface decoration, costume, and ac-
couterments and in its rider’s squat proportions.

7. Falke 1929, 427; Falke and Meyer 1935, 50.

8. See exh. cat. Boston 1940, no. 290 (exhibitions), and
Swarzenski 1940, 8—12, 23. He did not cite any specific
comparison, but may have drawn his conclusion through
comparisons with examples illustrated in the publica-
tions cited in notes 7 and 9 here. His view was essentially
accepted by Seymour (1949, 171172, as probably English).

9. M 70-1949. See Philip Nelson, “An English Eques-
trian Aquamanile” The Antiquaries Journal 12 (1932),
446—448. Falke and Meyer 1935, no. 323, catalogued it as
probably English, thirteenth century.

10. F-1479. See Dietrich Kétzsche in exh. cat. Miin-
ster-Saarbrucken-Hannover 1983, 78-81, no. 45. Following
Falke’s earlier association (1929, 427) of the Berlin aqua-
manile with the one here catalogued, Kotzsche noted
several similarities but observed that the Washington ob-
ject’s place of origin is uncertain.

11. Sotheby’s, London, Western Manuscripts and Min-
iatures..., 24 June 1986, no. 40, esp. fol. 1v, repro. on 41;
Nigel Morgan, Early Gothic Manuscripts I. 1190-1250
(A Survey of Manuscripts Illuminated in the British Isles,
1v) (London, Oxford, and New York, 1982), 107-108, no.
61, pls. 206—208.
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1940 Swarzenski, Georg. “Arts of the Middle Ages”
ArtN 38 (17 February 1940): 8-12, 23, repro. 11.

1942 Widener 1942: 9.

1949 Seymour, Charles, Jr. Masterpieces of Sculpture
from the National Gallery of Art. New York, 1949: 4, 11,
I71—172, TEPTO. 32, 33.

1952 Christensen 1952: 2224, 30.

1965 National Gallery of Art. Summary Catalogue of
European Paintings and Sculpture. Washington, 1965: 154.

1968 National Gallery of Art. European Paintings and
Sculpture, Illustrations. Washington, 1968: repro 136.

1983 Ex aere solido: Bronzen von der Antike bis zur
Gegenwart. Exhibition organized by the Stiftung Preussis-
cher Kulturbesitz, Berlin, Westfilisches Landesmuseum,
Miinster, Saarland-Museum, Saarbrucken, and Kestner-
Museum, Hannover. Berlin, 1983: 81, no. 45 (essay by Die-
trich Ko6tzsche).



Book Cover
with Christ in Majesty

1961.9.182 (C-528)
French (Limoges)

c. 1210

Champlevé enamel on copper, with traces of gilding,
mounted on wooden backing

metal plate: 21.3 x 11.2 (8% X 434); wood backing:
22.6 X 12.4 (878 X 47/)

Samuel H. Kress Collection

MARKS

A red-bordered sticker on the back with “6486” may re-
cord an inventory number from the Trivulzio collection,
Milan. On a paper covering most of the wooden back is a
lengthy description in Italian and Latin,- concemed
chiefly with the iconography, presumably the work of a
Trivulzio curator or cataloguer.!

TECHNICAL NOTES

The object is in worn condition, with losses to the enamel
at all four corners, below the ox on the lower right, be-
neath the right arm of Christ, and at the top center. The
lower corners of the metal plaque are broken off, but the
corners of the wood backing show no corresponding dam-
age, indicating that the wood postdates the damage. The
wood is chipped at the edges and has holes, possibly
wormbholes, in many places. A triangular metal plate, sur-
mounted by a ring for suspension, is affixed to the back.
Of the nails that once held the metal plaque to the wood
backing, only the corner ones remain.

Traces of gilding survive, notably around the figures’
necks, in the lines surrounding the inner rainbow, the
stool, and the cruciform rosettes, and in dots within the
mandorla. The right arm of Christ is a replacement, with
considerable damage to the enamel around it. X-ray fluo-
rescence analysis, however, indicates that the alloy is sim-
ilar to the rest of the body.? This alloy is fairly pure copper,
with traces of lead, silver, antimony, tin, iron, calcium,
and chlorine (the last three elements probably present in
corrosion products), consistent with medieval produc-
tion. Gold and mercury in gilded areas indicate the use of
fire gilding. Additional data on the composition of each
enamel color appear in a table in the Appendix.

PROVENANCE

Reportedly Trivulzio collection, Milan; (Count Ales-
sandro Contini-Bonacossi, Florence); sold by 1937 or 1939
to Samuel H. Kress, New York;? Samuel H. Kress Founda-
tion, New York, 27 February 1950.*

This is one of about two hundred Limoges enamel
book cover decorations produced between c. 1170
and 1220, recorded in the Corpus des émaux mérid-
ionaux.’ It would originally have been set within a
rectangular hollow, with chamfered edges, in the
center of a wooden panel lined with thin sheets of
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copper or silver. Decorative enameled borders
would have been nailed in place around the central
plaque.*

The iconography — Christ in Majesty, enthroned
on the rainbow and flanked by the four beasts sym-
bolic of the Evangelists (based on Rev. 4:2—7)—is
one of two subjects found on these Limoges book
covers.” The other, the Crucifixion, occurs far more
frequently, appearing on about two-thirds of the ex-
amples. Enough pairs exist (recognizable as such,
even when separated, by their identical borders) to
suggest that the two subjects often formed the front
and back covers of liturgical books; but the nu-
merical predominance of the Crucifixion may indi-
cate that this subject could also serve as the upper
cover of books which had figural enamel decoration
only for that cover. Since no Limoges book cover
remains attached to its original manuscript, sugges-
tions about the type of liturgical codices they typi-
cally enclosed must remain conjectural.®

The earliest examples of these book covers,
c. 1170-1190, have enameled figures on a gilded
ground following Byzantine cloisonné models.’
Workshops around 1190 introduced gilded figures
against colorful enameled grounds. The use, as in
the present example, of a central figure cast sepa-
rately and entirely in relief (as opposed to a figure in
reserve with only the head in relief)] was another
innovation in the r19os. Gauthier places the Wash-
ington example in the Corpus’ “group ten” of covers
and plaques belonging to book bindings, along with
twenty-six other examples datable to the period
c. 1195—1220."° The range and placement of colors
here is characteristic (although no one scheme re-
curs without variation): an outer background of
lapis lazuli blue; a lighter, grayer blue within the
mandorla, and sky blue with white, accented with
red dots, for the inner rainbow, scalloped edges of
the mandorla, and Christ’s halo. Yellow and green
with traces of red are used for the outer rainbow, the
cruciform rosettes, and the creatures’ haloes, with
red for the cross in Christ’s halo. Turquoise appears
only in the footstool and in the books held by the
creatures."

The Christ figure in the National Gallery exam-
ple reflects a decline in the quality of modeling and
line engraving after 1200, presumably occasioned by
mass production to meet heavy demand.”? This can
be observed by comparing this figure with no. 2441—
1856 in the Victoria and Albert Museum, or the
Gambier-Parry example in the Courtauld Institute,



French (Limoges), Book Cover with Christ in Majesty,
1961.9.182

London.” The garments on those Christ figures have
more abundant, supple, and curvilinear folds, more
effectively suggesting volume and movement. The
conception of Christ’s face is nobler than in the fig-
ure on the Washington plaque, with its compressed
features, close-set eyes, and flattened skull.

On the other hand, the evangelist symbols at the
corners in the Washington example are drawn with
more graceful movements and elegant proportions
than are those in many other examples, and they fit
better into their corner settings, with their wings
and bodies relating harmoniously to the curves of
the mandorla. This plaque may have been produced
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1961.9.182, reverse (inscription glued to back)

in a workshop employing specialized craftsmen for
different parts. The maker of the engraved enamel
plaque in this case appears more skillful than the
sculptor of the appliqué Christ.

Christ’s right arm, with a pointing index finger —
in contrast to the traditional two-fingered blessing
gesture —is exceptional for Limoges figures of this
type. Moreover, the style of the sleeve, with tubular
zigzag folds, contrasts with that of the rest of the
drapery. These features, along with its separate at-
tachment and the damaged condition of the sur-
rounding surface, indicate the arm is a repair, even
though its metallic composition matches that of the



rest of the figure. It is difficult to account for this
apparent contradiction; conceivably the area in
question was damaged and later restored with a frag-
ment of the original metal, or with metal taken
from another work of similar origin. A.L.

NOTES

1. See illustration; a transcription and translation are
in NGA curatorial files.

2. Reports of 6 January and 4 February 1987, in NGA
conservation laboratory files.

3. A letter from A. M. Hind to John Walker, 12 June
1951, states that Hind first heard (from Alfred Frankfurter,
editor of The Art News) of the Trivulzio nielli, with which
this enamel was acquired, as being in Kress’ possession in
1937. In a letter to the author, 25 June 1984, Marie-
Madeleine Gauthier mentioned a sale of the Trivulzio col-
lection in London, 6 June 1939; no catalogue, however, has
been located.

4. Deposition by Herbert L. Spencer, executive direc-
tor, Samuel H. Kress Foundation, 21 August 1956, on file
in the secretary-general counsel’s office, National Gallery
of Art, no. 0-154.

5. For the Corpus des émaux méridionaux see entry
on 1942.9.278, the Limoges chisse, note 1. For book
covers, to be catalogued in volume 2 of the Corpus, see
also Philippe Coudraud in Marie-Madeleine Gauthier and
Genevieve Frangois, Medieval Enamels: Masterpieces
from the Keir Collection, ed. and trans. Neil Stratford
[exh. cat., The British Museum] (London, 1981), 16—17, no.
9, and Marie-Madeleine Gauthier, “A Limoges Champlevé
Book-cover in the Gambier-Parry Collection,” BurIM 109
(1967), 152-157.

6. See for example Victoria and Albert Museum no.
2441-1856 and others illustrated in Medioevo e produ-
zione artistica di serie: smalti di Limoges e avori gotici in
Campania, eds. Paola Giusti and Pierluigi Leone de
Castris [exh. cat.,, Museo Duca di Martina, Naples] (Flor-
ence, 1981), 64, no. 1, 4; and Gauthier 1972, 110, 112—114,
335, 337—338, nos. 5§8—59, 64—65. For the construction see
Gauthier 1967, 155.

7. Gauthier 1967, 155, n. 11, cites forty-six examples of
Limoges book covers or plaques with Christ in Majesty.
For additional illustrations see W. Frederick Stohlman,
“Assembling Marks on Limoges Champlevé Enamels as a
Basis for Classification,” AB 16 (1934), 14—18. For the ico-
nography see Gertrud Schiller, Ikonographie der christ-
lichen Kunst, 5 vols. in 4 (Giitersloh, 1966-1976), 3: 233—
249, €Sp. 245-249.
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8. Gauthier 1967, 152; Marie-Madeleine Gauthier
1972, 110, 112, 114.

9. Gauthier 1967, 156; Gauthier, “Les reliures en
émail de Limoges conservées en France. Recensement rai-
sonné,” Humanisme actif. Mélanges d’art et de littérature
offerts d Julien Cain, 2 vols. (Paris, 1968), 1:277.

10. The twenty-six objects in group ten of the Corpus,
following a list generously provided by Mme Gauthier, of
26 June 1984, are:

A) Central plaque with Christ in Majesty: London,
Courtauld Institute (Gambier Parry 68); London, British
Museum no. 1850, 7—15, 2; London, Victoria and Albert
Museum, 34.7870; Rouen, Musée des Antiquités, inv. 495;
Amsterdam, former Manheimer collection, before 1941
(confiscation Munich, no. 1625/8); Paris, Musée du
Louvre, cat. 91; Berlin, Staatliche Museen, KGW 17.88
(lost in World War 11); Birmingham, Barber Institute of
Fine Arts.

B) Central plaque with Crucifixion: Chantilly, Musée
Condé; Oxford, Ashmolean Museum (Bodleian collec-
tion); Paris, Musée du Louvre, inv. OA 941; Berlin, Staat-
liche Museen, KGW 17.83 (lost in World War 11); Paris,
Bibliothéque Nationale, Mss. Smith Lesouef I; Paris, sale
27 May 1937, no. 50; Paris, formerly Salavin collection;
Walter Stahlberg collection, unlocated.

C) Complete cover with Christ in Majesty: Neuilly,
formerly Martin-le-Roy collection, no. 31.

D) Complete cover with Crucifixion: Lucerne, Kofler
collection (K650A; now Keir collection); Paris, Drouot
sale 26 April 1978, no. 43; Paris, Musée du Louvre, no. 88,
inv. OA 6173; Paris, Petit Palais, Dutuit collection; Toledo
Museum of Art; Manchester, John Ryland’s Library, no. 1;
Pavia, Museo Civico, B287.

E) Pair of covers, with Crucifixion and Christ in Maj-
esty: Novgorod, Saint Sophia Museum, 53A and B.

11. For color plates of comparable examples see Gau-
thier 1967, fig. 58, and exh. cat. London 1981, pl. 9.

12. Gauthier 1968, 278, 281.

13. Gauthier 1967, figs. 58, 63; for a larger illustration
of the Victoria and Albert example see note 6.

14. W. Frederick Stohlman argued that many Limoges
objects were produced in an assembly-line fashion by
more than one craftsman. See his “Quantity Production
of Limoges Champlevé Enamels,” AB 17 (1935), 390-394.
For recent discussion of this theory see Giusti and Leone
de Castris (as in note 6), 26—27.

REFERENCES
None.



1942.9.284, proper left side

Pyx

in the Form of a Dove

1942.9.284 (C-8)
French (Limoges)

. 1220/1230

Gilded copper with enamel, 18.2 x 22.6 x 19.05
(7Y% x 874 x 7%); diam. of base: 16.8 (6%4);
diam. of disk: 8.2 (3%); h. of wall around base:
2.4 (1%s); h. of turrets: c. 4.1 (1%4)

Widener Collection

TECHNICAL NOTES

Generally well preserved, this pyx is composed of metal
sections soldered and riveted together. The body of the
bird is hollow-cast in two parts. A vertical seam, faintly
visible on the breast (fig. 1), is more prominent where a
dent between the legs, near the proper left leg, has forced
the two halves slightly apart. This dent appears to have
occurred before the feet and legs were mounted on the
enameled disk and paten at the base. The gilding is worn
away on the hatch top, the breast, the top of the head, the
joints of the feet, and especially on the paten and the
turreted wall around it.

The feather pattern on the unenameled surfaces of the
bird’s body (figs. 1, 2| corresponds in engraving style and
quality to the serrated lines on the paten (fig. 3) and on
the turreted wall around it. This consistency, along with
the similarity of the metal composition (see below), indi-
cates that all these portions are coeval.

Two holes pierce the paten, one at the front of the dove
and one at the rear, about 6 cm from the enameled disk at
the center. The surface around these holes is heavily
scratched and worn, probably because chains used to sus-
pend the pyx passed through the holes.!

Small losses in the rear compartments of both wings
have been repaired with hard blue-green and white pig-
mented material. A photograph published in 1901% shows
what appears to be a bare spot on the proper left wing,
suggesting the repairs postdate that year.

X-ray fluorescence analysis indicates that all metal
parts of the object have similar compositions: gilded cop-
per, with small amounts of antimony, silver and iron, and
occasional traces of lead.® The presence of mercury indi-
cates fire-gilding. The eyes are translucent blue glass,
composed primarily of lead and zinc, with very small
amounts of cobalt and manganese. The enamel on the
bird is chiefly lead and tin, with small amounts of manga-
nese and zinc, and no cobalt.

PROVENANCE

Prince Pétr Soltykoff, Paris (sale Hotel Drouot, Paris, 8
April 1861 and following days: 22, no. 74; see note 15);
Ayers, Paris, 1861-2*; Alessandro Castellani, Rome (sale,
H. Hoffmann and Charles Mannheim, Rome, 17 March—
10 April 1884, part 2, 233, no. 618); Count Ferdinand de
Lasteyrie, by 1890;° John Edward Taylor, London (sale,
Christie, Manson and Woods, London, 1—4 and g—10 July

1942.9.284, proper right side
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Fig. 1 1942.9.284, detail
of breast

Fig. 2 1942.9.284, with
lid open, showing
blessing hand of God
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1912, 21, no. 65, repro.); {Duveen Brothers, New York or
Paris, ¢. 1912—1914); purchased 1914 by P. A. B. or Joseph
Widener, Elkins Park, Pennsylvania; inheritance from the
Estate of Peter A. B. Widener by gift through power of
appointment of Joseph E. Widener, Elkins Park.

EXHIBITIONS

London, Burlington Fine Arts Club, 1897, Catalogue of a
Collection of European Enamels, 13—14, no. 52, pl. 9;
Paris, Exposition Universelle, 1900, Catalogue officiel il-
lustré de I'art frangais des origines d 1800, 294, n0. 2554.

This is one of more than forty-two eucharistic doves
catalogued in the Corpus des emaux méridionaux,
including six of doubtful authenticity and a dozen
whose present whereabouts are unknown.® A date of
1220/1230 has been proposed for the Washington
dove, which stands out for its high quality and unu-
sually complete condition.

Joseph Braun traced the history of dove-shaped
eucharistic containers and their manner of use.” The
earliest reliable record of a metal dove containing
the eucharist —suspended over an altar, as this one
must have been — comes from France, in a document
possibly as old as the eighth century (note 13,
below). Such doves may have been used earlier, par-
ticularly in the Byzantine east.?

This type of dove, of gilded copper with enam-
eled wings and tail, was produced in Limoges in
considerable quantities in the thirteenth century,
for sale throughout Europe along with other wares
of the Limoges enamel industry.’ Although no me-
dieval discussion of the vessels’ symbolism is
preserved, their form certainly alludes to the Holy
Spirit and perhaps reflects subtle doctrinal con-
siderations concerning the relationship between the
Spirit and the Host. Efforts to clarify the doctrine of
the Eucharist, culminating when Pope Innocent 111
{1198-1216) promulgated the doctrine of Transub-
stantiation at the Fourth Lateran Council of 1215,
must have contributed to their popularity in the
thirteenth century.® The constitutions of William
of Blois, Bishop of Worcester, declared in 1229 that
not only gold and silver but also vessels de opere
lemovitico were appropriate to contain the
Eucharist."

Like many Limoges doves, the Washington ex-
ample stands on an enameled disk, which is still
affixed to a base in the form of a paten.” What dis-
tinguishes the Washington dove from others is the
encircling, turreted wall around the paten, suggest-
ing a fortress or a crown. Eucharistic doves in asso-
ciation with crowns, perhaps symbolic of the
Heavenly Jerusalem, may have existed as early as
the eighth century.”® Only one other dove now has
such an enclosure attached, no. R.B.K. 17205 at the
Rijksmuseum, Amsterdam.” In that case the enclo-



Fig. 3 1942.9.284, detail
of paten

sure is square with eight towers. The Amsterdam
dove comes from the Soltykoff collection, a prove-
nance the Washington dove shares.® The Amster-
dam enclosure, which is probably modern,* appears
from the style of its engraving to be modeled on the
one on the dove now in Washington.

