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Director’s Note

¢ are honored to have as author of this Bullerin the distin-
guished British historian of nineteenth-century jewelry and interior
design, Charlotte Gere. After being invited to write it, Mrs. Gere
discavered that 2 number of the Metropolitan Museum's objects
were made for display at the world’s fairs held in London, Paris,
and Vienna from the mid-nineteenth century to rgoo. More than
mere venues for nationalist pride and displays of technical virtuos-
ity, the fairs were 2 major force in the dissemination of new ideas
in design and preduction. Entries thar won medals at these exhibi-
tions were acknowledged masterpieces in their day, Thus a selecrion
of prizewinners owned by the Metropohitan Museum was deemed
a thoroughly appropriate way 1o highlight in this publication the
best of our European nineteenth-century decorative objects.

Until recensly, the Museum's heldings in this feld would have
appeared too meager (o warrant a Bulletin. True, the Department of
Furopean Sculpture and Decorative Arts had conserved remarkable
gifts of specialized collections such as the Venetian glass assembled
by James Jackson Jarves, given: in 1831, and the cameas that came
from Milton Weil in 1939 and 1940, Bur active, systematic collect-
ing only started in the :g8os, coinciding with the reawakening of
international interest in this matertal. The purchase of certain
spectacular works came about thanks to prescient donors including
jayne Wrightsman and Frank Richardson, Mention must be made
of the department’s devoted band of supporters, the Friends
of European Sculprure and Decorative Ares, and also of Robert

Isaacson for key purchases of ceramics, glass, and metalwork.

Recognizing the need to exhibit these collections permanently, in
1991 we opened the Ins and B. Gerald Cantor Galleries of Nincreenth-
Century European Sculpture and Decorative Arts, which afford
both a comprehensive survey and a sense cf the interrelauonships
berween 'Scuip;am:'hnd the decorative arts. The galleries are yer
another demonstration of the extraordinary gencrosity of the
Cantors, who had already made possibfe several major exhibition
spaces throughout the building,

The some four hundred obiects on view in the Cantor
galleries, spanning the period from the Restoration of the Bourben
dynasty in 1815 to the flowering of Art Nouveau around 1goo, are
arranged to facilitate the study of the various art-historical trends
that fTourished during the century. Seme groupings illustrate dif-
fevent styles within the same caregory, such as porcelains or medals;
others are grouped to emphasize stylistic phenomena, such as
Gothic Revival or Renaissance Revival, in various media. Several
departments have contributed works that augment and clucidarte
the holdings of Luropean Sculpture and Decorative Arts. In a
similar spirit, our author has drawn upon the Museum's collections
of photographs, prints, textiles, and even American glass, to
recapture che heady progress of the decorative ares during the

period of the great fairs.

Philippe de Montehello
Director

MNote to the reader: Minton changed its name o Mintons in 1873. In captiens only objects from before 1873 are by Mincon. In text “Mintons™ has been used throughout,
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Fig. 1. View af south side of
the Crystal Palace of 1851,
Lithograph from The Park and
the Crystal Palace: 4 Series of
Seven Pirrurﬁgur Views Draven
b)' f’fu'”fp Branaen, London,
1850 00 s x 18 Y in. (28,3 %
476 ¢m). Rogers Fund, 1962
(62.602.202 [7])

he task of selecring sixty works for publica-

cion from among the riches of the Metropolitan’s
ninereenth-century European decorative arts collec-
tions proved difficult, and ideed it would have
been impossible withoat a theme o guide and re-
strain the chotce. Superb technical virtuosity and
panache evident throughout the Museum's holdings
prompted the selection. The thread linking these
works s that they were acknowledged master-
pieces—many of them prize medal winnerse
shown ac world’s fairs, from the London Great
Exhibition i 1831 to the Pars Centennial
Exposition in 1goe.

[t is a measure of their importance that so
many of these preces found their way into the
NMuscum, because this aspect of their history was
not the primary reason for acquiring them, stmply
an extra bonus in the scarch for exemplary nineteenth-
century European decorative are. In face the appre-
cuation of Victorian high seyle, with its emphasis
on sophisticated rechnique and revivalist inspira-
tion, is @ comparatively recent development,

These pleces were exhibited as expressions of
the highest possible skill and artistic taste, bus only

hi
in the present day have they enjoved the credic they

deserve, tn their own terms or in historical perspec-
tive. Rehabiliration has been stow and painful and
the unpredicrable process of rediscovery arbircary.
In the 19205 it was fashionable to regard che domes-
tic taste of the Victorians as z huge joke, and o
prize, for example, wax fruit, shellwork flowers,
Seaffordshire ﬁgurcs and dogs, glass paperweights,
and velvet-uphelstered and fringed furniture

above the products of a sertous commitment o
design reform and the improvement of industrially
manufacrured goads.