The subdued coloring of the Washington dove,
with its bands and scales of pale blue fading into
white and only an occasional patch of blue-green (on
the right wing) or tiny trace of red (as an under-
layer — possibly used as a flux—on the front com-
partments of the wings, and in small dots and bands
on the tail) puts it among the more austere exam-
ples. Most show a considerably wider range of col-
ors, including larger areas of red, yellow, green, and
turquoise.” The dove in the Milan Cathedral trea-
sury® and another one at the Musée de Cluny, Paris
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(no. Cl. 1957), are closer to the National Gallery ex-
ample in the predominance of serene blue and white
on the wings.

The inner surface of the lid in the Washington
dove’s back is engraved with the blessing hand of
God (fig. 2), a feature also found in the examples in
Copenhagen and in the Kestner Museum, Han-
nover.” The lower end of the leaf-shaped handle fits
through a hole in the body to secure the lid.

The Washington dove has naturalistically
“crinkly” feet, in contrast to the more usual simpli-
fied treatment. Also distinctive is the differing orga-
nization of the enamel decoration of the wings, with
four compartments on the right but three on the
left. The bands crossing the wings vertically are en-
graved with tiny maltese crosses, a feature ap-
parently unique to the Washington dove. A.L.

NOTES

1. A hypothetical reconstruction drawing by Helen B.
Ingalls, Mellon Fellow in object conservation 1984-1986,
is in the NGA conservation laboratory files with her re-
port of 28 February 1985. Wear patterns suggest several
chains were knotted at their ends just above the holes in
the paten, then passed down through the holes, under the
paten, up the sides of the enclosure and through the holes
in it, whence they were drawn up to a suspension point.

2. Molinier and Marcou 1901, 89.

3. Report of 16 March 1985, in NGA conservation lab-
oratory files.

4. Gauthier 1973, 187, without dates or first name.

5. Rupin 1890, 228. Braun 1924, 2:610 and 615.

6. Gauthier 1973, 174; to be published in vol. 3 of
Emaux méridionaux. Catalogue international de I'oeuvre
de Limoges (see 1942.9.278, note 1). The date of this one
was suggested by Marie-Madeleine Gauthier, letter to the
author, 19 July 1984. Mme Gauthier kindly granted access
to the Corpus files for research on this object.

7. Braun 1924, 2:608-616; Joseph Braun, Das Christ-
liche Altargerit in seinem Sein und in seiner Entwicklung
(Munich, 1932}, 290 and 319—323. See also Eucharistic Ves-
sels of the Middle Ages [exh. cat., Busch-Reisinger Mu-
seum] (Cambridge, Mass., 1975), 86—91 (entry by Heidi
Roehrig Kaufmann).

8. See Braun 1932, 290, 319—320, and Eucharistic Ves-
sels 1975, 86. For hanging lamps in the shape of doves,
similar in form, used in Christian Egypt as early as the
fourth century, and their spread into Europe, see Stefan
Wenig, Africa in Antiquity. The Arts of Ancient Nubia and
the Sudan [exh. cat.,, The Brooklyn Museum)], 2 vols.
(Brooklyn, 1978), 2: 315, no. 277.

A Byzantine dove of the sixth to seventh century, from
northern Syria, believed to be a eucharistic dove for sus-,
pension, was acquired by The Metropolitan Museum of
Art, New York, in 1986. See Margaret Frazer, “Silver Litur-
gical Objects from Attarouthi in Syria,” Fourteenth An-
nual Byzantine Studies Conference. Abstracts of Papers
(Houston, 1988), 13—14; The Metropolitan Museum of Art.
Annual Report 1989/1990, 28, repro. A fuller publication



was in preparation at press time. Thanks are due to
Charles Little, Helen Evans, and Susan Boyd for informa-
tion on this.

9. Braun 1932, 321-323.

10. Gauthier 1972, 117-118; Gauthier 1973, 182;
Eucharistic Vessels 1975, 86—91.

11. Braun 1932, 295.

12. Compare cat. 1845, no. 1 at the Musée de Picardie,
Amiens (Gauthier 1973, fig. 5); no. 443 at the Nationalmu-
seet, Copenhagen (Gauthier 1973, fig. 6); no. 44.3 at The
Walters Art Gallery, Baltimore, illustrated in Ursula E.
McCracken, Liturgical Objects in the Walters Art Gallery
(Baltimore, 1967), no. 12.

13. Julius von Schlosser, Schriftquellen zur Geschichte
der Karolingisches Kunst (Vienna, 1892; reprint Hildes-
heim and New York, 1974), 195, no. 609a: an obituary vol-
ume at Auxerre contains a reference (giving day but not
year) to the death of “Frodo levita et canonicus, qui pro
salute animae suae fecit huic ecclesiae columbam argenti
auro mundo deauratam cum corona et catenis argenteis
desuper altare pendentem ad corpus domini nostri Jesu
Christi conservandum.” Schlosser notes that the volume
in question contained records from the eighth to the
tenth centuries. Braun 1932, 290, gives the same reference
(from a different compiler) and extends the possible date
as far as the eleventh century.

Gauthier 1973, 177, suggested that such a mural crown
would symbolize the Heavenly Jerusalem and that, with
precious fabric suspended from the tiny holes, it could
also have formed a small pavilion alluding to the biblical
tabernaculum. See Rupin 1890, 232, for suspended fabric,
which, however, seems to have hung down from a crown
above the dove.

14. See Gauthier 1973, 187 (without illustration); a
photograph is in the NGA curatorial files.

15. Gauthier 1973, 187, n. 14. Both the Washington
and Amsterdam doves were in the Soltykoff sale in 1861
(see provenance), with the numbers 74 and 75 respec-
tively. No. 74, one of five Limoges doves listed there,
reads, “Autre Colombe de méme travail et époque, repos-
ant sur une enceinte tourellée et crenelée, Haut. 18 cent.
Diam. 19 cent.” No. 75 is similarly described, with the
base noted as “de forme carrée” The descriptions are
terse and unillustrated, but the measurements of no. 74
correspond to the Washington example, and the Washing-
ton and the Amsterdam doves are the only known exam-
ples with crowns. A crown without its dove survives at
Saint Nicholas, Bari (Gauthier 1973, 177, 179, fig. 9).

The dove in the Thyssen-Bornemisza collection,
which has also been identified with Soltykoff sale no. 74
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(Paul Williamson, Medieval Sculpture and Works of Art:
The Thyssen-Bornemisza Collection [London, 1987], 148),
retains a jeweled plate with suspension rings, but no
crown.

16. Gauthier 1973, 187.

17. Braun 1924, 2:610. For color illustrations see for
instance K. Rossacher, Der Schatz der Erzstiftes Salzburg.
Ein Jahrtausend deutscher Goldschmiedekunst (Salzburg,
1966), no. 5, color pl. 2; Sotheby’s, London, Medieval
Works of Art, sale cat. 1 December 1983, 8—9, no. 128
(from the Robert von Hirsch collection); Hanns Swarzen-
ski and Nancy Netzer, Catalogue of Medieval Objects in
the Museum of Fine Arts, Boston (Boston, 1986), 17, no. 26;
Williamson 1987 (as in note 15}, 148—151.

18. See Rossana Bossaglia and Mia Cinotti, Tesoro e
Museo del Duomo, 2 vols. (Milan, 1978), 1:58, no. 13, color
repro.

19. Braun 1924, 611, noted this feature also in the
Copenhagen and Hannover doves, “among others.” For the
Copenhagen example see Gauthier 1973, fig. 6.
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Ciborium

1042.9.279 (C-3)
Spanish (Catalan)

c. 1330/1350

Gilded copper and champlevé enamel, h. 36.1 (14%4);
diam. of bowl: 12.1 [4%); diam. of base: 17.7 (7}

Widener Collection

INSCRIPTIONS

Gothic uncials in reserve in enameled sections of foot:
names of the Three Kings, each divided so that letters
flank the relevant figure: BALTASAR, MELCHIOR, CASPAR

BA LT MEL CH C A
AS AR IOR sp
AR

On scroll carried by angel of the Annunciation on lid: AVE
MARIA.

Scratched into the bottom of the foot: 26 and some illegi-
ble arabic numerals. Their relatively fresh look suggests
these do not predate the nineteenth century.

TECHNICAL NOTES

Two enamel colors were used for the backgrounds of the
images on the lid and foot, with a bright turquoise alter-
nating with a duller gray-green. Signs of devitrification in
the duller color, which may once have been cobalt blue,
were under continuing study at press time.! On the bowl,
cobalt blue enamel outside the medallions fades to green.
In a slightly damaged area at the top of one medallion,
cobalt appears to underlie the green. Elsewhere the cobalt
is on the surface.

The enamel is slightly damaged at the bottom of the
cross in the Crucifixion and behind the angel of the An-
nunciation. There is some wear to the gilding in the Na-
tivity scene; much gilding is worn off the base, as well as
the knop, stem, and the base of the finial.

A capsa—a small container for the Host —may once
have existed inside the bowl, as suggested by a bare cop-
per area within a neat circle in the center, with scratches
around it (fig. 1).2 The hole in the center perhaps once
accommodated a screw that held the bowl or the lost
capsa in place.

X-ray fluorescence analysis indicates that all the me-
tallic. components of the ciborium, including the cross
inserted loosely at the top, are of a very similar composi-
tion (characterized by fairly pure copper with traces of
iron, lead, silver, and manganese) except for the pin,
whose high purity, without traces of silver, suggests it is a
modern copper replacement for a lost pin that originally
secured the lid.* The presence of mercury indicates fire-
gilding. Two tiny holes (one now plugged) in the lid at the
bottom of the Crucifixion scene may once have held a
chain attached to the original pin.*
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PROVENANCE

Reportedly Poblet Abbey, Catalonia, Spain. Purchased
from an unknown source by Joseph E. Widener, Elkins
Park, Pennsylvania, as French {Limoges), fourteenth cen-
tury. Inheritance from the Estate of Peter A. B. Widener by
gift through power of appointment of Joseph E. Widener,
after purchase by funds of the Estate.

The Washington ciborium® is among the finest of
about a dozen such intact Eucharistic containers,
and fragments of many others, that are now regarded
as Spanish works of the fourteenth century® Illus-
trating it as an exemplar of the group, Gauthier
noted that most of these objects were long regarded
as Limoges works, but that they are more likely
Limoges-influenced products of the Catalan and
Roussillon regions, where most are preserved.” The
selection of themes, organization of images, and the
sharply ridged contours of the ciborium elements
are peculiar to this group.

The scenes on this example, with figures in re-
serve metal under triconch arches against enameled
grounds, are, counterclockwise on the lid: the
Annunciation, Visitation, Resurrection, Nativity
(fig. 2), Annunciation to the Shepherds, and Cruci-
fixion (see below for discussion of the order); on the
base, Balthazar, Melchior, Caspar, the Madonna and
Child (fig. 3), Joseph, and a youthful Christ en-
throned. Six medallions on the bottom of the bowl
contain angels at three-quarter length, against alter-
nating red and turquoise backgrounds.® The sketchy,
engraved line drawings, in a succinct and lively style
with expressively gesticulating figures, lend con-
siderable charm to the tiny images.

A ciborium in a New York private collection
(figs. 4, 5) is virtually identical to the National Gal-
lery example in the iconography of its lid. The same
six scenes appear in the same order, each under a
trilobe arch. The composition within each scene is
also remarkably similar, though the drawing is gen-
erally more refined and detailed on the Washington
example. Costumes differ slightly, and there are no
inscriptions on the New York work. A third ci-
borium with the same iconography on its lid and
similar compositions was once in the Dzalynski-
Czartoryski collection, in the Chateau de Golu-
chow, Poland.’ These resemblances could reflect a
workshop relationship for all three, reliance on
common models, or contemporary copying of one
by the makers of the others.



Spanish (Catalan), Ciborium, 1942.9.279
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Fig. 1 1042.9.279, detail with lid open Fig. 2 1942.9.279, detail of lid, Nativity and
Annunciation to the Shepherds

Fig. 3 1942.9.279, detail of foot
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Fig. 4 Roussillon or
Catalonia, Ciborium,
New York, private col-
lection

Fig. 5 detail of Fig. 4
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The ciborium at the National Gallery differs
from others in the consistent hexagonal outline of
all its elements (except for the bowl); others have at
least one round component besides the bowl. One
ciborium with considerable resemblance to this
one, at the Musée de Cluny, Paris (Cl. 19963}, has
four scenes from the life of Christ on the lid, and all
its structural elements are hexagonal except the
finial."

Comparisons with the engraved images on re-
lated ciboria support the conclusion that the one in
Washington is among the finest surviving objects of
its kind. The most similarly concise and animated
style appears in the drawings of angels and prophets
on a circular ciborium foot in the Museos de Arte,
Barcelona (no. §331)."

The Washington ciborium is unusual in having
retained the cross atop its finial. The organization
of the scenes on the lid in relation to the cross and
fittings seems deliberately meant to establish an
orientation for the object. The Resurrection, which
interrupts the chronological order, and the Cruci-
fixion are aligned with the faces of the cross. The
pin securing the lid below the Crucifixion indicates
that this scene was at the front. The crucified Christ
on the lid could also be seen as lining up with the
Enthroned Christ on the foot. Intentional corre-
spondences between other images on the upper and
lower portions are also possible (Nativity above,
Madonna and Child below).

Poblet, reportedly the former home of this ci-
borium, is a Cistercian abbey in the archdiocese of
Tarragona in northeastern Spain. Founded in the
twelfth century, the abbey became the burial place
of Spanish kings.”? If this ciborium was at Poblet, it
probably left in 1835, when the monks departed and
the abbey was sacked during the First Carlist War."”
AL

NOTES

1. Berrie and Sturman 1992. The high potassium and
low lead content of this color apparently made it particu-
larly susceptible to decomposition under conditions of
elevated relative humidity and temperature.

2. The capsa survives, lidless, in a ciborium in The
Walters Art Gallery, Baltimore (no. 44.112).

3. Report of 20 March 1985, in NGA conservation lab-
oratory files.

4. Compare the example once in the Dzalynski-
Czartoryski collection in Poland; Emile Molinier, Collec-
tions du Chdteau de Goluchow. Objets d’art du moyen
dge et de la Renaissance (Paris, 1903}, 44, no. 164, pl. VIII.

5. On the etymology of the word and development of
the ciborium as a container for the Eucharist see Joseph
Braun, Das Christliche Altargerit in seinem Sein und
seiner Entwicklung (Munich, 1932), 280, and esp. 307. See
also Eucharistic Vessels 1975 (entry by Thomas DaCosta
Kaufmann), 65-68.



6. These are to be published in volume s of Emaux
méridionaux. Catalogue international de I'oeuvre de
Limoges. For the Corpus des Emaux méridionaux see
1942.9.278, the Limoges Chdsse, note 1.

7. Gauthier 1972, 192, and for fourteenth-century
Spanish enamel production in general, 232—244. The Cor-
pus records ten ciboria or fragments in Barcelona, three in
Madrid, and two in Vich, Spain. Early examples in France
are at the cathedral of Lyon and the church at Prunet,
Pyrénées-Orientales (the latter in the Roussillon region,
which was long disputed between France and Spain). For
these and others see Ernest Rupin, L’oeuvre de Limoges
(Paris, 1890}, 239—244. I am grateful to Mme Gauthier for
granting access to the files of the Corpus for research on
this object.

8. These angels, in medallions intertwined with rin-
ceaux, perpetuate an ornamental motif popular in
Limoges work of the second half of the thirteenth cen-
tury. See for example Marie-Madeleine Gauthier and
Genevieve Frangois, Medieval Enamels: Masterpieces
from the Keir Collection, ed. and trans. Neil Stratford
[exh. cat., The British Museum] (London, 1981), 24-25,
nos. 25 and 28, figs. 5 and 6.

9. Molinier 1903 (as in note 4 ) 44, no. 164, pl. 8.

10. Ebitz in Eucharistic Vessels 1975, 84—85, suggested
that hexagonal forms indicated a later stage in the type’s
development; it seems equally possible that the round and
hexagonal types were produced simultaneously.

11. Photograph in Corpus files.

12. Its royal associations are perhaps reflected in the
individual portraits of the Three Kings on the foot of this
ciborium, the only foot thus far discovered with this ico-
nography. That theme, however, occurs too frequently in
medieval enamel work to permit insistence on suéh a
connection.

13. See Joaquin Guitert y Fontseré, Real Monasterio de
Poblet, 3d ed. (Barcelona, 1929), 338—341; Jaime Finestres
y de Monsalvo, Historia del Real Monasterio de Poblet, s
vols. (Barcelona, 1947-1955). In 1982 William J. Williams
of the NGA Education Department corrected the refer-
ence to the “Cathedral” of Poblet in the 1935 Widener
catalogue.
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Costume ornaments
with profile portraits

1961.9.186—1961.9.194 (C-532~540)
Northern Italian

c. 1380/1400
Repoussé silver, gilded, and translucent enamel, attached
to a strip of velvet

1961.9.186 disk, diam. 3.9 (1'7/42), enamel, diam. 1.1 (716)

1961.9.187 disk, diam. 3.9 (11742), enamel, diam. 1.1 (716)

1961.9.188 disk, diam. 3.8 (1%4), enamel, diam. 1.3 x 1.3
(Y2 x Va)

1961.9.189 disk, diam. 3.8 (1%%), enamel, diam. 1.3 x 1.3
(Y2 x Va)

1961.9.190 disk, diam. 4.1 (1%8), enamel, diam. 1.4 x 1.4
(Y2 x Va)

1961.9.191 disk, diam. 3.9 (1%s¢), enamel, diam. 1.1 (%16)

1961.9.192 disk, diam. 3.9 (1'742), enamel, diam. 1.3 x 1.3
(V2 x YA)
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1961 9 193 disk, diam 3 9 (11742), enamel, diam 13x1 3
(Y2 x YA)

1961 9 194 disk, diam 4 o (1%s), enamel, diam 13x1 3
(V2 x YA)

velvet strip 5 1 X 41 6 (2 X 16%)

Samuel H Kress Collection

TECHNICAL NOTES
The ornaments are attached to a pieced strip of worn, dark
red velvet with a satin backing, of uncertain date Eight
are enameled 1n blue, while one (1961 9 190) has a figure
with blonde hair and skin of a pale flesh color The bot-
tom lobe of 1961 9 194 1s damaged, the enamel of the fig-
ure’s chest lost

X-ray fluorescence analysis of the metal disks indi-
cated they are made of mercury-gilded (fire-gilded) silver*
An area where enamel 1s lost, the central portion of disk
1969 1 194, shows only silver The light and dark blue
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Costume Ornaments with Profile Portraits, 1961.9.192,
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enameled areas contain silver (perhaps from the base) and
small amounts of copper, zinc, and lead. The green areas
contain the same elements, with a greater concentration
of copper, which is probably responsible for the coloration
in both the blue and green areas. For additional details see
Appendix on enamels.

PROVENANCE

Reportedly Trivulzio collection, Milan; (Count Ales-
sandro Contini-Bonacossi), Florence; purchased by 1937 or
1939 by Samuel H. Kress, New York,? as Sienese, c. 1500;
Samuel H. Kress Foundation, New York, 27 February
1950.°

These nine ornamental disks come from the same
workshop, and perhaps the same garment, as
another set of nine that was in the Marc Rosenberg
collection, Berlin, in 1929, and thirty-six from the J.
Pierpont Morgan collection, now in The Metropoli-
tan Museum of Art.* The dimensions and style of
each group correspond closely.® Like the National
Gallery examples, the others contain (or contained)
a translucent enamel ornament of round or quatre-
foil shape, bearing a profile bust portrait. Each disk
is pierced at the edges with three pairs of holes for
attachment to a fabric or leather support.

Translucent or basse-taille enamel, probably in-
vented in Italy in the 1280s, achieved particular
popularity throughout Europe in the fourteenth
century.® Only gold and silver could serve as a base
for the shades of blue, green, and violet enamel
through which a design engraved in the metal was
visible. Small appliqués in circular, quatrefoil, loz-
enge, and other forms were widely produced for ec-
clesiastical objects such as chalices, monstrances,
and reliquaries. The present objects provide evi-
dence of a type meant for secular use.

Crudely drawn as they are, the tiny, engraved
bust-length figures in the enamels vary in age and
sex. Hairstyles and necklines suggest that at least
four are female (1961.9.188, 190, 193, and 194). Most
of the heads have high crowns, sloping foreheads,
and receding chins, although the lower half of the
face projects slightly. Necks crane forward, and the
whole effect is more comical than elegant. Occa-
sional costume details, such as the white cuffie over
the hair and one woman’s hairnet, have parallels in
Italian art of the fourteenth and fifteenth centuries’
Certain character types, especially the man with
relatively short straight hair, the man (?) with a cuf-
fia, and the figure of uncertain gender with a cap
and long full hair, facing left, recur repeatedly in the
National Gallery and Rosenberg groups.

Production in northern Italy in the late four-
teenth century is likely. The facial types resemble
drawings in a group of important secular manu-
scripts produced in Lombardy between about 1380
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and 1400, the Tacuinum Sanitatis.® The repoussé or-
nament of the foil disks, curving vine rinceaux with
trios of diamond-shaped leaves, has parallels in bor-
der decorations in Milanese manuscript illumina-
tion of about 1380 to 1400, especially from the
workshop of Giovannino de’ Grassi.” Small profile
busts engraved in silver in lines filled in with niello,
like those on the present disks, also appear on un-
enameled secular ornaments usually assigned to
northern Italy, fifteenth century.”

These disks probably once adorned a belt." While
no surviving belt has identical ornaments, a Burgun-
dian ducal inventory of 1379 mentions belts adorned
with dozens of jeweled “assiettes/””? A belt in the
British Museum, identified as Venetian, late fif-
teenth century, may give an idea of the form of the
belt that bore these disks. It is velvet with enameled
hexafoil ornaments attached and bust profile por-
traits of a young man and woman in niello facing
each other across a shield of arms on the buckle.”? A
complete wool belt in the Cleveland Museum of Art
also has ornaments that include tiny enameled pro-
file heads in quatrefoils, attached to wrought silver
borders.*

Belts and hats ornamented with knobs or disks of
precious metal appear on both male and female fig-
ures in fourteenth- and fifteenth-century painting."®
Sets of ornamental disks could also adorn hats and
horse caparisons.” The thin, delicate structure, light
weight, and fragile type of enamel, however, suggest
the present disks were designed to be sewn onto
fabric for costumes.” The question remains whether
all the disks were meant for the same garment, as
Falke and Fingerlin assumed, or whether a work-
shop produced such ornaments in quantity, often
repeating a design, for use in various ways in any
desired number. A.L.

NOTES

1. Report, 19 March 1987, in NGA conservation labora-
tory files.

2. See 1961.9.182, note 3.

3. Deposition by Herbert L. Spencer, executive direc-
tor, Samuel H. Kress Foundation, 21 August 1956, on file
in the secretary-general counsel’s office, National Gallery
of Art, Kress no. 0-150/1-9.

4. Otto von Falke, Sammlung Marc Rosenberg, sale,
Hermann Ball/Paul Graupe, Berlin, 1929, 32, no. 144, pl.
14, as mountings for a wedding belt, Bolognese, early fif-
teenth century. Ilse Fingerlin, Giirtel des hohen und
spdten Mittelalters (Munich and Berlin, 1971), 315, no. 23.
Falke noted that other disks “from the same belt” were in
the A. Figdor collection, Vienna, and the J. P. Morgan
collection, New York. The present locations of the Figdor
and Rosenberg groups are unknown. The Morgan group of
thirty-six was donated to The Metropolitan Museum of
Art in 1917 (acc. nos. 17.190.926—-961).



5. The Berlin disks each measured “about four centi-
meters” in diameter (Falke 1929, 32). The Metropolitan
Museum examples measure approximately 1% in. (3.8
cm) each.

6. See Gauthier 1972, 28-30, 205—277, and Marian
Campbell, An Introduction to Medieval Enamels (London,
1983), 7, 33—41.

7. For the cuffia, worn by men since the thirteenth
century, see Rosita Levi Pisetzky, Storia del costume
in Italia, 5 vols. (Milan, 1964-1969), 2: pl. 32 (a mid-
fourteenth-century manuscript in the Ambrosiana,
Milan). For the woman’s hairnet see an onlooker in
Giotto’s Visitation in the Arena Chapel, Padua (Levi
Pisetzky 1964-1969, pl. 78). See also works cited in
note 11.

8. Fingerlin 1971, 150, 315; compare Pietro Toesca, La
pittura e la miniatura nella Lombardia (Milan, 1912), 354,
pl. 20. On the Tacuinum, of which major manuscripts in
Vienna, Rome, and Paris are probably Lombard, c. 1385—
1400, see Brucia Witthoft, “The Tacuinum Sanitatis: A
Lombard Panorama,” Gesta 17 (1978), 49—60. For addi-
tional illustrations see Luisa Cogliati Arano, Tacuinum
Sanitatis (Milan, 1972), for example 104, pl. 23.

9. Toesca 1912, 283, 311. See also Millard Meiss and
Edith W. Kirsch, The Visconti Hours (New York, 1972), BR
104V and LF 54.

10. Fingerlin 1971, 206, 254, note 712. See a mid-
fifteenth-century northern Italian silver and niello ring
illustrated in Jacqueline Herald, Renaissance Dress in
Italy 1400-1500 (London, 1981), fig. 104; also Charles
Oman, Catalogue of Rings in the Victoria and Albert
Museum (London, 1930), 104, no. 650, inv. no. 882—1871,
pl. 22, and the Italian belt buckles illustrated in Fingerlin
1971, figs. 510, 432.

11. Fingerlin 1971, 150, 315. Falke 1929, 32, called
them mountings for a wedding belt; Herald 1981, 28, re-
fers to the ceremonial girdling of brides with a beautiful
belt (“a feature of every trousseau”) in memory of the
cestus given by Vulcan to Venus.

12. Fingerlin 1971, 271-272.

13. See Fingerlin 1971, 187, 206, no. 174, fig. 432. Her-
ald 1981, 180 (fig. 112) suggests it was a betrothal gift.

14. Fingerlin 1971, 92—94, no. 66, 334—338, acc. no.
51.30, as north Italian, last quarter of the fifteenth cen-
tury. Gauthier 1972, 296-297, no. 240, assigned it to
Venice or Lombardy, last third of the fourteenth century.

15. On men’s and women'’s belts in Italy and their pro-
duction see Levi Pisetzky 1964—-1969, 2: 77, 133—135 (four-
teenth century) and 279; 378 (fifteenth century). See also
her pl. 78; Herald 1981, figs. 62, 64, 90, and the northern
European examples illustrated in Fingerlin 1971, figs. 408,
413, 415. Jeweled disks adorn the young king’s hat as well
as his belt in Benozzo Gozzoli’s fresco in the Medici
Riccardi palace chapel, 1459 (Levi Pisetzky 1964-1969,
2: pl. 207).

16. In the Gozzoli painting cited in note 15 there are
gold disks on horse trappings, as also in Gentile da
Fabriano’s 1423 Uffizi altarpiece, Herald 1981, fig. 62.

17. Horse ornaments are usually of sturdier material —
copper or bronze — and designed to be mounted on leather
by means of rivets, nails, or suspension rings. The author
is grateful to Stuart W. Pyhrr and Barbara Drake Boehm of
The Metropolitan Museum of Art for information on this
(letters of 29 December 1987 and 8 January 1988, NGA
curatorial files).

REFERENCES
None.

Morse
with the Trinity

1942.9.287 (c-11)

Paris, c. 1400/1410 (Trinity and Angels); western
European, 1884/1897 (setting)

Gold, enamel, and pearls, diam. 12.6 (5); God the Father,
h. 5.9 (2%s); Christ, h. 3.15 (1%4); each angel, h. .7 (Y4)
or less

Widener Collection

MARKS
Sticker on the back: J. E. Taylor Collection [c-11] 234.

TECHNICAL NOTES

The enamel work is in excellent condition. There are a
few small losses on the body of Christ (torso, arms, and
legs) and on the oak leaf wreath of the setting. Glue resi-
due on the dove’s tail suggests that the bird was once
glued in place.
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The figure of God the Father is secured within the
surrounding ring of blue clouds by three small pins pro-
jecting from his back and passing through small, flat, un-
enameled gold tabs that extend from the back of the cloud
ring toward the center. His hands, made separately, are
attached by rolled metal sheets (evidently continuations
of his cuffs) that pass through the figure and are visible at
the back (fig. 1). The cross is attached to the figure of God
the Father by two studs, one at the center and one at the
feet of Christ, both covered at the back with a substance
that may be stick shellac or rosin. Silver bolts through the
hands and feet hold the corpus to the cross.

The Trinity/Angels group is secured in its late
nineteenth-century setting (see note 3) by a fitted, ham-
mered back, soldered onto the front section of the setting
and reinforced by pins that pass through the oak-leaf
wreath into the back. A thin, fine rim around the outer
circumference of the setting is bent back to secure the flat
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Fig. 1 1942.9.287, with
back plate removed

Fig. 2 1942.9.287,
back plate

outer plate (fig. 2) that covers this hammered back. Sol-
dered to the back of this plate are two parallel gold strips,
apparently the remains of a catch (or devised to resemble
such remains). At the front the enamel group is secured by
several individual thorns in the encircling crown, which
are bent forward to serve as hooks.

The (later) enamel work on the leaves and branches
differs markedly from that of the Trinity/Angels group.
The wreath’s green and brown enamel is thinner, more
mottled, less intense in color, and less evenly applied.
The relatively smooth texture of the gold in patches
where the enamel has flaked off does not match the poin-
tillé (pounced) surface of areas that have lost enamel in
the central group (as in the Corpus).

X-ray fluorescence analysis indicated the composition
of the gold alloys varies.! The cross contains more silver
than other gold areas, and also tin, copper, and lead. The
flat back of the setting contains minor quantities of silver
and traces of copper, while the front contains only traces
of both. The same analysis indicated there are no demon-
strably modern colorants or additives present in any of the
enamel, even on the nineteenth-century oak leaves. For
additional details on the enamel compositions see the
table in the Appendix on enamels.

PROVENANCE

Said to have belonged to Rodrigo Borgia, Pope Alexander
VI (reigned 1492-1503);* Francisco Doctor, Madrid, 1884
(Trinity/Angels);* John Edward Taylor, London, before
18971912 (enamels in morse setting, as per sticker) (sale,
Christie, Manson & Woods, London, 1—-4 and 9—10 July
1912, no. 234); (Duveen Brothers, New York or London,
1912), purchased 6 March 1913 by Peter A. B. Widener,
Elkins Park, Pennsylvania. Inheritance from the Estate of
Peter A. B. Widener by gift through power of appointment
of Joseph E. Widener, Elkins Park.
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EXHIBITIONS

London, Burlington Fine Arts Club, 1897, Catalogue of a
Collection of European Enamels from the Earliest Date to
the End of the XVII Century, no. 242b.

The tiny, delicately modeled Trinity of enameled
gold was mounted in the late nineteenth century as
a morse, a brooch for fastening an ecclesiastical
mantle such as a cope. Equally impressive for its
ornamental elegance, graceful composition, and ex-
pressive power, this Trinity ringed with angels is
one of the finest surviving works in the technique of
émail en ronde bosse (small-scale precious metal
sculpture, usually gold, covered with enamel), an art
form at its height in France around 1400.* A date in
the first years of the fifteenth century is supported
by stylistic similarities to the reliquary of the Holy
Thorn in the British Museum (figs. 3, 4), probably
made for Jean, Duke of Berry, and to the Goldenes
Rossl at Altotting, presented to Charles VI as a new
year’s gift from his queen in 1404.3

A nineteenth-century date for the setting of the
Washington Trinity was proposed by Hackenbroch
in 1986.¢ Her suspicions were confirmed by informa-
tion recently provided by Timothy Wilson (note 3
and fig. 6). The prolific historicizing goldsmith
Alfred André (see page 282) may well have made the
setting; he was active in Madrid in 1885 and the
central enamels are first documented in Madrid
in 1884.

How the exquisite central enamels might have
been set at the time of their origin is an open ques-
tion. A reference in the inventory of Duke Philip the



Fig. 3 Paris, c. 1405/
1410, The Holy Thorn
Reliquary, London, The
British Museum, detail

Fig. 4 Paris, c. 1405/
1410, The Holy Thorn
Reliquary, London, The
British Museum, detail

(3

Bold of Burgundy offers one possible answer. Among
the precious objects recorded in Philippe’s ducal
chapel in 1404 was a tableau d’or adorned with
jewels, whose central ornament was “a Trinity
enamelled in white with four little angels around
it/” Although colors other than white, such as the
deep red lining of God the Father’s robe, are not
mentioned, the terse description could easily fit the
central group of the Widener morse. Perhaps at
some point when the gold and gems adorning the
tableau were needed for other purposes, the enamel
group might have been removed but preserved.®

Similarities between the Trinity group and the
Holy Thorn reliquary linked to Jean, Duke of Berry,
suggest production in the same workshop.’ The
head of God the Father closely resembles certain
apostle figures on the Thom reliquary, especially
Saint Peter on the upper right. God the Father on the
reliquary holds his orb with slender fingers that re-
call God the Father’s delicate grasp of the cross in
the Trinity. The Christ in judgment on the reliquary,
with his exquisite raised right hand, freely flowing
hair, and the curl in the center of his high forehead,
also resembles the Washington God the Father. The
tiny pinched-waisted nudes rising in prayer at the
base of the reliquary are similar to the praying
angels around the Trinity group. Yet certain features
suggest that more than one goldsmith was involved
in producing the two works: the more schematic
anatomy of the London Christ compared with the
crucified figure on the morse; the more generalized
face of the London God the Father compared with
the highly individualized Father in the Trinity; the
preference for green in the reliquary as opposed to
the deep garnet red so prominent in the Trinity, and
general differences in the fall of the drapery.

The aged head of God the Father (fig. 5), with his
deep-set, hooded eyes, furrowed cheeks, and stream-
ing hair above the majestically flowing folds of his
robe, recalls Burgundian sculpture of the late four-
teenth century, especially from the circle of Claus
Sluter.” The style suggests that the goldsmith who
made the Trinity was of German or Netherlandish
origin, like Sluter and so many others employed by
the Burgundian court." It is likely, however, that the
goldsmith was working in Paris: Philip the Bold,
who may have owned the Trinity and Angels, pur-
chased most of his precious goldsmith work in
Paris, and some six hundred goldsmiths are recorded
as active in the capital during the reign of Charles
VI (1380-1422).2 It is believed that the Holy Thorn
reliquary, the work most similar to the National
Gallery morse, was produced in Paris,” a theory sup-
ported by recent recognition of the lost Ingolstadt
Saint Michael, known from a painting to have re-



Fig. § 1942.9.287, detail
of central group
removed

Fig. 6 1942.9.287, photo
showing condition in
1884 [reproduced by
kind permission of the
Committee for the
Ashmolean Library,
Oxford]
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sembled the Holy Thorn reliquary in important fea-
tures, as a documented work purchased by Philip
the Bold in Paris in 1397.* The loss of the original
setting of the Trinity/Angels group would offer one
explanation for the absence on the morse of any of
the goldsmith marks required by law beginning in
1378 for such works made in Paris.® A.L.

NOTES

1. Report, 17 April 1987, in NGA conservation labora-
tory files.

2. This improbable provenance is first mentioned in
exh. cat. London 1897, 74, no. 242b.

3. Timothy Wilson wrote to the author on 4 July 1990
with documentation newly discovered in the Ashmolean
library (Fortnum papers, box marked South Kensington;
copies in NGA curatorial files). The central enamels—the
Trinity and ring of angels — were offered for sale by Fran-
cisco Doctor of Madrid, in a letter of 6 May 1884 ad-
dressed to “Monsieur le Directeur du Musée de Peinture
et Beaux-Arts a2 Londre.” The photograph accompanying
his letter (fig. 6) shows these enamels resting on a fabric
background, without any setting. Doctor’s letter and pho-
tograph were forwarded to Charles Drury Edward Fort-
num, the great collector, connoisseur, and author of
catalogues for the South Kensington Museum, who at that
time acted as a periodic adviser to the museum. The mu-
seum declined because of the price, “something above
20,000 francs (£800),” according to Fortnum’s letter of 9
June 1884. Thereafter the enamels were evidently sold,
provided with their present setting, and acquired for the
Taylor collection before 1897.

The author is grateful to Timothy Wilson for this in-
formation and to the Ashmolean Museum for permission
to cite the letter and publish the photograph.

4. See Miiller and Steingriber 1954, with a catalogue
of thirty-eight objects; Hugh Tait, Catalogue of the Wad-
desdon Bequest in the British Museum. 1. The Jewels (Lon-
don, 1986), 26 and nos. 1 and 2. Eikelmann 1984; Ulrich
Middeldorf, “On the Origins of Email sur Ronde Bosse,”
GBA 55 (1960), 233—244, reprinted in his Raccolta di
Scritti, 3 vols. (Florence, 1979—1981), 2: 257—274; Gauthier
1972, especially 297-303.

5. For the Holy Thorn reliquary see Miiller and Stein-
griber 1954, 38, 66—67, 74; Peter Lasko, “The Thorn Reli-
quary: The Art of the Parisian Goldsmiths of about 1400,”
Apollo 76 (June 1962), 258-264 (dating the reliquary
c. 1410); Hugh Tait, The Waddesdon Bequest (London,
1981), 19-23, fig. 7, pl. 2; especially Tait 1986, 26—46, with
a dating c. 1405—1410. For the Goldenes Rossl see Kohl-
haussen 1932, 388; Miller 1966, 20; Gauthier 1972,
298-300.

6. Hackenbroch 1986, 169—170, proposing a date of
c. 1865—1870, based on the resemblance between the
hexafoil setting and the similar shape of a morse setting
attributed to Reinhold Vasters. On Vasters see also Fake!?
The Art of Deception, ed. Mark Jones [exh. cat.,, The
British Museum] (London, 1990), 200-204 (entry by
Anthony North).



Early jewels with settings of similar hexafoil form that
might have served as models include the hat badge in a
portrait of c. 1525—1530 by Paris Bordone in the Art Gal-
lery of Ontario. See Paris Bordon [exh. cat., Palazzo dei
Trecento] (Treviso, 1984), 59, no. 4.

7. For a description of tableaux d’or see De Winter
1976, 1:186. For the document see Monseigneur Chrétien
C.-A. Dehaisnes, Documents et extraits divers concernant
I’histoire de I'art dans la Flandre, I’Artois & Le Hainaut
avant le Xve siécle, 2 vols. (Lille, 1886), 2: 829, 1404.
Chapelle de Philippe le Hardi: “Item, ung autre tableau
d’or en fagon de porte, a une Trinité esmaillée de blanc ou
milieu, quatre petits angelos environ, garni de quatorze
balais, deux saphirs et de trente et quatre perles, pesant III
m VII 0"

8. On recycling of materials from jeweled objects see
R. W. Lightbown, Secular Goldsmiths’ Work in Medieval
France: A History (London, 1978), 86—-87.