In England the mam culprits were aeschetic
undergraduares ar Oxford Universicy, cheir ing-
leader the Italian-born historian and dilerrante
Harold Acton, who chose to live for a year while
he was up at Oxford in the Ruskinian Venetian

Gothie Meadew Buildings, which could then—

tg22—easily have won a prize for the ugliest struc-
ture in che city and was quite uncypical of the
classical beauties of his college, Christ Church,
Acron Alled his rooms with bric-a-brac in an clabo-
rate tease against all che influential Modernists
with whom he came in contacr and, as Evelyn
Waugh pointed out, "to scandalise parents who

I‘.le l'h(f’.'ﬂSCl\'CS rhmwn out the \\’:l.\Z"HQ‘.\’C!‘S




Fig. 2. Walter Crane, Brirish,
18451915, My Lady'’s Chancher,
{rontispicce to The House
Beautiful, by Clarence Caok,
New York, 1858, P}anogmphic
print (), 6 % x 4 in. (175 %
10.2 cm). Gift of Elizabeth
and Katharine Beche, 1542

{4250

The first book of guidance in

matters of decoration and de-

sigﬂ, Hints on Houschold Taste,
by Charles Eastlake, was pub-
hished in England in 1868,
Consisting of a collection of
articles written for The Corn-
bill Magazine and The Gueen in
the mid-186os, the volume
circulared widely in the
United Srares— establishing
a mode of furniture design
called the “Eastlake” style——
even before publication of
the first American cdition in
1878, American authors were
quick to sce the artrractions of
similar decarating manuals 1o
an expanding and progres-
sively prosperous consumer
class. Clarence Cook’s volume,
like Eastlake's, originared in a
series of articles, and was al-
most as popular as Eastlake's
enormously influential hook,
Cook was a brilliane
pioncering journalist and arc
eritic, who had studied archi-
tecture and landsceape design
with A1 Downing and
Calvert Vaux, Although he
did not practice architecture,
his training was reflecred
i his critical opinions. For
this lavishly produced volume,
Cook chose the English illus-
trator and designer Walter
Crane o draw the frontis-
piece. Crane had 2 powerful
American patron in Catherine
Lorillard Wolfe, but chis com-
mission'pz'obnbly reflecred his
standing in the United Srares
foliowing his success at the
1876 Phifade}phin Centennial
Exhibition.

and woolwork screens which we now ardently
collected” An aurs of mockery suli lingers around

the :hugc!y commercially successiul objects dedi-
1

cated to the artistc embellishment of the Vicrorian
home {figs. 2,3}

From the ig30s scholars ke Mikolaus

Pevsner mapped a path through nineteenth-century

design, leading toward Madernism. As the destina-

tion was pared-down funcrional form, the highly
wrought historteism of the exhibition masterpiece
had no role ro piay. This approach gave prominence
to innovators like Michael Thonet, for his bent-
wood furmiture (see p. 333 and to Christopher
Diresser, for his undecorared metalwork pieces and
Japanese or Persian-inspived ceramics (p. 28}, but

netther set out intentionally to produce avane-
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garde designs, merely chcapiy manufactured alter-
natives to what they saw as a misguided enthusiasm
for ornament.

There s no question thar these men were
highly appreciated in their own time: Thonet's most
famous chatr, the minimal and economical model
no. 14, developed abaut 1355, sold 7.3 mithion by
i8g1. Firms Imtating Thoners practical lightweight
inventions were quickly established in the United
States. For example, the Fleney I Seymeur Chatr
Maaufactory, Troy, New York, founded in 1851, had
patented a Thonet-style bentwood chair by 1870
(fig. ), the year atrer Thonet's worldwide patent
expired, Dresser was ernployed as a designer by
some sixty manufaciurers of domestic wares across
the whole range of home furnishings and decora-
tion. 1 hese are serious success storics i terms of
contemnporary ecstimation of talent,

One of the heroes of Pevsners proto-iod-
crntsm was William Morris, no grear mnovator in

design (pp. 27, 37, but his importance was to pro-

.

Fig. 3. Derail of foral
pole-screen panel. English,
ca. 186e. Beadwork and perit
point. looped beadwark

fringe, L 21 %2 0. {5a.5 em .
2 L5453 ;

Anonymous Gift, 1949

{(49:32.43)

This embroidersd banner on
an adjustable pole was used as

a fire screen and could be

s > o
3 gw t w-; raised or lowered to protect
L "‘::_é- the face.
SR Initiatives toward improv-
-k andi ,xé ing the design of such domes-
e nic artifacts were armed at a

,?: public that was bent on filling
every nook and eranny of

< their homes with “artistic”

3 embellishments, many the
result of intensive labor by
women. Embroidery was

s practiced to a very high
% standard, and pieces like

this beaded pole-sereen
vanel represent an enormous

investment in time and effart.
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vide a coherent “look) through the agency of a
g gency

successful decorating business that enshrined che
ideals of Prince Albert in hus great venture, the
151 Exhibinion of the Industry of All Nations,
The prince’s bricf, on the artistic front at least,
was to improve the quality of indusiriaily manu-
factured goods and educate the raste of the
domestic consumer.

“The Victorians were a highly civilised peo-
ple who were endowed with much sense and sensi-

brliry, who thought €hcy were living m one of the
s =} [=]

great periods of Briush art” This was the conclas
sion of Luke Val Fildes, son and biographer of the
successtul realist and portrait painter and elecred
Roval Academician Luke Fildes. He was referring
to the art of painting, but his stacement is equaify
applicable to the decorarive ares, which have never
before or since been the subject of such wide-
ranging and mense debate. The second half of

the minercenth cenrury was truly a period of ascen-

dancy, and because of the political and social
) F




Fig. 4. Thonet, Vienna, New

York City branch. Bentwoad.

side chair, model no. 378,
ca. 1gos—ie. Rosewood.

Purchase, 10:7 (1978.300.1)

Fig. 5. Fenry I Seymour

Chair Manufactory, American -

(Troy, New York), 1851-85.
Bentwood chair, 187078,
Hickery and ash, k. 36 in.
(gi.{c:;n}. Gift of Mr. and
Mrs. 1. Wistar Morris HI,
1084 (1684.448.2)
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significance of the world's faics, national products
were the concern of emperors, kings, queens,
presidcr,;ts, and princes, eager to see their nation's
prestige enhanced,

It ts hard ro overstate the role of the fairs in
utilizing and pepularizing the fruits of mechanical
and technical progress. In brief, they could not
have existed without the newly developed trans-
portation systems on sea and land, principally the
mf!ways. Print, too, was (o assume a great impor-
tance. Jn 1851 dlustrared pericdicals were seill a
rclativciy new phenomenon, but the faborious and
often crude methods of production were deployed
with hardly ess effect than the sophisticared rech-
nology of the present day, and to an avidly inter-
ested and impressionable audience. The bulldup
of reporting, with pictures of the huge crares
centatning exhibits piled on raihway platforms
and awaiting shipment across the Channel, created
an atmosphere of tense expecration. The under-
taking for more distant exhibitors was so formida-
ble that miscalculations were inevitable, and neither
the Unired States nor Russia had completed
their displays for the Great Exhibition in time
for its opening,

However, the public was, on the whole, not

d:sappomtcd. Queen Vicroria poetically expressed

the general reaction to the installation in its giant
glass hall, aptly named the Crystal Palace and not
unlike a vast conscrvatory—rto which it was com-
pared by the critic John Ruskin, among others:
“We went up into the Gallery, and the sighr of it
from there into all the Courts, full of all sores of
abjects of art, manufacture ete,, had quite the
effect of fairyland.”