9. Miiller and Steingriber 1954, 38: a “school relation-
ship beyond doubt.”

10. Seymour 1949, 12, 173; on Sluter see Kathleen
Morand, Claus Sluter, Artist at the Court of Burgundy
(Austin, 1991). A further link with Burgundy is the ico-
nography. The Chartreuse de Champmol near Dijon,
where Sluter executed his most important work, was ded-
icated to the Trinity (and the Virgin) when it was founded
in 1383 by Duke Philip the Bold of Burgundy, and a num-
ber of Trinity images are associated with it. Although the
Trinity theme was by no means exclusive to Burgundy, it
had strong associations with that duchy and its ruling
house. See Verdier 1975; De Winter 1976, 1:179; Miiller
and Steingriber 1954, 38, and Les Fastes 1981, 377, no. 327,
color pl. 43.

11. De Winter 1976, 1:81-82, 161-162, points out that
most of the goldsmiths active on such objects were north-
erners. See also Lightbown 1978, 85, and Philippe Hen-
wood, “Les orfévres parisiens pendant le régne de Charles
VI (1380—1422),” Bulletin archéologique du comité des tra-
vaux historiques et scientifiques 15 (1979; published
1982}, 85—180, for many names of northern goldsmiths.

12. De Winter 1976, 8183, 161-162; Henwood 1982,
85—180.

13. Miiller and Steingriber 1954, 32—33, 36, 66—67.

14. Eva Kovacs, “L’orfévrerie parisienne et ses
sources,” RArt 28 (1975), 28—30. Philippe gave the Saint
Michael to his nephew, King Charles vi. The document,
recording the purchase of the Saint Michael and other
jewels at the beginning of 1397 from “Andriet d’Espernon
et Guillemin Sanguin, marchands demeurant a Paris,” is
published in Ernst Petit, Itineraires de Philippe le Hardi et
de Jean sans Peur (Paris, 1888), 555—556. See also Eva
Kovacs, The Calvary of King Matthias Corvinus in the
Treasury of Esztergom Cathedral (Budapest, 1983), 44—45.

15. On the law regarding goldsmiths’ marks see Hen-
wood 1982, 89.

In a seminar at The British Museum in November 1987
and at a symposium in conjunction with Fake?, an ex-
hibition at the British Museum in 1990, Hugh Tait (dep-
uty keeper, medieval and later antiquities) gave presenta-
tions on the problem of émail en ronde bosse. On these
occasions, at which the author was not present, he ex-
pressed “grave reservations” about the authenticity of the
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Washington morse, particularly the central Trinity group,
partly because of the construction and enameling tech-
niques. See now Tait 1992. Thanks are due to Mr. Tait for
personal communication on the subject. The author re-
mains convinced of the authenticity and superb quality of
the Trinity and Angels.
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Fig. 1 Nicolas de Douai,
Jacques de Nivelles, and
Jacques d’Anchin, 1272/
1298, Shrine of Saint
Gertrude, Nivelles,
Collegiate Church of
St. Gertrude, detail
(destroyed) [photo:
Copyright A. C. L.
Bruxelles]

Saint Agnes

1942.9.283 (c-7)

Probably Italian or French, after Nicolas de Douai and
Jacques de Nivelles, based on a design by Jacques
d’Anchin

cast c. 1897/1908
Gilded copper, 22.1 X 6.9 X 6 (8116 X 2'%16 X 2%4)
Widener Collection

TECHNICAL NOTES

The bronze is in generally good condition except for wear
to the gilding and some cracks in the figure’s back, ap-
parently casting flaws, A metal strip about 1 cm wide,
pierced by two holes, is soldered across the open bot-
tom, apparently as a means for attaching the sculpture to
a base.

X-ray fluorescence analysis indicated that the alloy
consists of unusually pure copper with a very small
amount of tin, probably less than 5 percent.! Traces of
silver (possibly in the gilding) and iron but no lead or zinc
were detected. The presence of mercury indicates that the
object is fire gilded.
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PROVENANCE

(Bourgeois Freres, Cologne, before 1922);* purchased 1922
by Joseph E. Widener, Elkins Park, Pennsylvania, as
French, c. 1290. Inheritance from the Estate of Peter A. B.
Widener by gift through power of appointment of Joseph
E. Widener after purchase by funds of the Estate.

EXHIBITIONS

The Buffalo Fine Arts Academy, Albright Art Gallery, Buf-
falo, 1937, Master Bronzes Selected from Museums and
Collections in America, no. 114 (ed. Gordon Bailey Wash-
burn, entry by Marvin C. Ross).

The Saint Agnes belongs to a fairly large group of
gilded copper statuettes cast around 1900, after
thirteenth-century originals that adorned a silver
reliquary chésse containing the relics of Saint Ger-
trude in the collegiate church of Saint Gertrude at
Nivelles, Belgium (fig. 1). The chisse, a miniature
gothic church, is documented as the work of Nico-
las de Douai and Jacques de Nivelles, following a
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design (“pourtraiture”} by the goldsmith monk
Jacques d’Anchin.® Commissioned in 1272 and com-
pleted in 1298, it was made of silver alloyed with
copper and measured 180 cm long, 54 cm wide, and
80 c¢m high.* Bombing at Nivelles on 14 May 1940
reduced the chésse to ruins, but a number of frag-
ments survived, and are now preserved in the trea-
sury of the collegiate church of Saint Gertrude at
Nivelles.’

In 1897 a complete plaster cast of the Nivelles
chisse was produced by the Section Artistique de la
Commission royale belge des Echanges internation-
aux.® Since the late nineteenth century the Section
Artistique and its successor body, the Service des
Moulages des Musées royaux d’Art et d’Histoire,
have produced plaster casts of Belgian sculpture for
sale and exchange with foreign museums.” The casts
could thus have been used anywhere after 1897 to
produce the numerous gilded replicas of the
Nivelles statuettes, which had already found their
way into collections by 1908° and were offered to
museums as late as 1970.” Twenty had been traced
by 1909, at least nine of them recently acquired in
Italy.® Those that subsequently appeared on the
market probably included certain of the examples
reported in 1909 as well as additional ones." Al-
though many of the copies seem to have been asso-
ciated with Italy, Falke connected them with the
workshop that produced the so-called “Marcy
forgeries,” probably located in Paris.”

The present example was catalogued in 1935 as a
work of about 1290 from Tournai, related to the
Nivelles shrine, and exhibited as such in 1937. That
these casts should have deceived connoisseurs is
not surprising for, as Migeon observed, the copies
are “of admirable style, remarkable chasing and ex-
cellent gilding.””® Some of them now, as in the case
of the Saint Agnes, have the added interest of evok-
ing the original appearance of a now-lost medieval
masterwork. A.L.

NOTES

1. Barbara Miller, conservation scientist, report in
conversation 31 August 1983.

2. The name “Bourgeois” appears on a Widener file
card in the NGA curatorial files as the dealer from whom
the bronze was purchased in 1922 {with reference to a
letter from Wilhelm R. Valentiner of 2 May 1922, which
has not been located). An early photograph in the NGA
file is stamped “Bourgeois & Co., C6ln a. Rh.” The collec-
tion of a pair of Bourgeois brothers, dealers in Cologne,
was sold in 1904 after both had died {Stephan in 1899,
Gaspard in 1904). See Catalogue des objets d’art et de
haute curiosité, composant la collection Bourgeois fréres,
et dont la vente aura lieu a Cologne...du...19 au...27
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octobre 1904, J. M. Heberle, Cologne; the objects cata-
logued do not include the Saint Agnes. Perhaps a relative
later sold the sculpture to Widener.

3. See Claudine Donnay-Rocmans, “La chisse de
Sainte Gertrude 2 Nivelles” GBA 58 (1961}, 185-202;
Mireille Madou, Die Heilige Gertrudis van Nijvel (Verhan-
delingen van de Koninklijke Academie voor Weten Schap-
pen. Lettern en Schone Kunsten van Belgié. Klasse der
Schone Kunsten 37: no. 29), 2 vols. (Brussels, 1975}, 1:34—
44, 114, 266—267, no. 143; Peter Cornelius Claussen,
“Goldschmiede des Mittelalters; Quellen zur Struktur
ihrer Werkstatt,” Zeitschrift des Deutschen Vereins fiir
Kunstwissenschaft 32 (1978), 4686, especially 73—78.

4. Donnay-Rocmans 1961, 185.

5. Donnay-Rocmans 1961, 185; Rhein und Maas 1972,
356, no. M—12; Robert Didier, letter 3 June 1983, in NGA
curatorial files. L’Europe gothique, XII*-XIV* siécles, dou-
ziéme exposition du Conseil de I'Europe [exh. cat., Musée
du Louvre] (Paris, 1968), 166, no. 413. The surviving frag-
ments do not include the Saint Agnes.

6. Henry Rousseau, “Rapport sur les travaux de la Sec-
tion Artistique de la Commission royale belge des
Echanges internationaux pendant ’année 1897,” Bulletin
des Commissions royales d’Art et d’Archéologie 37 (1898),
169 (transcribed by Robert Didier, letter to the author, 17
July 1983, in NGA curatorial files). Donnay-Rocmans 1961,
185, reported seeing a plaster cast of the shrine in the
treasury of the collegiate church at Nivelles, and the Mu-
sées royaux d’Art et d’Histoire today possess what may be
the 1897 plaster (Didier, letters to the author, 4 and 17 July
1983).

7. Didier, letter, 17 July 1983. M. Didier, chef de sec-
tion, Institut royal du Patrimoine artistique, Brussels, pro-
vided valuable assistance for the preparation of this entry.

8. Gaston Migeon, “Sur fausses statuettes d’orfevrerie
en cuivre doré” Verhandlungen der elften Versammlung
des Verbandes von Museums-Beamten zur Abwehr von
Fdlschungen und unlauterem Geschaftsgebaren, 28 and
29 September 1908 (Frankfurt, 1908}, 16—18.

9. Rhein und Maas 1972, 356; Ex aere solido. Bronzen
von der Antike bis zur Gegenwart |exh. cat., Westfilis-
ches Landesmuseum, Miunster; Saarland-Museum, Saar-
briicken; Kestner-Museum, Hannover] (Berlin, 1983}, 294.
Public collections possessing Nivelles copies, in addition
to the National Gallery, include the Musée Ducal, Bouil-
lon (one); Vleeshuis, Antwerp (one); Burrell Collection,
Glasgow (two, also purchased 1922; see Richard Marks,
Burrell. A Portrait of a Collector [Glasgow, 1983], 136);
Museum of Fine Arts, Boston (two); Museum of Art of the
Rhode Island School of Design, Providence (one, acquired
1947; Joan A. Holladay, letter, 16 July 1085, in NGA cura-
torial files). See also three discussions by Otto von Falke,
“Marcyfilschungen,” Mitteilungen des Museen-Verbandes
{5 January 1923), 18—20, no. 495; “Kupfernachbildung der
Silberfiguren am Schrein von Nivelles,” Mitteilungen des
Museen-Verbandes (12 August 1925), 16—17, no. 526; and
“Falsche Bronzefigur der heiligen Gertrude,” Mitteilungen
des Museen-Verbandes (15 June 1928), 15-16, no. 589; R.
Schmidt, “Gefilschte Bronzestatuette,” Mitteilungen des
Museen-Verbandes {(March 1939), 20-24, no. 799.



10. Migeon 1908, 18, purchased one (a Saint Peter) in
Florence in April 1908. He reported that the collection of
Dr. Pozzi in Paris contained eight more of the statuettes,
all acquired on various trips to Italy. Otto von Falke,
“Weiteres zur Sammlung Hommel” Mitteilungen des
Museen-Verbandes (August 1909}, 16—17, no. 252, noted
that eleven copper-gilt Nivelles copies in the collection of
Dr. Hommel, evidently from the same workshop as those
discovered by Migeon, had figured in an auction in Zurich
during that month.

11. See for instance Catalogue of the Important Col-
lection of Works of Art, Chiefly Italian...formed by M.
Max Lyon of 83 Avenue du Bois de Boulogne, Paris, sold at
Christie, Manson and Woods, London, on Monday, May
18, 1914 and the two following days and Monday, May 25,
1914 and the two following days (London, 1914}, nos. 55—
58, where eight Nivelles copies were described as French,
fourteenth century. These figures came from the collec-
tion of “the late Johann Dollinger who resided at Como.”

12. See Schmidt 1939, 24, on the possible Italian ori-
gins; Falke 1923, and Falke, “Die Marcy-Filschungen,’
[sic], Belvedere. Illustrierte Zeitschrift fiir Kunstsammler
1 {1922), 8-13, especially 12. On the forger Louis Marcy
(Luigi Parmeggiani, 1860-after 1932) see entry by Marian
Campbell in Fake! The Art of Deception, ed. Mark Jones
[exh. cat., The British Museum] {London, 1990}, 184-187.

13. Migeon 1908, 17.
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Inkwell

in the Form of a Grotesque Head

1942.9.276 (c-12)

Probably French (imitator of Roman,
second/third century A.n.)

c. 1850

Copper alloy, with glass insert, 12.1 X 9.5 X 10.§
(4¥%4 X 3% X 4%)

Widener Collection

TECHNICAL NOTES

The object is generally in excellent condition. A small
hinged lid on the top of the head opens to reveal a glass
inkwell about 2 cm deep. Traces of greenish corrosion are
found around the mouth, and a smooth patch of red corro-
sion on the proper left side of the neck. Overall the object
has a dark, brassy color.

X-ray fluorescence analysis indicated that the object is
cast from a high-lead (10 percent) copper alloy containing
both tin {7 percent) and zinc (10 percent) in comparable
concentrations.' Trace constituents are antimony, nickel,
silver, and arsenic. The lips and the band along the edge of
the cap, evidently specially patinated to redden them, are
relatively rich in copper. The eyeballs and sockets with
their thick deposit of gray, rustlike corrosion are signifi-
cantly rich in iron, suggesting that iron-containing dec-
oration was applied after casting. A fill in a casting flaw
on the right temple, which is richer in lead and tin than
other parts, is consistent with a lead-tin solder. That the
alloys used are consistent with pre-modern metallurgical
techniques does not preclude modern manufacture.

PROVENANCE

Julien Gréau, Paris, by 1885; Leopold Goldschmidt, Paris,
after 1885—before 1905;? (Lowengard), Paris, by 1905;® pur-
chased by P. A. B. Widener, Elkins Park, Pennsylvania, 23
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August 1905. Inheritance from the Estate of Peter A. B.
Widener by gift through power of appointment of Joseph
E. Widener, Elkins Park.

EXHIBITIONS
Reportedly in the “Retrospective Exhibition, Paris, 1878.”*

This object was catalogued in the Widener collec-
tion as a fifteenth-century French “reliquary in the
form of an Arab’s head”s In 1885 it had been called
an ancient vase in the form of an Arab’s head, with-
out a more specific date or attribution. But it ap-
pears to be a nineteenth-century production, closely
modeled on Roman bronze vessels in the form of
grotesque or exotic heads.

The type of vessel imitated is a balsamarium, a
container that probably held perfume or perfumed
oil, associated with ancient bathing and athletic ac-
tivities.” A modern origin for this vessel is indicated
by its well-preserved condition; by the absence of
handles or the loops that once held them, which are
characteristic of the ancient prototypes; and by the
fact that it was designed to function as an inkwell
with a glass insert.

The National Gallery’s inkwell was evidently
modeled on a balsamarium like one in the Dutuit
collection at the Petit Palais, Paris (fig. 1).® The Paris
example is 12.5 cm high, almost identical in size
to the Washington vessel, with a similar face with
broken aquiline nose, prominent ears, pointed
beard, a mole or wart on the forehead, a furled brow
and curling lips, and a lid in the top of the skull. The



Probably French (imitator of Roman, second/third
century A.D.), Inkwell in the Form of a Grotesque Head,

1942.9.276

reddish band along the edge of the cap in the Wash-
ington work apparently imitates, by a simpler
method, the inlaid copper band in a similar position
on an object like the one in Paris. The broken nose,
close-fitting stippled cap, and pigtail at the back of
the head are attributes of a wrestler” Another
balsamarium in the form of a scowling head with
round cap, pigtail, and aquiline nose, in the Wallraf-
Richartz-Museum, Cologne,* is similar to the Paris
and Washington objects, although more summary in
the modeling of the face. Measuring 9.5 cm high, it
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resembles the National Gallery head also in having
a ringed foot at the base of the neck, a feature lack-
ing in the Paris head. The Washington object could
be based on a third, as yet undiscovered model, or
on a combination of features from several.

The admiration for the antique that would have
prompted the re-creation or forging of an ancient
domestic utensil existed at various times," but a
date in the mid-nineteenth century rather than the
Renaissance is supported both by this object’s func-
tional design and by its affinity with the style and



1942.9.276, side 1942.9.276, back

1942.9.276, bottom 1942.9.276, top
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Fig. 1 Roman, second
or third century A.D,,
Balsamarium in the
form of a Grotesque
Head, Ville de Paris,
Musée du Petit Palais
[photo: Bulloz, Paris]

expression of a figure like the bronze Satan by Jean-
Jacques Feuchére, modeled in 1833 and cast in
1850." The National Gallery’s desk accessory, with
its carefully modeled, scowling face, may reflect
similar aspects of romantic taste, in particular the
fascination with the sinister and the exotically
alien. The figure may have been understood by early
owners as an Arab because its smooth skull with
a pigtail at the back resembles a coiffure found in
certain nineteenth-century Orientalist paintings,
including Delacroix’s works related to his North
African trip in 1832.° A.L.

NOTES

1. Report, 28 August 1986, in NGA conservation de-
partment files.

2. Widener 1935, 34.

3. “Lowengard” may refer to the Parisian firm headed
by Jules Lowengard [d. 1908], Joseph Duveen’s brother-in-
law. See Edward Fowles, Memories of Duveen Brothers
(London, 1976), 48, 203.

4. According to Widener 1935, 34; no relevant cata-
logue has been identified. There may be confusion with
the similar work from the Dutuit collection, discussed
below, which was in the 1878 exposition.
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5. Widener 1935, 34. It is not certain whether Widener
acquired it in 1905 as an ancient work or a fifteenth-
century one.

6. Gréau 1885, 84, 86, no. 387; the section on “Les
Bronzes antiques” was prepared by W. Froehner, who later
catalogued the Dutuit collection, into which a number of
the Gréau objects passed (see note 7).

7. See Judith Petit, Musée du Petit Palais, Paris.
Bronzes antiques de la collection Dutuit (Paris, 1980),
157—-162, nos. 82—-84; Peter Goessler, “Antike Biistenge-
fasschen aus Metall” Antike Plastik. Walther Amelung
zum sechzigsten Geburtstag (Berlin and Leipzig, 1928),
75—78; Kazimierz Majewski, “Brazowe balsamaria antro-
pomorficzne...,” Archeologia 14 (1963), 95—126; and Jean
Charles Balty, “Balsamaires anthropomorphes du mende
romain,” Jahrbuch des Rémisch-Germanischen Zentral-
museums, Mainz 20 (1973), 261-264.

8. Petit 1980, 157-158, no. 82 (second or third century
A.D.); See also her no. 55.

9. Petit 1980, 158.

10. Goessler 1928, 84-85, fig. 13; Majewski 1963, no.
18, repro. 11, and especially Peter La Baume, Rémisches
Kunstgewerbe (Wiirzburg, 1964), 221, 223, fig. 204. This
example, found in Cologne, also has a small goatee and
warts.

11. For example, a bronze head of a boy in the Pushkin
Museum of Fine Arts, Moscow, with a stippled cap and
pigtail, resembles this head but suggests a Renaissance
derivation from similar ancient sources. The Moscow
bronze, 21.5 cm high and not designed as a vessel, was
formerly considered ancient but is now attributed to the
Italian sculptor Antico (c. 1460-1528). See Western Euro-
pean Sculpture from Soviet Museums, 15th and 16th Cen-
turies (Leningrad, 1988), 78—80, pls. 40, 41.

12. See The Romantics to Rodin. French Nineteenth-
Century Sculpture from North American Collections, eds.
Peter Fusco and Horst W. Janson [exh. cat.,, The Los
Angeles County Museum of Art, The Minneapolis Insti-
tute of Arts, The Detroit Institute of Arts, and Indianapo-
lis Museum of Arts] (Los Angeles, 1980}, 266—267, no. 137,
cover.

13. For figures with bald or close-cropped heads and
pigtails at the back, some with similar short beards, see
for instance L.-A.-A. Belly, Pilgrims Going to Mecca (1861,
Musée du Louvre, Paris), and Delacroix’s Moorish Conver-
sation-Piece (1832, The Metropolitan Museum of Art,
New York), Philippe Jullian, The Orientalists. European
Painters of Eastern Scenes (Oxford, 1977), 101-102, 119,
repro. See also The Orientalists. Delacroix to Matisse, ed.
Mary Anne Stevens [exh. cat.,, Royal Academy of Arts,
London; National Gallery of Art, Washington] (London,
1984), 42—43, 126—127, nos. 14, 15, pls. 12, 13.
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LATE MEDIEVAL AND RENAISSANCE
DECORATIVE ARTS




GIOVANNI DI DOMENICO “DE VRETI”

active c. 1500

Ser Giovanni di Domenico de vreti (“of the glass windows”) was a priest and glass crafts-
man. In February 1503 he could claim payment for five windows in the church and con-
vent of Cestello (Santa Maria Maddalena de’ Pazzi) in Florence. No more is known of him

at present.

The Virgin Annunciate

1942.9.311 (C-36)
Executed by Giovanni di Domenico

1498/1503
Stained glass, 199.4 x 78.8 (784 x 31)
Widener Collection

The Angel of the Annunciation

1942.9.312 (C-37)

Executed by Giovanni di Domenico

1498/1503
Stained glass, 199.4 x 78.8 (78%2 x 31)
Widener Collection

TECHNICAL NOTES

The windows are in good condition. Their first recorded
restoration was in 1629, when they were cleaned, the
leading renewed, and “pieces of the fields that were miss-
ing” were restored.! Their most recent cleaning, by the
National Gallery’s object conservators, took place in 1982.
The windows had suffered several losses of the shading
painted on pale or nearly clear glass areas such as the
angel’s face and hands, his white tunic, the dove’s wings,
and the Virgin’s hands and neck. To mitigate the other-
wise jarring transparency of these areas, the backs of the
windows were treated with reversible pigment and syn-
thetic resin. No losses were evident in the Virgin’s face,
which is shaded with a delicate sfumato effect that differs
from the heavier painting on surviving shaded areas of the
angel’s face (see note 1).

There is a fine crack in the Virgin’s halo. A record of 7
December 1942 in the NGA files indicates two broken
panes were to be repaired by Mr. Boertlein (not otherwise
identified) on the following day, mostly with the use of
original glass.?

The backs of some border pieces with floral and fruit
designs bear painted arabic numerals, in no apparent order
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(fig. 1). They may reflect a practice recorded later in
Vasari’s instructions to stained-glass artists to mark each
piece of glass with a number “in order to find it easily”;
this could be rubbed off after assembly.* The numbers on
the Washington windows, however, are applied in a du-
rable, strongly adhering pigment, possibly fired on. They
may be related to a restoration or, more probably to the
original process of assembling the border.

PROVENANCE

Church and convent of Cestello (later Santa Maria Mad-
dalena de’ Pazzi), Florence, c. 1503—after 1630; Rodolphe
Kann, Paris, before 1907;* (Duveen), 1907—-1916; purchased
3 April 1916 by Joseph E. Widener, Elkins Park, Pennsylva-
nia, as Florentine, fifteenth century.’ Inheritance from the
Estate of Peter A. B. Widener by gift through power of
appointment of Joseph E. Widener, after purchase by funds
of the Estate.

These windows have recently been singled out as
“the most important Italian stained glass windows
in America.”® Their provenance from the church of
Santa Maria Maddalena de’ Pazzi in Florence, first
published in the Kann collection catalogue in 1907,
is confirmed by both documents and stylistic evi-
dence. A record of February 1503 in the archive from

that church in the Archivio di Stato, Florence, indi-
cates that a priest called Ser Giovanni di Domenico



Executed by Giovanni di Domenico, The Angel of the Executed by Giovanni di Domenico, The Virgin
Annunciation, 1942.9.312 Annunciate, 1942.9.311
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de vreti (“of the stained glass windows”} was due
payment for “two windows made in the choir with
figures.” It indicates that Giovanni was to be paid at
the same time for a window for the Riccialbani
chapel in the church. The Riccialbani window (fig.
2}, still in situ and bearing a simple coat-of-arms of
that family in a roundel, has borders whose fruit-
cluster and floral designs perfectly match ‘those of
the National Gallery windows.

The choir chapel for which the windows were
made was begun in 1498 as part of a renovation
campaign on the thirteenth-century church then be-
longing to the Cistercian order and known as Ces-
tello (the church was later renamed Santa Maria
Maddalena de’ Pazzi at the request of the Carmelite
nuns to whom it passed in 1628). When the 1498
choir chapel was renovated in the seventeenth cen-
tury, the windows were reused elsewhere in the
convent.®

Paired Annunciation windows sometimes appear
in Florentine gothic churches as portions of large,
multi-light window complexes” Their isolated
presence as the principal ornament of a choir chapel
was a rarity, though such a use was perhaps inspired
by a pair of frescoed Annunciation roundels by
Ghirlandaio on the back wall of the cappella mag-
giore at Cestello’s mother abbey of Settimo near
Florence.® However, there is a fascinating possibil-
ity that a precedent may have existed in Brunel-
leschi’s choir chapel at San Lorenzo in Florence.
A painting in a Florentine private collection, attrib-
uted to Ridolfo del Ghirlandaio (1483—-1562), shows
a group of saints (including Laurence) standing in
a space closely resembling the crossing of San
Lorenzo." Behind them, in the upper wall of the
choir chapel, are a pair of round-arched, figured win-
dows that appear to represent an angel and Virgin
Annunciate, with a coat-of-arms below each. No
other record exists of such historiated windows at
San Lorenzo, and while late sixteenth-century draw-
ings confirm that the church did have a pair of
round-arched windows in the choir chapel before its
early seventeenth-century renovation, these show
no ornament besides Medici arms in the centers.?
The windows in the painting could simply be the
work of the artist’s imagination or could even be
inspired by the Cestello windows.” But the careful
detail with which the windows are painted suggests
the image could also represent the real state of San
Lorenzo in the first half of the sixteenth century.

In any case, the painting and a surviving building
completed in 1482, Santo Spirito, with its paired,
round-arched windows (with stained glass arms of
the commune of Florence) at the high altar end, sug-
gest how the National Gallery’s windows might
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have looked in their original setting. They were
probably placed side by side in the upper story of the
end {eastern) wall of the choir chapel, at some
height above the monks’ choir stalls. The angle of
Mary’s lectern, with the foreshortened bottom vis-
ible, implies a view from below. With the morning
sun shining through them, the windows must have
made an exhilarating impression on visitors at the
far end of the nave.

The documents identify Giovanni di Domenico
as a priest.* He may have belonged to the Gesuati
order, famous for its stained glass workshop on the
edge of Florence, though such an affiliation is un-
documented.”® Though he executed the Annuncia-
tion windows, Giovanni was not necessarily their
designer. No other surviving figural windows can be
connected with him, either through documents or
stylistic similarities. In Italy the craftsmen who
made stained glass windows frequently worked
from designs by other artists, sometimes famous
painters or sculptors.’s

The figural style, full of references to works by
major Florentine painters of the late quattrocento,
makes the designer’s identity a tantalizing ques-
tion.” The pose of his Virgin has been associated
with Botticelli’s Annunciation altarpiece, now in
the Uffizi, which stood after 1489 in the church for
which the windows were destined.”® The arrange-
ment and coloring of Mary’s garments, especially
the curving green lining of her mantle, may be in-
fluenced by Ghirlandaio’s Virgin Annunciate in the
Tornabuoni chapel at Santa Maria Novella {c. 1486—
1490).” The angel’s profile and the backward fall of
its thick, blond curls recall the same Annunciation.

Several features suggest particular appreciation
for the art of Filippino Lippi. Mary’s flowing, blond
tresses, and her headdress bound with a kerchief
into multiple knots, may emulate works of Filip-
pino Lippi in the Strozzi chapel in Santa Maria
Novella, including a window he designed at a date
closely contemporary with the Washington win-
dows.® The angel’s crisp profile and high rounded
forehead recall not only Ghirlandaio but also certain
delicate Filippino types, such as the Virgin in the
Badia Vision of Saint Bernard (c. 1485). Neverthe-
less, the Washington window figures, with their ro-
bust proportions and blunt, awkwardly drawn
hands, argue against an attribution to an artist
whose style could be translated into stained glass as
faithfully as Filippino’s was in the Strozzi chapel
window.

The border motif of fruit and flower clusters, set
off against a field of red glass and framed by rows of
white pearling, is related to a type previously used
in several windows in the Duomo in Florence, de-



Fig. 1 1942.9.312, detail
of back, border

Fig. 2 Executed by Giovanni di Domenico, Window in
former Riccialbani chapel, Santa Maria Maddalena de’
Pazzi, Florence [photo: Bigi, Florence)]
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signed by Ghiberti in the 1430s and 1440s. This type
of border was taken up c. 1490 in the Tornabuoni
chapel windows in Santa Maria Novella, based on
designs by Ghirlandaio or his workshop.? In
Giovanni di Domenico’s refined treatment, with a
variety of individual fruit and flower forms carefully
defined, the borders form a two-dimensional coun-
terpart to the decorative borders of glazed terra-
cotta reliefs by the Della Robbia.

The evidence suggests that the windows’ de-
signer paid close attention to work going on at Santa
Maria Novella in the 1490s, but does not permit us
to identify him with any major painter. His palette
suggests an artist very much at home with the me-
dium. It includes a selection of blues ranging from
small turquoise areas in the costumes and smoky
blue in the angel’s sleeve to the delicate pale shade
in the borders, the deep, resonant tones of Mary’s
mantle, and the violet of her kerchief.

While the hatched shading provides an inter-
esting large-scale example of late quattrocento
drawing technique,® other features point to an artist
concerned primarily with the two-dimensional ef-
fect of his work. These include apparent spatial in-
consistencies created by implicitly overlapping
planes of color. For instance, Mary presumably
stands behind the orange lectern and in front of the
pink niche, but the yellow pilaster base of the niche
overlaps her mantle on the left. This spatial contra-
diction makes sense as an effort to continue the
flow of bright yellow from the border of the angel’s
garment to Mary’s window. The yellow cornices in
the architectural setting in each window give an
immediate impression of continuity, yet the two
spaces are drawn to indicate different depths, with
the cornice running along a distant back wall in the
angel’s space but placed relatively close to the fore-
ground in Mary’s. These features suggest that the
artist gave priority to the two-dimensional color ef-
fect of his design, and that he thought primarily as a
glass designer rather than as an illusionistic painter.
His windows seem well planned as a large-scale,
radiant, and colorful image of the Annunciation,
visually unified and easily legible at a distance. All
this supports an identification of the designer with
the executing craftsman, Giovanni di Domenico de
vreti®* A.L.

NOTES

1. Luchs 1975, 83, doc. 1. The restored pieces have not
been identified. Differences in color and painting tech-
nique have raised suspicions about the cornice atop the
base of the Virgin’s lectern. The rendering of her face and
neck in five separate pieces shaded in varying methods,
compared with a single piece for the corresponding area
on the angel, raises questions about possible repairs to the



Virgin window. At press time the backs of the windows
were not accessible for the examination that might re-
solve these issues.

It has been suggested that the Virgin’s face is modern
(Giuseppe Marchini, letter, 26 October 1959, in NGA cura-
torial files; undated note in file quoting “Dr. Finkl”).
While the face is on an unusually flat piece of glass, and
differs in shading technique from her hands and from the
angel, the drawing style of details matches the angel well.
Mary’s pale visage could represent an original, icono-
graphically motivated distinction, giving her face a
brightness that responds to the depicted light in the left
window, whose rays would fall directly on her face.

2. The memo does not indicate which window was
broken, how the damage occurred, or the location of the
panes except to mention that the less severely damaged
area included “a floral design,” and thus must have in-
volved a border piece.

3. See Giorgio Vasari, Vasari on Technique, ed. G.
Baldwin Brown, trans. Louisa S. Maclehose (1907; reprint
New York, 1960), 268—269; I owe this reference to Shelley
G. Sturman.

4. Kann catalogue 1907, 1:15, no. 22.

5. Date on a Widener collection card, now in NGA
curatorial files. For an undated photograph of the win-
dows installed in the Raphael Room at Lynnewood Hall,
see David Alan Brown, Berenson and the Connoisseurship
of Italian Painting [exh. cat., National Gallery of Art]
(Washington, 1979), 20, fig. 33.

6. Jane Hayward and Madeline H. Caviness in Stained
Glass 1987, 12.

7. See Luchs 1975, especially 89, doc. 5: “Giovanni de
vreti di contro [Ser Giovanni di domenicho de vreti prete]
de avere addi x111I di febraio 1502 [=1503] lb. dugento
quaranta quatro ss. x e quali gli facciamo buoni per 2
finestre fatte in choro a figure e 2 in refettorio € una in
chiesa nella chappella de riccalbani....” Florence,
Archivio di Stato, Compagnie Religiose Soppresse,
C.XVIII 502, no. 357, fol. 205. The words “a figure” were
inadvertently omitted in Luchs 1975. See Luchs 1990, 20,
for a color illustration of the Riccialbani chapel window.

8. See Luchs 1977 (28—30) on the choir chapel, which
was altered beyond recognition in 1628, and Luchs 1975,
81-89, for the removal of the windows and their reinstal-
lation in a new chapter house between 1628 and 1630. The
date and circumstances of their removal from this loca-
tion are unknown. Since the windows next appeared in a
French collection, they may have been removed during
Napoleon’s Italian campaign, when several altarpieces
from the church were taken to France. See Everett P. Fahy,
Jr., “Les cadres d’origine de retables florentins du Louvre,”
RLouvre 26, no. 1 (1976), 6—14.

9. Earlier pairs of Annunciation windows in Florence,
always occurring as part of larger complexes, include the
upper fields of the Trecento windows from the Velluti
chapel (now in the Bardi chapel) in Santa Croce (Giuseppe
Marchini, “Le Vetrate,” in Primo Rinascimento in Santa
Croce [Florence, 1968), 64; Walter and Elisabeth Paatz, Die
Kirchen von Florenz, 6 vols. [Frankfurt, 1940-1954),
1:566); also the sacristy windows in Santa Maria Novella,
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c. 1380-1385, discussed in Paatz 1940-1954, 3:715, 807, n.
271, reproduced in Umberto Baldini, ed. Santa Maria
Novella. La Basilica, il Convento e i Chiostri Monu-
mentali (Florence, 1981), 285; two late quattrocento win-
dows in the nave of Santa Croce, discussed in Marchini
1968, 78 and Hildegard van Straelen, Studien zu floren-
tiner Glasmalerei des Trecento und Quattrocento
[Lebensrdume der Kunst s] (Wattenscheid, 1938), 98—99.
For other examples of the theme in windows in Tuscany
see van Straelen 1938, 28.

10. Luchs 1975, 85. This placement could be a Renais-
sance adaptation of the medieval practice of placing
Gabriel and the Virgin Annunciate on opposite sides of
the triumphal arch in front of a church’s presbytery. See,
for instance, the late twelfth-century mosaic at the Ca-
thedral at Monreale, or Giotto's fresco in the Arena chapel
at the beginning of the fourteenth century.

11. Carlo L. Ragghianti, Filippo Brunelleschi: un uomo
un universo (Florence, 1977), 353, fig. 458; the painting
was then in Florence in a collection identified only as
“F.d.S”” The painting was first published by Mina Gregori
in Mostra dei Tesori Segreti delle Case Fiorentine [exh.
cat., Comitato Femminile della Croce Rossa Italiana and
Circolo Borghese e della Stampa] (Florence, 1960), 21, no.
35, pl. 30, with the collection identified as “T.d.S.”

12. An anonymous sketch showing the interior of San
Lorenzo, including the choir chapel, in the second half of
the sixteenth century, is Uffizi drawing no. 29464, illus-
trated in Anna Forlani Tempesti et al., Disegni di Fab-
briche Brunelleschiane [exh. cat., Gallerie degli Uffizi]
(Florence, 1977), 58—59, no. 21, pl. 23; for a rare engraving
in the Albertina showing the interior and choir chapel in
1598, before renovation, with each window containing a
tondo with Medici arms, see Charles de Tolnay, Brunelles-
chi e Michelangelo [exh. cat., Casa Buonarroti] (Florence,
1977), fig. 29.

13. The artist credited with the painting, Ridolfo del
Ghirlandaio, made an altarpiece for the Pepi chapel at
Cestello around 1512; thus he could easily have been fa-
miliar with the National Gallery windows. See Luchs
1977, 99~101.

14. Stained glass craftsmen in Renaissance Italy often
belonged to the clergy. See van Straelen 1938, 64;
Giuseppe Marchini, Italian Stained Glass Windows (New
York, 1957), 11. On the title “Ser” for a priest see Lauro
Martines, Lawyers and Statecraft in Renaissance Florence
(Princeton, 1968), 29.

15. On the Gesuati see Paolo Bensi, “Gli arnesi
dell’arte. I Gesuati di San Giusto alle mura e la pittura del
Rinascimento a Firenze,” Studi di storia delle arti 3 (1980),
33-47.

16. See Arthur Lane, “Florentine Painted Glass and
the Practice of Design,” BurlM 91 (1949), 43—48; the abun-
dant documentation in van Straelen 1938; and Marchini
1957, 10—1I.

17. Marchini 1965-1966, 1:431, commented on the
“vivi ricordi botticelliani, ghirlandaieschi, perugineschi”
of these windows. The attribution to Lorenzo di Credi in
Kann 1907, 1:15, has only general relevance.