Offcial Repents and other publications—
notably the “Hustrated Catalogue” in The A
Jorrnat—vere mnpottant both 1o the contemporary
promotion of the wares and to vur presenrmda)'
understanding of midmincEecmh—ccnmry cuiture,
as wel] as for providing a vast compendium of
consumer goods (fig, 8). The 1851 fair generated
an: enormous record of itself: the bib]iogmph}' 15
awe-inspiring, running to many hundreds of dtles.
Some contemporaries regarded this as a valuable
and lasting result of the ephemeral exhibition, in
providing the marerial for furure assessment of
that point of development. Although much of the
cormmentary is wordy and self—congmtul;uor)*,
the study of these sources has resulted in an extra-
ordinarily revealing picture of nmneteenth-century

sensibilities and aspirations,




iThe Grear Exhibition marked the beginning
of an incernational movement. That it took place
in London gave Brieain a preeminent place in the
history of world's fairs. Never before had people
and goods converged on such a vast scale, but in
retrospect it was actually quite modest. In some
respects 1t came abour by historical aceident, nor
as an nevitable reflection of Brirzin's leading
industrial position in the world. Rightly, France focus of these events.

should have seized this initiative, having had a

long history of trade fairs, and with a mode] for
promating national preducts in the post-Revolu-
tionary exhibition held in 1797, This was mounted
in order to dispose of products of the former royal
manufactories of ceramics, tapestries, and carpets.
In spite of all subsequent embellishments and the
nationalistic and political overtones of later exhibi-

tions. expansion of markets remained the essential

By the middle of the nineteenth century
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Fig. 6. Sheet music cover,
“The Grear Exhibition Palka,”
Londan, 1851. Celor {ithe-
graph, 13 % x ¢ % in. (34.6 x
24.8 em). Puschase, Myra
Carter Church Bequest, 1938

(58.545.48)

From the first, exhibitions
generated a mass of souvenirs,
not least of which were in the
popular field of sheet music
to be played in the home. [n
America "A World's Fair
Folka” by Williar Vincent
Wallace, afso with the Cryseal
Palace on the cover, was
speedily issued by a New York
publisher, Opening cere-
manzes were celebrated with
musical compesitions, such s
the “Imperial Cantata” by
Hecror Berlior, For the Paris
1867 Exposition, the most
profitable commission of his
career. T he New York Tribure de-
scribed Richard Wagner's
"Centennial Inauguration
March,” for the Philadelphis
Centennial Exhibivion of

1876, a5 "perhaps one of the

. most original things Wagner

has written since Tristan.”




Fig. 7. Intericr of the Crystal
Palace of 181, from the tran-
‘sept Jooking south. Brirish,
1851, Waod engraving after a
dagucrrcot)'pc, sy Hin

. {149 x 20 em). Transfer from
the Library, 1921 {21.36.19.4)

‘Here we sec the acrial view
thar moved Queen Victoria
to compare the Crystal Palace

to “fairyland.”

the search for new markecs had become an urgent
necessity for all industrially developed nations,
since technology had so Rugely increased produc-
viviey that it far outstripped the demands of a com-
paranively small consumer base. The ability to supply
goods in such quancity was, in cffect, a solution
looking for a prablem. Seeiety needed to be edu-
cated into expanding the horizons of its aspira-
tions, culeurally and domcsticaﬁy, and persuaded
into the "consplcucus consumption’—a phrase
coined at the end of the century by the American
economuist | horstein Veblen——thar was 2 crucial
driving force in design developments and patterns
of shopp:‘ng. In a sense, the Industrial Revolution
produced borh a means and an end, in creating a
large and newly prosperous urban pepulation.
Much of the devcﬁopfng techno!ogy was direcred
to the ﬁlmishing and equipping of middle-class
homes. This rcchnofogy could have relieved domes-
tic drudyery racher than creating it, bur there
Wias Ao incentive 1n a society endowed with a vast
labor force from which to recruir servants.

On che brink of running their own interna-

tional exhibition, the French hesitated juse a lirtle

oo long. A number of factors were to blame: fear

of foreign compesition damaging te French indus-
£ry, an innate opposition to {ree trade, and finally
the political situation that had in 18.43—the Year of
Revolurions in Europe—once again thrown

the French econany o disarray. Bronically, it

was the last in the series of national trade exhibi-
tions in Paris in 1849 that propelled Brirain into
taking the initiative,