18. Luchs 1975, 85—86; Luciano Berti, ed. Gli Uffizi:
catalogo generale (Florence, 1979), 178, no. 260.

19. For the Tornabuoni chapel dates see Jan Lauts,
Domenico Ghirlandajo (Vienna, 1943), 29, 35. For a color
illustration see Father Stefano Orlandi, O.P, revised by
Father Isnardo, Father Grossi O.P., Santa Maria Novella e i
suoi chiostri monumentali, Guida storico artistico (Flor-
ence, 1974).

20. See]. Russell Sale, The Strozzi Chapel by Filippino
Lippi in Santa Maria Novella (New York, 1979), 129 and
146, n. 108. Although the window there may have been
installed as late as 1503, Sale suggests it was designed and
perhaps executed in 1497-1498. Filippino not only de-
signed the window but probably painted on the glass and
may even have selected the colors. However, Gesuati
friars did the actual glasswork.

For the headdress type, frequent in Filippino’s women,
see for instance the young mother on the right in the
Raising of Drusiana in the Strozzi chapel, c. 1498-1502;
Sale 1979, 440, fig. 16.

21. For color illustrations of Filippino’s Strozzi win-
dow see Giuseppe Marchini, “Un restauro,” Antichitd
Viva 12, no. § (1973), 3—6, and Baldini 1981, 280—281.

22. See Marchini 1957, 48-50, 248, 250, figs. 44—45
and 64—67; Enrica Neri Lusanna and Mina Bacci, “Le ve-
trate,” in Lorenzo Ghiberti, ‘Materia e ragionamenti’ [exh.
cat.,, Museo dell’ Accademia and Museo di San Marco]
(Florence, 1979), 235—257.

23. Onrelated drawing practices, see Jean K. Cadogan,
“Reconsidering Some Aspects of Ghirlandaio’s Drawings,”
AB 65 (1983), 274—290.

24. Susan Atherly, Jeffrey Ruda, and especially
Meredith Lillich contributed valuable observations to the
preparation of this entry.
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Pax: The Annunciation

1942.9.286 (c-10)

German or Netherlandish, c. 1500 (shell cameo); probably
Italian, c. 1500/1520 (setting), with later repairs and
additions

Shell, gilded silver, copper, and enamel
Shell: c. 8 x 6.4 (38 x 2%4); setting: 21.6 X 14.6 (82 X 5%4)
Widener Collection

INSCRIPTIONS

On scroll held by angel: AVE GRACIA PLENA DO...NVS;
On base of setting: AVE MARIA GRATIA PLENA DNS
TECV.

TECHNICAL NOTES

The translucent enameled flowers in the frame just above
and below the shell have suffered some damage, and the
whole object shows evidence of at least one restoration.
The shell (fig. 1) may be a helmet shell, such as cassis
madagascarensis.! It is repaired with wax at the upper
edges of the arch. Several cracks between Mary and the
angel are also repaired, and there is a translucent fill
about 1.6 cm long between the figures. Traces of gilding or
gold paint remain in the lettering, in the rays extending
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toward Mary, and around God the Father and the Angel.
The surface of the shell is speckled with tiny black spots.
There are traces of a dark color that may be on the back
(visible through the shell), perhaps the same darkening
agent applied to the reverses of other Renaissance shell
cameos to make the relief portions stand out.?

The repoussé silver border varies from section to sec-
tion in style and alloy composition, suggesting repairs,
perhaps on several occasions.? The center-left piece, with
a content of only about 8 percent silver, looks to be a
summarily engraved facsimile of other sections of the
border. The piece below it also appears different from the
others and shows yet another alloy. The degree of subtler
compositional variation among the remaining sections
prevents any confident division into groups. The four tiny
holes in the left section are thus far inexplicable.

The border of rings around the shell is a gilded copper
alloy with impurities of zinc, lead, antimony, and tin in
significant amounts. The back of the pax is almost pure
gilded copper, containing only small amounts of tin and
antimony, thus differing from the alloys on the front. The
pure alloy and relatively crude style suggest that the back
is modern. The pax reportedly has a wooden core.*



German or Netherlandish, setting probably Italian, Pax:
The Annunciation, 1942.9.286

PROVENANCE

Emile Molinier, Paris (?), “said to have come from a
church in Florence”;* Purchased by Joseph E. Widener,
Elkins Park, Pennsylvania, by 1918, as Italian, fifteenth
century. Inheritance from the Estate of Peter A. B. Wide-
ner by gift through power of appointment of Joseph E.
Widener, Elkins Park, after purchase by funds of the
Estate.

A pax is a tablet containing a religious image,
presented for the faithful to give it the Kiss of Peace
before taking communion at mass.” The style of this
one’s frame and the reported provenance from a
church in Florence are the probable reasons the pax
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was considered fifteenth-century Italian when it en-
tered the Widener collection. In 1983, based on the
style of the carved cameo, the attribution was
changed to Franco-Flemish, with an acknowledg-
ment that the frame might be Italian.®

Shell cameos of this type were carved primarily
in France and Germany, and occasionally in Italy, in
the late fifteenth and early sixteenth centuries.’
Although no other known cameo is similar enough
to establish the precise origin of this one (fig. 1)*
the style and costumes have their closest counter-
parts in German and Netherlandish art of the late
fifteenth and early sixteenth centuries." The ico-



Fig. 1 1942.9.286,
detail of shell, before
treatment

Fig. 2 Italian, c. 1500,
Silver and Enamel Pax,
back, Paris, Musée

du Louvre [photo:
RMN, Paris]

nography of the tiny descending Christ Child occurs
most often in German and Netherlandish Annun-
ciation imagery.”?

The enameled frame, however, is probably Ital-
ian. In general form the front resembles a late
fifteenth-century Florentine pax in the Museo Na-
zionale del Bargello, Florence.® The translucent
enamel floral scrolls can be compared with Italian
enamels produced around 1500 to 1520, such as
those on the back of a pax in the Louvre (fig. 2).*
The forms of the letters on the plinth correspond to
mid-fifteenth-century Italian epigraphic style,
which might nevertheless have been used some-
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1942.9.286, back

what later.”® The arabesque motifs delicately painted
in gold on the blue enamel band, which resemble
mid-to-late sixteenth-century patterns® appear to
be a later addition. While the gilded bosses in the
outer border are nearly identical in form to those on
a portable altar by the Augsburg goldsmith Matthias
Wallbaum, around 1600, at the Castello Sforzesco in
Milan,” this seems more likely to be a sign of Italian
goldsmith influence on Wallbaum than of a German
origin for the pax setting. Production in early
sixteenth-century Italy, with a later restoration in-
volving the silver inner border, the back, and possi-
bly the painted arabesques, seems most likely. The
shell’s awkward placement in the frame, with a bor-
der of gilded copper rings, indicates that the two
elements may have been united relatively late in the
history of each.® The setting would presumably
once have housed another precious object or relic
related to the cult of the Virgin.

While a few German liturgical objects have cen-
terpieces carved of a single piece of mother-of-
pearl,” Renaissance shell cameos whose settings are
known generally appeared on two types of objects:
elaborate goblets and flasks for secular or liturgical
use, and equally elaborate altarpieces.? In each case,
multiple cameos were used. The arched shapes of
some of the shell cameos on the Brandenburg altar
of about 1525 invite speculation that the National
Gallery’s Annunciation cameo was also originally
conceived for such a setting. A.L.



NOTES

1. Richard Houbrick of the Division of Mollusks,
National Museum of Natural History, who examined
the shell on 5 November 1985, noted that the carving had
not left enough surface to permit a certain identification,
but that what remained was consistent with a shell of this
kind, found in the Red Sea and along the east coast of
Africa. He observed that such shells often came to Europe
as ballast in the holds of Dutch and Portuguese trading
ships.

2. On this substance, possibly pitch, see Martha A.
McCrory, “Renaissance Shell Cameos from the Carrand
Collection of the Museo Nazionale del Bargello,” BurlM
130 (1988), 412—413. See also Rudolf Berliner, “Fran-
zosische Muschelschnitte, zugleich ein Beitrag zur Ge-
schichte der Sikularisarisation in Bayern,” Munch/b neue
folge 1 {1924), 38-39.

3. Barbara A. Miller, conservation scientist, reported
{21 January 1983), based on X-ray fluorescence analysis,
that the three sections of silver inlay along the right side,
the section on the upper left, and the left section at the
bottom are of the same composition, while the other
pieces are silver-copper alloys of widely varying composi-
tions. The plinth with the inscription is mercury-gilded,
making it impossible to compare its silver alloy with
those of the other sections.

4. Widener 1935, 33.

5. Widener 1935, 33.

6. A note in the Widener card file at the NGA reads
“in 1918 (?) inventory.”

7. For paxes, used from the thirteenth through the
seventeenth centuries, see Josef Braun, Das christliche
Altargerdt in seinem sein und in seiner Entwicklung
(Munich, 1932), 557—572 and pls. 116—120.

8. C. Wilson 1983, 213.

9. See especially McCrory 1988, 412—426. On uses of
French and German cameos in Renaissance metalwork
see also Berliner 1924, 26—49; Jorg Rasmussen, “Un-
tersuchungen zum Halleschen Heiltum des Kardinals
Albrecht von Brandenburg. I,” Munch]b, 3d. ser. 27 (1976),
59—118, esp. 94—95; John F. Hayward, Virtuoso Goldsmiths
and the Triumph of Mannerism 1540-1620 (London, 1976),
91, 97-99, 361, 362—363, 372, pls. 255, 270, 369; Hugh Tait,
The Waddesdon Bequest (London, 1981), 9o—91. For exam-
ples identified as Italian see for instance Ernest Babelon,
Catalogue des camées antiques et modernes de la Bi-
bliothéque Nationale, 2 vols. (Paris, 1897), 221-222, nos.
388-389, pl. 46 (plate volume).

10. The style of the Angel of the Annunciation in a
late-fifteenth-century shell cameo from France, in the
Museum of Fine Arts, Boston (acc. no. 46.457, BMFA 55
[1957], 90), argues against a French origin for the Washing-
ton cameo.

11. Noting similarities between the angel and a corre-
sponding figure in a drypoint of the Annunciation by the
late fifteenth-century Master of the Amsterdam Cabinet
Robert A. Koch suggested that the Washington cameo is
German, probably from the middle or upper Rhenish re-
gion (letters, 8 November 1985 and 14 July 1986, in NGA
curatorial files). See J. P. Filedt Kok, ed., The Master of the
Amsterdam Cabinet or the Housebook Master, ca. 1470—
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1500 {Amsterdam and Princeton, 1985}, 99—100, no 8
Many related details, though not a similar style, appear 1n
the Annunciation on an altarpiece 1n the Klosterkirche
at Alpirsbach 1n southwestern Germany, attributed to the
workshop of Jorg Syrlin the Younger, first quarter of the
sixteenth century See Johannes Taubert, Farbige Skulp-
turen (Munich, 1978), 8o, fig 92

The angel’s costume, a tunic slit at the sides and fas-
tened by a brooch at thigh level, 1s more charactenistic of
Netherlandish art Compare the Mag: 1n Netherlandish
altarpieces of the second half of the fifteenth century,
such as the ones by Memling 1n the Prado, Madnd, ¢ 1470
and the Hospatal of Saint John, Bruges, 1479 (Max ] Fried-
lander, Early Netherlandish Painting, vol 6 1, Hans Mem-
hinc and Gerard David, trans Heinz Norden [Leyden,
1971}, 45, pls 1, 2, 5), or the southern Netherlandish
wood sculpture of King Melchior, around 1490, 1n the
Schnutgen-Museum, Cologne (Theodor Muller, Sculp-
ture 1n the Netherlands, Germany and Spain, 1400-1500
[Baltimore, 1966], 150, pl 113B)

12 See David Robb, “The Iconography of the Annun-
ciation 1n the Fourteenth and Fifteenth Centuries” AB 18
(1936), 480—526, especially 505, n 73, 507, and appendix,
523—526

13 See Marco Collareta and Antonella Capitanio,
Oreficeria Sacra Italiana Museo Nazionale del Bargello
(Florence, 1990}, 164—167, no 46, colorpl 73

14 Inv no MR 553, catalogued as Italian, ¢ 1500,
Luig: Serra, “La mostra dell’antica oreficeria italiana alla
triennale di Milano” BdA 30 (1936), 89 Other related
mounts appear on a silver basin attributed to Valerio Bells,
¢ 1520 1n the Schatzkammer der Residenz, Munich See
Hayward 1976, 83, 360, pl 245

15 James Mosley of the Saint Bride Printing Library,
London, pomnted out features that connect the letter
forms with Italian inscriptions 1n stone toward the mid-
dle of the fifteenth century He added that this “does not
preclude a much later date (though nearer to 1500 than
1600, I should think), nor a German craftsman famihar
with Italian models” {letter, 19 December 1986, in NGA
curatorial files)

16 Compare the outer borders around a mid-
sixteenth century painted glass panel in the Museo
Civico, Turin, 1n Silvana Pettenati, I vetr: dorat: graffiti e
1 vetr1 dipint: (Turin, 1978), 38—39, no 48, pls 52—53 See
also the enamel work on the pax cited in note 13 or the
very similar details of arabesques 1n an ornamental draw-
ing from the workshop of Jacob Mores of Hamburg, sec-
ond half of the sixteenth century, in Hayward 1976, 316,
repro 232

17 Inv no 188 Regina Lowe, Die Augsburger Gold-
schmiedewerkstatt des Matthias Walbaum (Munich,
1975), 26—28, for a detail see Oleg Zastrow, L’oreficeria in
Lombardia (Milan, 1978), pl 215

18 Only one other surviving example of a shell set as
a pax has been found, apparently a sixteenth-century
French cameo 1n a later Italian setting, now 1n the Museo
Pold1 Pezzoli, Milan See Museo Poldi Pezzoli Orologi-
Oreficerie (Milan, 1981}, 296, no 224, pl 252 Both cameo
and setting are very different from the present work



Fig. 1 1961.9.196, disassembled, back view

19. On mother-of-pearl, carved into religious images
and mounted in reliquaries, paxes, and house altars in late
fifteenth- and early sixteenth-century Germany, see
Gustav E. Pazaurek, Perlmutter (Berlin, 1937), especially
27-28; William Wixom, “Four Late Gothic Additions to
the Medieval Treasury” BCMA 56 (1969), 321—323, 330,
n. 3. Heinrich Kohlhaussen, Niirnberger Goldschmiede-
kunst des Mittelalters und der Diirerzeit, 1240 bis 1540,
(Berlin, 1968), 241, repro. 378.

20. For vessels see Hayward 1976, Tait 1981, Kohl-
haussen 1968, 372, fig. 543; 373, fig. 544; 374, fig. 545;
357—359 and 388. For altars see especially the discussion
of the one from the treasury of Cardinal Albrecht von

Brandenburg, c. 1525 (fragments surviving in the Bay-
erisches Nationalmuseum, Munich; Rasmussen 1976,
94—95 and, for detailed illustration, Philipp Maria Halm
and Rudolf Berliner, Das Hallesche Heiltum (Berlin, 1931),
66, repro. 2 and pl. 180. See also Hugh Tait, Catalogue of
the Waddesdon Bequest in the British Museum. III. The
Curiosities (London, 1991), 109—142.
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Pax
with a miniature of the Nativity

1961.9.196 (C-542)
Possibly Florentine, c. 1480 (pax frame); western

European, c. 1850/1875 (miniature)

Gilded silver, copper, brass, enamel, with pearls and glass
beads, containing a miniature painted on parchment
(2); glass cover, cloth inner lining

Overall measurements: 23.6 X 13.1 X 6.7 (9V4 X §5Vs X 2%)
Samuel H. Kress Collection
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TECHNICAL NOTES

The blue enamel on the frame has suffered some damage,
with losses on the lower proper left. The construction,
with long pins passing through tubular hinges on the inte-
rior to hold the front and back together, corresponds in
general to that of at least one known fifteenth-century
goldsmith work, the Holy Thorn reliquary at the British
Museum, London.! Tiny holes at regular intervals around
the interior of the central opening (fig.1) suggest that pins
or nails were once inserted to secure something there. A

Fig. 2 1961.9.196, disassembled, front view



Possibly Florentine and western European, Pax with a

Miniature of the Nativity,

1961.9.196
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Fig. 3 Florentine, 1477/1491, Pax containing a niello,
Baltimore, Walters Art Gallery

Fig. 5 Florentine, 1477/1491, Pax containing a niello,
Paris, Musée du Louvre
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Fig. 4 back view of Fig. 3

Fig. 6 back view of Fig. §



Fig. 7 1961.9.196,
detail, miniature

tiny copper wire passes through one. The interior of the
frame is lined with worn red cloth of indeterminate age.

The pigments in the miniature are unusually coarsely
ground for the 1480-1500 period suggested by the style.
The very smooth support appears to be parchment that
has been glued onto cardboard.?

X-ray fluorescence spectroscopy indicated that the
surface of the metal pax frame is silver and gold, with
traces of copper; that the back is fire-gilded brass riv-
eted onto copper; and that the plinth and handle are silver
with traces of copper and lead. One of the long interior
pins holding the front and back together (figs. 1, 2) is brass
and the other is iron. The blue and gold enameled areas
contain silver, gold, copper, iron, and possibly zinc, while
the green enamel on one knob contains silver, copper,
gold, lead, and traces of iron. No demonstrably modern
colorants are present in either the enamel or the minia-
ture.? X-ray fluorescence of the latter, and X-ray diffrac-
tion analysis of minute samples, indicated the presence of
lead-tin yellow, not normally found after 1750, in Joseph’s
cloak; and malachite, replaced in Europe by artificial
green pigments c. 1800, in the greens. Traces of arsenic in
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a green area may indicate the presence of the yellow pig-
ment orpiment, known since classical times. A blue area
contains smalt, found (infrequently) in paintings from
c. 1500—-1800, and rarely thereafter. Minute traces of zinc
in a gold halo, a light green area, and a gray wall could
indicate the use of zinc white (introduced only in 1834) or
simply impurities.*

PROVENANCE

Reportedly Trivulzio collection, Milan; (Contini-
Bonacossi, Florence), by whom sold to Samuel H. Kress,
New York, by 1937 or 1939, as Venetian, c. 1400; Samuel
H. Kress Foundation, New York, 27 February 1950.¢

The use of a glass-covered miniature as the central
devotional image in a pax is rare but not unparal-
leled in the Italian Renaissance.” Comparisons with
the most similar Renaissance objects suggest,
however, that in this case the miniature is a nine-
teenth century creation, and that the date of the pax
frame is also open to question.



The form of the frame is closely related to a pair
of Florentine gilded silver paxes, probably produced
between 1477 and 1491, bearing the arms of the
Neroni and Pandolfini families. One is now in the
Walters Art Gallery, Baltimore (figs. 3, 4), the other
in the Musée du Louvre, Paris (figs. 5, 6).* Each con-
tains a niello plaque, an art form which, along with
enamel, is more typical for the central image in a
Florentine pax. Like these paxes, which differ some-
what in style from each other, the Washington pax
has an arched frame set on a plinth, decorated with
classicizing moldings, openwork, a vasiform finial,
and volutes at the top. The projecting bulbs and the
finial form resemble those of the Walters pax, while
the volute forms and the openwork on the plinth
and back recall the Louvre example. The maker of
the Washington example was evidently familiar
with both.

However, the Washington version has an over-
wrought character that smacks of gothic revival.
The maker multiplied the volutes at the top and
crammed them into a smaller space; elaborated trac-
erylike openwork at the sides of the frame and even
on the sides of the volutes; added extra side orna-
ments including pearl clusters and truncated con-
ical knobs at the bottom, the latter with an oddly
assymmetrical color scheme (one blue, one green).
The back of the Washington pax especially suggests
a less logical revision of the Paris example (figs. 1,
6): the design with a small upper circle and a large
lower one on that pax accommodates a forked
handle with its inception at the top; on the Wash-
ington pax a handle with a single curve engages the
pax at center and bottom, reducing the functional
upper circle to a meaningless ornament. There are
additional minor oddities, such as use of glass rather
than metal for the ornamental bulbs; or the arrange-
ment of thick gold stars in two stiffly regular rows
on the blue enamel band on the front, compared
with the looser rhythm and delicate application of
stars spangling comparable enamel on a good Tus-
can quattrocento example; or the inexplicable shift
to a simplified form for the lower rivet on either
side of this band.’ All these features arouse suspi-
cion. Yet no demonstrably modern materials or
techniques have been detected in the frame, whose
degree of wear suggests considerable age. The pin
holes around the interior of the opening (see tech-
nical notes) give evidence that the miniature now
contained in the pax replaces some earlier object
once secured there, an unlikely situation for a new
frame produced in the nineteenth century. Thus the
age of the frame remains in doubt.

The miniature in the center of the pax (fig. 7),
under a thick piece of glass, presents its own anoma-
lies. Its arch format is perfectly in order for Italian
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Renaissance miniatures,® and the Madonna type
and the child lying on the end of her robe are charac-
teristic of the late fifteenth century, to be found in
paintings from the circles of the Florentine painters
Ghirlandaio and Lorenzo di Credi, for instance."
The buildings in the middle ground and the
road winding back on the left correspond to late
fifteenth-century Florentine landscapes reflecting
Netherlandish influence, particularly that of a
Memling Madonna in the Uffizi, Florence, with a
winding river and a mill with a round wheel.”? Yet
here the middle ground building seems out of scale
and uncertain in its spatial placement. Moreover,
the foreground setting is unusual in that Florentine
artists, from Giotto to Botticelli, have rarely de-
picted the Byzantine cave of the Nativity without
including also a shed representing a stable.”® A cave-
hill that completely cuts off the foreground from
the background, with a cliff on one side jutting ab-
ruptly into it, is also peculiar.

The stone wall sections in the foreground are de-
scendants of the “diaphragm arch,” a barrier touch-
ing the edges of an image to mediate between the
viewer, the frame, and distant space.” Here the de-
vice seems poorly understood; the low wall frag-
ments are usually part of more extensive ruins
whose vertical elements parallel one side of a
painting.

The ring of angels dancing on the clouds above
the Holy Family has counterparts in Florentine
paintings, such as the Botticelli Mystic Nativity of
1500 in the National Gallery, London.” The stiff lit-
tle angels in their double-belted tunics are actually
closer to the earlier Sienese angelic dancers in a
painting at the Musée Condé in Chantilly, attrib-
uted to Giovanni di Paolo, c. 1436." These resem-
blances make all the more disconcerting the
absence of wings on the angels with their backs to
the viewer in the Washington miniature. These nu-
merous odd details, together with the coarsely
ground pigments (see technical notes) and the loose,
impressionistic painting style of the landscape,
point to a post-Renaissance origin.

The pax may thus consist of a Florentine late
quattrocento setting, although a somewhat peculiar
one, containing a nineteenth-century replacement
for its original sacred image. The miniaturist who
provided this replacement had a knowledge of old
pigments and a grasp of late fifteenth-century style
comparable to that of the able English imitator of
Renaissance miniatures, Caleb W. Wing (d. 1875).”
While there is not enough evidence to attribute it to
him, the similarities to his work suggest a dating
around 1850/1875 for the miniature. The close reli-
ance on Florentine style would not preclude produc-
tion elsewhere in Europe. A.L.



NOTES

1. Hugh Tait, Catalogue of the Waddesdon Bequest in
the British Museum. I. The Jewels (London, 1986), 32, fig.
12-14, 34, with photographs in a dismantled state.

2. Verbal report of Shelley Fletcher, NGA paper conser-
vator, 2 April 1985; reaffirmed following microscopic
examination of a sample, 9 June 1992.

3. Report of 10 May 1985, in NGA conservation labora-
tory files.

4. Reports of 10 May 1985 and 29 October 1985, in
NGA conservation laboratory files; discussion with the
author after further examination by Barbara Berrie, 12 Ja-
nuary 1989; and report of Suzanne Q. Lomax, 13 January
1989. The dates are discussed in Hermann Kuhn, “Ter-
minal Dates for Paintings Derived from Pigment Analy-
sis/” in Application of Science in Examination of Works of
Art, ed. William J. Young (Proceedings of the Seminar June
15—-19, 1970, Museum of Fine Arts, Boston, Mass.), 199—
205. On smalt, whose production has continued up to the
present, see Bruno Miihlethaler and Jean Thissen,
“Smalt,” Studies in Conservation 14 (1969), 47—61. I owe
these references to Barbara Berrie.

5. See entry on 1961.9.182, Limoges enamel book
cover, provenance.

6. Deposition by Herbert L. Spencer, executive direc-
tor, Samuel H. Kress Foundation, 21 August 1956, on file
in the secretary-general counsel’s office, National Gallery
of Art, Kress no. 0-153.

7. For paxes see entry 1942.9.286. The church of San
Michele a San Salvi lent a fifteenth-century enameled
copper pax with a miniature of Christ in the tomb to the
Mostra del Tesoro di Firenze Sacra [exh. cat., Convento di
San Marco] (Florence, 1933), 88, not illustrated. At Amalfi
Cathedral is an early sixteenth-century enameled copper
pax with a miniature of the Annunciation on parchment,
Imago Mariae. Tesori d’arte della Civiltd cristiana [exh.
cat., Palazzo Venezia) (Rome, 1988), 122, no. 73. See also
four paxes with miniatures, catalogued as Italian, six-
teenth century, in Catalogue des Objets d’art antiques,
du Moyen-Age et de la Renaissance dependant de la suc-
cession Alessandro Castellani, Hotel Drouot, Paris, 12—16
May 1884, nos. 498—501.

8. Ulrich Middeldorf in Decorative Arts of the Italian
Renaissance, 1400-1600 [exh. cat., The Detroit Institute
of Arts| (Detroit, 1958), 154, n0s. 406—407, repro. 164—165,
and Philippe Verdier, “Nielles de la Renaissance italienne
2 la Walters Art Gallery,” Arte in Europa. Scritti di storia
dell’arte in onore di Edoardo Arslan, 2 vols. (Milan, 1966),
1:465—469, and 2: repro. 298-301). Middeldorf posited dif-
ferent hands for the Walters (no. 45.4) and Louvre (OA
2630) paxes, Verdier slightly different dates.

9. Marco Collareta and Antonella Capitanio, Ore-
ficeria Sacra Italiana. Museo Nazionale del Bargello (Flor-
ence, 1990), cat. 43, 152—157, color plate LXXII, possibly
Sienese; ornamental rivets set in the blue enamel are
comparatively paltry in design on the Washington pax.
For relevant features in another late quattrocento Flor-
entine pax see Collareta and Capitanio 1990, cat. 46,

76 LATE MEDIEVAL AND RENAISSANCE

164-167, color pl. LXXIII (blue enamel bands with gilded
ornament, and a similar cross with pearls at corners atop
the finial).

10. Compare the Hours of Lorenzo de’ Medici, Floren-
tine, 1485, illustrated in Jonathan J. G. Alexander, Italian
Renaissance llluminations (New York, 1977), 44, pl. 3.

11. See a Madonna attributed to Sebastiano Mainardi
(Harrach Collection, Vienna) in Raimond van Marle, The
Development of the Italian Schools of Painting, 19 vols.
(The Hague, 1923-1938), 13:197, fig. 128, with comparable
veil and fold patterns in her mantle; some similar corre-
spondences in the Lorenzo di Credi Adoration of the
Child, in the National Gallery, London, Van Marle 13:285,
fig. 191.

12. See Millard Meiss, “A New Monumental Painting
by Filippino Lippi,” AB 55 (1973), 485, fig. 10.

13. There are exceptions, such as the Nativity in front
of a cave in a manuscript illumination in a book of hours
of 1446-1448, attributed to Zanobi Strozzi, in The Wal-
ters Art Gallery, Walters ms. W. 767, fol. 15, illustrated in
Dorothy Miner, “Since De Ricci—Western Illuminated
Manuscripts Acquired since 1934. A Report in Two Parts.
Part I1,” JWalt 31-32 (1968—1969), 92, 98 (noting the unu-
sual absence of a shed); I owe this reference to Jonathan
Alexander.

14. This motif appeared in various forms in Nether-
landish manuscript illuminations and paintings after it
was developed by the Boucicaut Master in the first quar-
ter of the fifteenth century. See Millard Meiss, French
Painting in the Time of Jean, Duc de Berry. The Boucicaut
Master (London, 1968), 13—14. It occurs frequently in the
foreground of Nativity or Adoration of the Magi composi-
tions; see for instance Dirk Bouts, “Pearl of Brabant” al-
tarpiece, c. 1470, Munich, Alte Pinakothek; Max J.
Friedlinder, Early Netherlandish Painting, 14 vols. in 16
(Leiden, 1967-1976), 3:21, 62, pl. 38, fig. 24; the Nativity
by the Master of James IV of Scotland in the Breviary from
Namur, c. 1488-1489, Staatsbibliothek, Berlin, and the
Adoration of the Magi by Gerard Horenbout, in the Hours
of Bona Sforza, 1519—1520, British Museum, London, both
illustrated in Thomas Kren, ed., Renaissance Painting in
Manuscripts. Treasures from the British Library [exh. cat.,
J. Paul Getty Museum, Pierpont Morgan Library, British
Library] (New York, 1983), 67 (8g) and 119 (15h). For a
Florentine example attributed to Monte di Giovanni in
the missal of Sant’Egidio, 1474, see Annarosa Garzelli,
Miniatura fiorentina del Rinascimento 1440-1525. Un
primo censimento (Scandicci, 1985), 2:529, pl. 872.

15. Ronald W. Lightbown, Sandro Botticelli, 2 vols.
(London, 1978), 1:89 (pl. I1X), 134-138, 2:99—101.

16. Five Angels Dancing, inv. 9; see Elisabeth de Bois-
sard et al., Chantilly, musée condé. Peintures de I’Ecole
italienne (Paris, 1988), 90—91, no. 39.

17. On Wing see Janet Backhouse in Fake? The Art of
Deception, ed. Mark Jones [exh. cat., the British Museum]
(London, 1990), no. 202, 190-192.
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Diptych

with Scenes from the Life of Christ

1942.9.285 (C-9)
Western European

c. 1800/1839; wooden case between 1850 and 1912

Ivory; wood case with bone and wood intarsia, 25.5 x 19 x
4.5 (10 x 7% x 1%4) closed; 37.5 (1474) w. open; ivory
panels: left 20.8 x 14.2 (8% x 5%16); right 20.6 x 14.3
(8V6 x 5%8)

INSCRIPTIONS

In Annunciation to the Shepherds scene, on a scroll held
by an angel: + PUER NATUS

In Adoration of the Magi scene, an illegible inscription on
a scroll held by an angel

In Crucifixion, atop cross: INRI

In Descent from the Cross, atop cross: INR

In Three Women at the Tomb, on a scroll held by an angel:
+ Non est. hic. sursesst [{]

TECHNICAL NOTES

While the diptych panels are ivory, bone was used along
with wood for the inlaid case.! The ivory panels are in
remarkably good condition. Traces of gilding noted by Du
Sommerard in 1846 have survived (or been renewed), espe-
cially on the haloes. Metal nails pierce the hands and feet
of Christ in the Crucifixion. The background, of wood
coated with parchment, is polychromed, with blue deco-
rated with gold stars, rays or swirling patterns behind the
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narrative scenes, and brownish yellow behind the archi-
tectural borders and figures on the sides.

A strip of ivory 9.8 cm long has come off the top border
on the left. Ivory bands on the edges are loose in many
places. The intarsia is warping on the exterior at the bot-
tom of the recessed inner panel on the front. Some check-
erboard portions of the intarsia are inlaid, others painted.

PROVENANCE

Alexandre Du Sommerard [1779-1842], Paris, before
1839;* government of France, 14 July 1843-before 1847;
Debruge Duménil family, Paris, before 1850; (sold at Hotel
des Ventes Mobiliéres, Paris, 23 January—12 March 1850,
no. 159), to “M. Isaac;"”* George Field, Ashurst Park, before
1857—1893;° John Edward Taylor, after 1893—1912 (sale,
Christie, Manson and Woods, London, 1—3 and 9—10 July
1912), no. 81 (the first reference to the inlaid case);
(Duveen, 1912); purchased by Peter A. B. or Joseph Wide-
ner, Elkins Park, Pennsylvania, 11 November 1912, as
Milanese, fifteenth century. Inheritance from the Estate
of Peter A. B. Widener by gift through power of appoint-
ment of Joseph E. Widener, Elkins Park.

EXHIBITIONS

Manchester, (no institution named), 1857, Art Treasures of
the United Kingdom from the Art Treasures Exhibition,
Manchester, 1857, 22, plate V; South Kensington 1862, 16,
no. 196.
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Fig. 1 1942.9.285,
left wing

The left wing of the diptych (fig. 1) represents the
Nativity and Annunciation to the Shepherds (upper
register), the Adoration of the Magi and Presenta-
tion in the Temple (middle register), and the Entry
into Jerusalem and Christ Washing the Disciples’
Feet (lower register). The right wing (fig. 2) shows
the Agony in the Garden and the Betrayal of Christ
(upper register), the Flagellation and Crucifixion
(middle register), and the Deposition and Women at
the Tomb (lower register). The scenes are framed by
delicate architectural tracery in a flamboyant gothic
style enriched with gargoyles, symbolic animals,
and statues of apostles and angels in niches.

This diptych is the creation of a skillful
nineteenth-century imitator of late gothic ivory
carving. In 1969 Jaap Leeuwenberg attributed the
National Gallery’s diptych and numerous other
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ivories to the workshop of the “Master of the Agrafe
Forgeries,” so named for the small brooch in the
form of a rosette or cross that frequently closes the
cloaks of his figures. He called the Washington dip-
tych “one of the very best works” from this source.®
The master, whose workshop may have produced at
least 110 ivories, was apparently active in the early
nineteenth century both as a restorer of medieval
ivories and a maker of new ones in gothic style.” His
nationality is uncertain, but since his earliest
known works, made before 1806, were acquired by
museums in Paris and Lyon, he may have been
French.® Whether a willful forger, a historicizing re-
vivalist, or both, he catered to a taste around 1800
for elaborate details of gothic architecture, furnish-
ings, and costumes, achieved at the expense of ex-
pressive conviction.

Features which, taken together, rule out a me-
dieval artist include a preference for elaborately
pierced ivories, a technique rarely employed in the
Middle Ages;’ the frequent use of carved haloes as
opposed to the almost exclusive use of painted ones
in medieval ivories; and iconographic oddities,
such as the ladder leaning against the frame instead
of the cross in the Washington Descent from the
Cross scene, with a figure kneeling beneath the lad-
der and turning his back to the cross." Also unusual
is the final scene on the lower right, the Women at
the Tomb (fig. 3). It includes the angel and the three
soldiers, but the resurrected Christ, who would
normally appear either in this scene or one immedi-
ately following, is conspicuously absent. Peculiar
costumes, such as the rather feminine cut and odd
length of the young king’s gown in the Adoration of
the Magi (left wing, middle register), compound the
evidence for modern manufacture.

While the ivories in Leeuwenberg’s large “Agrafe
Master” group, with their varying styles, may actu-
ally come from more than one workshop,” the argu-
ments concerning a nineteenth-century origin for
the Washington diptych are convincing. The objects
that most resemble this diptych all display not only
stylistic peculiarities but also iconographic anoma-
lies that render them impossible as medieval
objects.”

Certain details of drapery treatment, hair styles,
facial types, and poses set the Washington diptych
apart from the other objects in the “Agrafe Master”
group, including those most similar to it. None of
the comparable ivories, for instance, shares such fea-
tures of the Washington diptych as the relatively
squat figure proportions; Mary consistently wearing
a high-collared cloak but no head veil; hair carved
in stubby knobs and ridges, and stiff forked beards,
sometimes in pairs of spiraling cones. These could



Fig. 2 1942.9.285,
right wing

indicate a particular personality within the shop,*
or a stylistic source different from the other works.
Several medieval sources may have been com-
bined in the Washington diptych. Some stylistic and
iconographic features suggest an English model.”
The early attribution of the National Gallery’s dip-
tych to Italy was perhaps based on similarities, in
the organization of scenes within an architectural
frame, to ivory altarpieces recognized as northern
Italian, early fifteenth century.” A costume and fig-
ure type often used by the carver, with men in a
tightly fitted doublet with cinched waist, padded
chest, a prominent row of buttons from neck to
hem, and a low girdle, can be found in the art of
various European countries from the 1360s onward.
The costumes sometimes give the impression that
the artist was inspired by illuminations from the
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circle of the Master of the Parement de Narbonne,
the “Passion Master,” or Jacquemart de Hesdin.” In a
general sense, the Washington diptych may take its
iconographic point of departure from manuscripts
like these or ivories like the Parisian one of c. 1360—
1380, set into the jeweled bookbinding of Saint
Denis.”® A.L.

NOTES

1. Report of 22 July 1992, in NGA conservation labora-
tory files.

2. Du Sommerard 1838—1846, 5:111.

3. Edmond Du Sommerard in Du Sommerard 1838—
1846, 5:vii, and Labarte 1847, 457—458, no. 159.

4. Labarte 1847, 457—458, and Catalogue des objets
d’art qui composent la collection Debruge Duménil (Paris,
1849), no. 159. In his introduction, page 12, Labarte notes
that M. Debruge Duménil died in 1838, but that his heirs
continued to collect. Danielle Gaborit-Chopin provided
the Debruge Duménil information (letter to the author, 2
September 1987) and the notation of “M. Isaac” as buyer,
from the Louvre’s copy of the sale catalogue.

5. Exh. cat. Manchester 1857, 22, pl. v; Taylor sale
catalogue 1912, no. 81.

6. Leeuwenberg 1969, 124. As early as 1924 Koechlin
(1:324, n. 5, and 2:322, no. 861) expressed doubts about the
Taylor diptych, as it was then known. The figures in the
Washington ivory have no “agrafes,” but correspond to the
group in other ways noted. For a recent discussion of
forged gothic ivories see entries by Neil Stratford in Fake!?

.

--l G LTI AT

T TS

Fig. 3 1942.9.285, detail of The Three Women at
the Tomb



The Art of Deception, ed. Mark Jones [exh. cat., The Brit-
ish Museum)] (London, 1990}, nos. 190-193.

7. Leeuwenberg 1969, 126, 129, 139.

8. Leeuwenberg 1969, 126, 144.

9. Leeuwenberg 1969, 143.

10. Leeuwenberg 1969, 123.

11. In a “Last Supper” panel in the Cloisters, New
York, that shares many features with the Washington dip-
tych, the Magdalen appears at Christ’s feet while John the
Evangelist leans on his breast, conflating the Last Supper
with the Feast in the House of Simon; Leeuwenberg 1969,
123, fig. 26.