With a head start in industrial dc\'cﬁopmcnr
the British could afford 1o ignote the fact thar
competitors worldwide would have access to their
home markets and to cheir mnnuﬁcmring secrets,
though a residue of suspicion still lingered in 1851
“Foreigners also came,” remarked 2 correspondent
of the London Times, “their bearded visages conjur-
ing up all the horrors of Free Trade” The politizal
unrest in France provided another quite unlooked-
for advantage to trade COMPETiTors overseas, in thar
many of the most skilled eraftsmen led to fnd
refuge abroad. In Britain the evidence of French
Tasre was most apparent in furniture m:k{ng, silver-
smithing, and ceramies production—>NMintons was

conspicuous i this respect-—but the most beneficial




effects were in the improved manufacturing tech- “there is almost a mania tn the cities for expensive

nigues for wares already unmatched for innovation French furniture and decorations,” and it was prob-
in design. The French in the Unired Stares lefr a ably the large number of French cabinetmakers living
valuable legacy; as the archirect A, ]. Downing re- in the States (n the period (#4070 whe provided
marked in his Ardbitecture of Country Houses {1850), these customers with cheir French-style intertors.
N Fig. 8. Ceramic pieces illus-
[ ) trated in "Art Journal Cata-

THE ARTJOURNAL CATALOGUE OF

logue of 1862 Exhibition,”

aeugr for dnily nst, The hest srdists, from The Art Journal, 1862,

We enpraee another page | erery branel of the Arr. Oue engravings are uf varions | vas0 to ile f
13 Liritiair, hare boow emplaved fa design

v
of mic ans frosn the FNTITEN Turcign as w
rous works manwlectared end
axlbited by Messrs, Mixroy,
of Steke-upen-Treal.  The

p. 126. Thomas ]. Watson
Library
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At the upper left is the

Museumn's Persian-style bortle

{see p. 28). The colors were

prob:ﬁb]y rurquoise and gold.

as in the example at the

Victoria and Albert Museurmn,

coilection  comprises  erary
possibia varicty of productions
in Ceramie Arf, bot only of
altered and adapiod

London. Later the range was

expanded 1o pink and gold
and coral and gold.

Thﬁ WDI‘Id‘S {ﬂi[s PFOVI‘d{'d
an arena in which intense rival-

ries were fought, Mincons,

manufacturers of this boule,

and decorate, white sumnd jndgment wnl matured taste, clarmed and maintained an

impaortant lead in design
time hias ven. reform.
* but such ns
1 oare iy the oringey senso of
the terwm “original ' cheir

merits hava been the theme of ;
unirersal praise.  Tho mamu
fuetureres have eminestly wp-
2::151 bohonsuref the eguntry, | ) - ta well s long and large eaporience, have been brought
sintaiting  supremaey in | plisity of azticles cxhibited, from Owe wagnificently painted | to-baar on all the fesues of these jostly renowned Werks,

tttttlnmhablc hi more than the emiched faw. They ave, in fact, ple- { eavil, it 19 not menut by tids that any artist contd paint on chine as
‘&i?i.k{\\':fvi g?.hitghh‘ir?c?{i‘hm m_.m\ttcl- ;}u whlr:t they nre painted, | wall as n;ll eanvay, beranse it requd 3 sp_ctinl'_u-ai!}iug in the
indepandait work ou ¥ fdl'h ecnll;.m.cn:{ st L a saparale n_ud Puse of the pcc:_llm}‘ caloiss sty d,' fust 85 in the ecnses of
of o Wt -H'Er ceuted by o bigh-clas mind, The Eoumibatian | freseo or acens painting, whars the wmiterinls used are different from
b '-'-?mtc.;,bs nré was id in a brosder and deoper view of [ those used in oil wictures. Bt th { vebicle doss not
BN “_M- e {:!n };‘.hc theary, f3 woll as the practive, pf hig | even touch the slrcng’tb_af tha oljectinn, bacausa the milst i3
griple W o E]: e LI e many fo work out the hish thonghts of | enwlujeﬂ te_)‘ produce o picture ny clay, aml ] such o oue 43 a4
e iG @ only practicnble way of annl 1z Art witls { pointer in oit would prodace ou  differsut wate @ waork in which
ik G muy bo combined with industry ns rift is combined | the pizlure is the subjoct valued, and not the plate, vaze, or dizh
w \.‘h 5‘."? crinead, “and fo no bettar purpase. - Uniortunatelv, this i which is used a3 the mers suiface to naint ofi—n thing of littis or uo
?mﬂ fontuns mnngefor too mony—spectiens of this kind of come | value until ik hna veceived the At This is mietodal At e raatter
':‘\:“A'Q"f’:-_“f_‘\en"‘::‘"f‘? pamnt Pretures, of vazions sijects, on round | by what name it may bo exbibit ned the Tartheranes of this style
OF Drad paris, mace oy potlers, as they waald on patds nr canvases ;B8 not & devalop imdustrial Aot-progn the usual ascepin-