12. See Danielle Gaborit-Chopin, “Les ivoires goth-
iques: a propos d'un article récent,” Bulletin Monumental
128 (1970}, 127—133. For the most part Gaborit-Chopin ac-
cepts Leeuwenberg’s conclusions, but she notes a few ex-
ceptions {not including the NGA diptych) and questions
the size of the group attributed to the “Agrafe Master.”

13. Besides the Cloisters Last Supper (note 11}, and a
group of associated panels depicting the life of Christ
(Victoria and Albert Museum, London, 366-1871,
Leeuwenberg 1969, fig. 25), these include Christ between
Saints Peter and Paul (Victoria and Albert, 213-1965;
Leeuwenberg 1969, fig. 22); Saint Catherine enthroned be-
tween Saints Peter and Paul (The Walters Art Gallery,
Baltimore, 71.278; Leeuwenberg 1969, fig. 17); eight
panels from a casket with scenes from the life of Christ
(The Walters Art Gallery, 71.222—229; Leeuwenberg 1969,
fig. 27); the diptych of the Passion and Death of the Virgin
in Lyons (Musée des Beaux-Arts; Koechlin 1924, 1:324,
n. 5 and 2:323; Leeuwenberg 1969, fig. 16a and b); and a
group of Three Women at the Tomb (British Museum,
London, MLA 1918, 5—4, 4; exh. cat. London 1990, no. 190).

14. Leeuwenberg 1969, 122—123, noted that “in some
ways [the Washington piece] is stylistically different from
the works already described here.”

15. Koechlin 1924, 2:323; the relevance of such mod-
els as English medieval alabaster altarpieces, sometimes
strikingly similar in organization of scenes within ar-
chitectural frameworks, deserves exploration (as noted by
Stratford in exh. cat. London 1990, 182, no. 190). See the
Compiegne and Yssac la Tourette altarpieces, and the
Crucifixion panel belonging to the Dean of Gloucester, in
Illustrated Catalogue of the Exhibition of English Me-
dieval Alabaster Work Held in the Rooms of the Society of

80 LATE MEDIEVAL AND RENAISSANCE

Antiquaries, 26 May-30 June 1910 (London, 1913), pl. 8,
fig. 18—19, pl. 10, no. 6, and 52.

16. Compare nos. 76~1861 and A11—-1928 in Margaret
Longhurst, Catalogue of the Carvings in Ivory [Victoria
and Albert Museum], 2 vols. {London, 1929}, 2:62—64, pls.
54, 55. Labarte catalogued the Washington diptych as Ital-
ian in 1847; it was attributed to a Milanese workshop by
1912. Compare also works of the Embriachi, active as
bone carvers in Florence but especially in Venice and at
the Certosa di Pavia, c. 1400; their works are often set in
frames or cases inlaid with wood and bone intarsia,
known as Certosina, like that supplied between 1850 and
1912 for the Washington case. See Federico Zeri, Mauro
Natale, and Alessandra Mottola Moffino, Dipinti toscani e
oggetti d’arte dalla collezione Vittorio Cini (Vicenza,
1984), 53-57.

17. Millard Meiss, French Painting in the Time of Jean
de Berry. The Late Fourteenth Century and the Patronage
of the Duke, 2 vols. (London, 1967}, 2: 1-28, 90-94, 106—
112, and 184-197.

18. Les Fastes 1981-1982, 259~260, no. 210 (Musée du
Louvre, Paris, MR 416).
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Limoges painted enamels

The collection of Limoges painted enamels in the National Gallery does not compare in
size with that of the Walters Art Gallery in Baltimore, The Metropolitan Museum of Art
in New York, or the Taft Museunr in Cincinnati, but its seven items represent a fairly good
cross section of the evolution of painted enamels in Limoges from the late gothic period
through the Renaissance and the mannerist style. They illustrate the chief uses of Limoges
enamels in France during the sixteenth century: as images of devotion, for display on the
table or in the sideboard, on jewelry caskets, and for portraiture.

Evidence about the patrons who sought these works is scarce. A rare documented
commission of enameled ware is that given by Linhard Tucher of Nuremberg to Pierre
Reymond in 1558. The set Tucher ordered, which was mounted in gilded silver by the
Nuremberg goldsmith Wenzel Jamnitzer, is now shared between the Germanisches
Nationalmuseum in Nuremberg and the Residenz in Munich. The reputation of Leonard
Limousin as an enameler is mainly based on his portraits. Pierre Reymond, whose known
works are dated between 1544 and 1559, is the only other craftsman known to have exe-
cuted a few portraits in painted enamel.

The National Gallery’s examples were executed in colored enamels—a practice fol-
lowed exclusively until the fourth decade of the sixteenth century —or in grisaille, a pro-
cess that ran parallel to the former technique but did not eliminate it.

Limoges is mostly renowned for its champlevé medieval enamels, made there for two
centuries. The storming of the city in 1370, during the Hundred Years’ War, ruined the
workshops. The art of enameling was revived in Limoges in the form of painting on copper
during the reign of Louis XI (1461-1483). The king issued edicts restricting the rank of
guild master to privileged families through the right of descent. From then on the business
of enameling was limited to a small number of Limoges families: the Pénicauds, Limou-
sins, Reymonds, and Courts, to cite names represented by enamels in the National Gallery.

The Limoges enamelers of the Renaissance were first and foremost craftsmen concen-
trating on their praxis, or execution. Indifferent to the invention of subject matter, they
took their ideas from graphic sources: prints or illustrated books. Originality of invention
was, however, shown by Nardon Pénicaud, Jean 11 Pénicaud, and Léonard Limousin, the
last of whom was also an engraver and, exceptionally, a painter.

The materials of Limoges painted enamels are copper and enamel. The copper plate,
originally a rather thick sheet, soon after 1530 became thin and slightly domed up along
the edges. The concave reverse of the plate was brushed over in the earlier examples with
a counterenamel made of the sediments from successive washings of powdered enamels in
water, and in later examples with translucent colorless enamel. The counterenamel was
fired at the same time the priming was laid on the obverse of the plate. It served to
counteract the tension and shrinkage resulting from the successive firings of the enamels
and cooling processes and to prevent oxidation of the plate.
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The colored enamels were obtained by adding metallic oxides to a clear frit or flux
composed of silica, soda, potash, lead oxide, and borax. Two methods of establishing the
design are represented in the National Gallery Limoges enamels. The first consisted of
firing a ground of white enamel on which the contours, delineated in blue or russet lines,
were fixed by a second firing. In the network of lines thus established, powdered colored
enamels were laid successively, each color having to be fired at a different temperature. In
the second method, the network of lines was partly drawn on the copper itself, precaution
having been taken to apply white enamel first where blue and green enamel would have to
be laid, in order to prevent discoloration from contact of copper oxides with the metal.

The imitation of engravings and of their cross-hatchings, and the increasing taste for
grisaille enamels led to the perfection of the technique of enlevages, which had been
adopted for rendering flesh tones in colored enamels. In this grisaille technique a layer of
wet powdered white enamel was applied to a previously fired priming of black enamel.
The white enamel was scraped with a spatula or brush handle, baring the black enamel
underneath, thus establishing the structural outlines. Modeling was done by stippling
with a needle. Black hatching could be added with the brush after the white enamel layer
had been fired.

During the period 1490 to 1525, when enamelers were sometimes also jewelers,
“jewels” studded the ground or accented details of enamels. These jewels were drops of
translucent enamel which had been dropped onto tiny silver foils. One generation later,
when a reaction against the sober taste for grisaille brought back the fashion for brilliant
polychromy, transparent red and green enamels glowed with light reflected from silver
foils underneath. The enamelers of the polychrome style inserted islets of brilliant light
into painted enamels, harking back to the basse-taille translucent enamels on silver of the
thirteenth and fourteenth centuries. pwv.

For further information on the techniques of manufacture of the National Gallery’s enam-
els, see the Appendix on enamels. — Ed.
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MASTER OF THE TRIPTYCH OF LOUIS XII

Active late fifteenth—early sixteenth century

The master by this name was active toward the close of the fifteenth century and during
the first fifteen years of the sixteenth. His pseudonym comes from a work of exceptional
standing: a triptych made of nine plaques in the Victoria and Albert Museum, London, the
wings of which portray Louis X11, king of France (ruled 1498-1515) and Anne de Bretagne,
whom he married in 1499.! About twenty-six enamels may be attributed to the master and
his workshop. Their style reflects that of painters of the Loire school: the Master of Mou-
lins and the illuminator Jean Bourdichon. Italianisms noticeable in the architectural back-
grounds were inspired by the reconstruction of the castle of Moulins in 1497 and by

miniatures of Jean Bourdichon. pwv.

NOTES
1. Marquet de Vasselot 1921, 294—-296, no. 127.

BIBLIOGRAPHY
Verdier 1967: xviii.

Triptych

1942.9.288 (Cc-13)

Early sixteenth century

Enamel on copper, central panel: Pietd with Saint John
the Evangelist and Mary Magdalene, 20.3 X 19.05
(8 x 7%), wings: left, Saint Peter, right, Saint Paul,
each 19.05 x 7.3 (72 x 274)

Widener Collection

INSCRIPTIONS
On Saint Peter’s mantle: Ave Maria grat...
On left wing, under shell vault: .... nus Dei

On right wing, under shell vault: Q: tolli

TECHNICAL NOTES

The design, drawn in black or dark russet lines on the
previously fired ground of white enamel, established the
areas to be covered with layers of translucent enamel:
blue, green, and purple. A mixture of white, blue, and red
was applied for the flesh tones, producing a lilac tone after
firing. Highlights were obtained by additions of thicker or
thinner white, and anatomical modeling by scratching
away and reworking. Under the white areas (the Virgin’s
wimple; Saint John’s cloth), black enamel was laid and
then scratched away with a needle (enlevage) to let thin
black lines reappear. Enlevages could also bare the lilac
ground of the flesh tone, as between the legs of Christ.
Red, to render blood, was fired last, and, finally, gold stip-
pling and hatching was fixed at a lower temperature in
order to pick up details and accent the modeling.! The
three enameled plaques are set in a mercury-gilded brass
frame, ornamented with alternating nails and sprays of
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foliage. The modern copper mounts are enclosed in a
modern wooden case painted with foliage ornaments on a
gilt background. All three panels have been restored, pri-
marily in the lower portions. Localized deterioration
(crizzling) exists in the mulberry drapery of the center
panel. (For more information, see Appendix on enamels.)

PROVENANCE

Inheritance from the Estate of Peter A. B. Widener by gift
through power of appointment of Joseph E. Widener, Elk-
ins Park, Pennsylvania, after puchase by funds of the
Estate.?

The central section represents an image of devotion,
the pieta, according to its late medieval iconogra-
phy. The Virgin sits under the Cross, contemplating
the corpse of Christ, already stiffened by rigor mor-
tis, lying across her knees. His hair hangs down be-
neath a crown of green thorns. Blood spilled from
his open chest has dried across his belly and be-
tween his thighs. It smears his right arm and has
dripped from his forehead to his shoulders.

On the left, Saint John supports Christ’s head.
Mary Magdalene bends over Christ and lifts his left
hand in both of hers. Her gold hair flows over her
back. Her ointment jar lies on the ground amid tufts
of herbs and tiny white flowers.

In the right background a turreted building, half
medieval and half Renaissance, may allude to the
Temple of Jerusalem. The walled city, dominated by
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a steeple, looms behind, under a blue sky studded
with tiny gold clouds. The hillock on which the
cross is erected is enameled in green.

On the left wing, under a niche, stands Saint
Peter clad in a rich embroidered and belted alb,
showing the pontifical stole crossed over his chest
and a white amice around his neck. On the wide
border of his mantle, still faintly visible in gilded
letters, is the beginning of the prayer to the Virgin:
“Ave Maria grat(ia plenal]” Peter holds a big key in
his right hand; the left is held up, palm out.

On the right wing, under a niche, stands Saint
Paul, more simply clad in purple robe and blue man-
tle, his right hand resting on his emblematic sword,
his left hand pointing toward Christ, the sacrificial
victim of the New Testament.

The niches have green and gold tiled floors. They
are lined with hangings decorated with a diaper pat-
tern of sunbursts within circlets. Their shell vaults
are overhung with crocketed ogee arches, and
towers ending in a cornice and a crest. The sunburst
motif also dots the green background. Under the left
shell begins the invocation “[Aglnus Dei” followed
under the right shell by “Q[ui] tolli[t peccata
mundi],” O Lamb of God who takest away the sins of
the world, referring to Christ lying dead on his
mother’s lap.?

The Pietd is copied after earlier enamels by the
so-called Monvaerni, an anonymous master; one of
these is in the Musée des Beaux-Arts, Lyon; another
in the Kunstgewerbe-Museum, Berlin; and a third
formerly in the collection of Prince Czartoryski in
Poland.* The pietds enameled by the Monvaerni
master derive in turn from sculptures in Limoges
and the Limousin.

In 1967 this author had retained the attribution
~ of the triptych in the National Gallery to a member

‘of the Pénicaud family, changing the first name
from Nardon to Jean.® That is corrected here. Roger
Pinkham, former keeper of the department of ce-
ramics at the Victoria and Albert Museum, London,
also expressed the opinion that the Master of the
Triptych of Louis XII is a more secure attribution.®

Other similar pietas by the Master of the Trip-
tych of Louis XII occupy the central parts of trip-
tychs in The Metropolitan Museum of Art and the
Walters Art Gallery” The New York and Baltimore
triptychs show a rolling French landscape instead of
Jerusalem. In them the halos of Christ and the
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saints are enriched with “jewels:” small beads of
translucent enamel dropped on silver foil.® In the
central part of the National Gallery triptych, such
“jewels” point up only the white flowers of the
background.

Saints Paul and Peter appear under similar
niches, but with different gestures and against a
“jeweled” background, in the wings of a triptych
from the workshop of the Master of the Triptych of
Louis XII now in the Musée de la Ville de
Paris’ pwv.

NOTES

1. Peter E. Michaels, “Technical Observations on
Early Painted Enamels of Limoges,” JWalt 27-28 (1964—
1965), 29—32, figs. 9—11. The use of bold cross-hatching for
modeling is found in illuminations by Jean Bourdichon.

2. Widener Collection records in NGA curatorial files.

3. The words Ecce Agnus Dei are incised on a bronze
plaquette, frequently used in paxes by Hans Multscher
showing the pietd as an image of devotion. Manfred
Tripps, Hans Multscher. Seine Ulmer Schaffenzeit 1427—
67 (Weissenhorn, 1969}, 269, fig. 252. Anthony Geber,
“Name Inscriptions: Solution or Problem?” StHist 22
(1989), 247~252. In the Monvaerni Pieta in the Victoria
and Albert Museum (4868-1901) Saint John the Evangelist
is replaced by Saint John the Baptist presenting a bishop,
but the composition remains the same.

4. Marquet de Vasselot 1921, 228-230, nos. 33—35.

5. Verdier 1967, 60.

6. Pinkham to William P. Campbell, then curator of
American painting at the National Gallery of Art, 7 Au-
gust 1973, in NGA curatorial files.

7. Metropolitan Museum no. 49.7110, Walters Art
Gallery no. 44.91. Verdier 1967, 56—60, color pl. 31, fig. 2;
Marquet de Vasselot 1921, no. 136, 305—306; M. Jourdain,
“An Exhibition by the British Antique Dealers’ Associa-
tion,” BurlM 52 (April 1928), 177-178, pl. 2A.

8. On the use of “jewels” see Michaels 1964—1965, 26,
n. 4. William H. Monroe, “Painted Renaissance Enamels
from Limoges,” Bulletin of the Art Institute of Chicago 71,
no. 6 (1977), 10-13.

9. Marquet de Vasselot 1921, no. 139, 308-309, pl. §5.
An enameler of the workshop called by Marquet de Vasse-
lot “’atelier aux grands fronts” also copied a Monvaerni
Pieta and enframed it between Saint Peter and Saint Paul.
See Marquet de Vasselot 1921, 138, 281-282, no. 112, pl.
40.

REFERENCES

1935 Widener 1935: 35; Raphael Room, as by Leonard
(Nardon) Pénicaud.

1983 C. Wilson 1983: 215, no. 4., as by Jean I Pénicaud.



JEAN I PENICAUD

c. 1480—after 1541

Jean I Pénicaud was the younger brother of Nardon Pénicaud, the founder of a Limoges
dynasty of enamelers, who made his will in 1541. Eight enamels signed by him are known.
He introduced German and Netherlandish prints at Limoges as models for enameled
plaques. He was the last in Limoges not to surrender totally to the new Italianizing fashion
diffused from Fontainebleau in the fourth decade of the sixteenth century. His technique
remains the same as that of the Master of the Triptych of Louis X1I, without the subtleties
of the latter in the preparation of flesh tones. He was also the last master to keep as
counterenamels fired opaque enamel powders, although a transparent flux for counter-
enameling was used in the Pénicaud workshop.! pwv.

NOTES

1. The innovation of using a transparent flux on the re-
verse side of Limoges enamels appears on a series of more
than sixty plates of the Aeneid, enameled in the early
1530s, after woodcut illustrations of Virgil’s Opera, edited
by Sebastian Brant in Strasbourg (1502). See Verdier 1967,

76; Marie-Madeleine Gauthier and Madeleine Marcheix,
Limoges Enamels ({London, 1962), 23.

BIBLIOGRAPHY
Thieme-Becker. Vol. 26: 379.
Verdier 1967: xix—xx.

Plaque
with the Last Supper

1942.9.289 (C-14)

c. 1530

Enamel painted on copper, 29.7 x 2§ (11% x 97/3)
Widener Collection

INSCRIPTIONS
At right: I.P.

TECHNICAL NOTES

Alfred André had the enameled plaque cold restored when
it was in his collection.! The restoration covered an area
from the left shoulder of the man with a high cap to the
sleeve of the apostle standing behind the table on the
extreme right. There are repairs above the heads of the
four Apostles behind the table on the left, and also above
the head of Christ. Blistering enamel was readhered in the
center of the niche. A triangular area at the lower left
corner is heavily restored. (For further information, see
Appendix on enamels.)

PROVENANCE

Alfred André [1839-1919], Paris. (Charles Lowengard),
Paris; purchased 15 May 1908 by P. A. B. Widener, Elkins
Park, Pennsylvania. Inheritance from the Estate of Peter
A. B. Widener by gift through power of appointment of
Joseph E. Widener, Elkins Park.?
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The table for the Last Supper is set in a hall in the
style of the Italian Renaissance, a sort of sanctuary.
In the center is a niche vaulted with a half shell,
designed as a gothic half-rose window with spokes.
The decoration of the paneled walls —with thorny
interlaces, winged angel heads, profile heads, and
winged putti intermingled in scrollwork, two sea
gods (half man and half monster) challenging each
other, and acanthus scrolls topped with eagles —de-
rives from the repertory of grotesques that invaded
Italian architecture after the discovery of the fres-
coes of Nero’s Golden House in Rome. It mingled
Northern Art with the fanciful world painted in the
<ns1:XMLFault xmlns:ns1="http://cxf.apache.org/bindings/xformat"><ns1:faultstring xmlns:ns1="http://cxf.apache.org/bindings/xformat">java.lang.OutOfMemoryError: Java heap space</ns1:faultstring></ns1:XMLFault>