proparad Iy artists cefcm‘xgeu. T4 " prevout mizapy or ' tien of these terma Dt ald \\"eri:mog fused the Art with the
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Fig. 9. Verdé, Delisle and
Ccmpany. manufacturer. Lace
flounce with a repeating
motif of irises, Shown ar the
Paris International Exposi-
ton, 1867. Brussels needle-
point ( point-de-paze}, 1, 45 1% in.
{115.6 em). Gift of Mrs.
Edward S, Markness, 1943
{43.37.1)

Trimmings of real handmade
face were very expensive
prized possessions, and a
piece as fine as this may never
have been used. Queen
Victoria had tried unsuceess-
fully to revive interest in the
Honiton laces, handmade in
Devon, with the order for her
magnificent wedding flounce,
bur the craft was already tao
far gone in the face of compe-
tition from machine produc-
tion. After :861 she wore the
flounce with her mourning
dresses for the rese of Fer life,
As a result of the disap-
pearance of tacemaking by
hand on a2 commereial scale,
collecting antique handmade
lace became very popular in
the late nineteenth century.
Pieces such as collars and
flounces were purchased to be
waorn, Exhibition picces con-
tinued to be made, mostly in
the form of handkerchief

borders, until at feast 1G00.

The Muscum owns 2 s bep

of fine examples.

AL
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The 1851 Exhibition set out to achiove the

highest aims. Prince Albert, husband of Queen
Victeria and lcnding mstigator of the Project, saw a
vision of “a lf\'ing picture of the point of devel-
opment at which the whole of mankind has arrived

cand A new starting point from which all nations
will be able ro divecr their further cxertions.” It was
a huge success and can be measured 15 terms of ex-
hibirs, as well as in the numbers of visitors and the
vast quantities of food and drink thar they con-
sumed. The Grear Exhibirion was the right event ar
the I‘ight tme, and signiﬁcamly 1t was one of the
very fow to show a profit.

From the opening day on May 1 there could
be no going buck; Dublin and New York botfy en-
tered the game just two years fater in 1853, Wigh
hindsight We can fa'cnrii:v Tandmarks pointing to
the furure: the buéiding for that first New York fair
of 1853, which was cxpected 1o be a permanent fea-
ture of the airy, burned down only three years lacer,
but the sight of Elisha Oris triumphantly nding
his safety clevator was a vision of skyscrapers to
come. Py 1855 France ar last entered the nterna-
tional fray with an cnormous show {p. 23),
which, as Napoleon 111 inade plain, was specifi-

cally dc:;fgncd 1o suvpass the Grear Exhibirion,

Political refations berween France and Britain, always
precarious, were still somewhat uncastly maintained
i spire of the Crimean War, and a ruefiy) accep-
tance by the French of the grear influy of English
visitors { 40,000 nur of a toral of oeee foreign-
ers) is apparent from the notice “English spoken
here,” which became wfcfcsprmd at this time.

The grear suceess of the 1855 Exposizion was
fargcl)' due to the emperor’s personal enthusiasim
and intervention. Queen Victoria, on a state visit,
was his most important guest, conducted by
Napo]con i person and showered with mementos
in the form of all the articles she had admired. It
was the last fair she could enjoy; by the time of the
second International Exhibition in London in 1862,
her beloved Albere was dead and she had retreated
1nto a lerg Scf{—fmposcd seclusion,

The year 1862 provided the opportunity to
correct many of the perceived faults of 1851, and a
bigger and berrer show resulted—so mueh berrer,
in face, thar Napoleon pressed on fast with a
retaliatory fair for France in 1867. This was the
cuiminntmg shot in the Anglo-Freneh rivalry, which
had marked the exhibition seene up to this poing
from here on, the aim was ro blow a nationalistic

Brumpet to astound rivals and ta entertain the




Fig. to. Entrance to the
Gallery of Machines at the
Paris Incernational Exposi-
tion of 1867, French, 18367,
Wood engraving, 8 % x

12 % in. (22.2 X 32.4 cm).
The Elisha Whittelsey Collec-
tion, The Elisha Whartelsey

Fund, 1550 (59.500.691)

Fig. ri. Philip Henry
Deelamorte, British, 1821134,
The Apse unnder Construction,
Sheet 36 from The Progress of the
Crystal Patuce ar Sydenbam, 135.4.
Albumen silver pring,

sy g ¥ (287 x

23.8 ¢m). David Huneer
MeAlpin Fund, 952
{52.639.50)

When che massive building
that had housed the 851
Great Exhibizion in London
was removed from Hyde Park
to be re-crected on the out-
skirts of London, Delamorte
taok the opportunity to
record alf the stages by pho-
tography The remarkable
glass-and-iron structure—its
designer, Sir Joseph Pasten,
had described it as “the sim-
plese. the merest mechanical
building that could be
made"—was as much an
exhibit as anything that had
been shown inside, but for
the visitor the vast size was
impasiible to grasp. In these
images of empty vistas the

scale can he understood.




Fig. 12, Louis Sullivan,
American, 1856—1g24. The
Transporration Pavilion
at the Chicago World's
Columbian Exposition,
18g3. Photograph {from 2
brochure), 7 Y x 10 Y% in.
(18.2 x 26 em). Gift of
Lincoln Kirstein, 1963

(63.698.7}

This dramatic view shows the
gilded door of Sullivan's mag-
nificent structure. The archi-
tecture of exhibitions was so
unportant to the develop-
ment of the modern idiom
that it descrves—and has
teceived-—extensive study on
its own account, The stark
beaunty of the 1851 Crysral
Palace was unrepeatable, due
mainly to practical faults in
its function as a dsplay
buiIding, so the ways in
which apparently solid build-
ings could be used o contain
great voids exercised the Inge-
nuity of Paxten'’s successors,
The massive scale of the
arched entrance to the Trans-
portation Pavilion is at the
same time Byzantine and

Modernist,

enormous crowds that continued to visit the fairs.
Gustave Flaubers wrote to George Sand in 1867: "]
went twice to the Exposition; it is overwhelming. It
contains splendid and exeeprionally curious things.
Bur man is made to swallow the infinite. One
would have to know all the sciences and ail the arts
tn order to be interested in everything that one sees
on the Champ-de-Mars, Never mind; someone
who had three months ar s disposal to visit the
Exposition every marning and take notes could
spare himself the wouble of ever having to read or
travel again. This experience of the whole world
encapsulared, remarked upon by MAny visitors, sug-
gests that these events are direcr lineal ancestors of
multimedia and virtual realiry,

Ambition sometimes outran the admmistra-
tive capacity of the orgamizers. On her wedding
tour in 1873 Enuly, wife of a Gloucestershire squire,
Dearman Birchall, visited the Vienna fajr: "The ex-
hibition is in a dcpiombly unfinished srate; some
parts ook perfectly hope}css, and can certainl}' not
be ready for months.” In this same diary entry she
goes on to remark on the lamentable stare of the
British contribution—"England stands absolutely
alone in the glorious distincrion of had taste.”

The Birchalls were in Vienna from May
to 16, and they went to the exhibitian every day,

a fairly common pracrice av all the world's fairse
and one probably insufﬁcfanﬂ}! taken into account
in compiling the statistics for numbers of visi-

torg—-among the leisured and well-to-do, who

Fig. 13. Auguste Lenére, French, t8qg—1018. The Eiffel

Tower. Wood engraving from Rewe de PEapesition Uneiverselle
dr 1889, Paris, 188g. 12 % 4 Y in. Fq0.6 x 11,0 cm), Chife of
9 g 4 L3058 4 J

Edwin de T Becheel, 1948 (48.50.80)



nonetheless often complained abour the admitrance
charges and about the restaurants charging exces-
stvely for mainly indifferent food.

Britain bowed out of the ineernarional
megashow rat race in 1862, bue seill contrived o
make a considerable IMpAcE at fbrcign CVEIES,
Parcicularly fronic was the acelaim for the Britsh
exhibie ar the Philadelphia Cencennial Exhibitian
in 1376, since this event marked the cencenary of
the American victory 1n the War of Independence.

The French overcame crushing polizical
and economic diffculties to mamtain their eloven-
year ¢yele up co 1900, but the palm passed to the
Unired Scates with shows of uarivaled magnifi-
conce: Chicago (18937 St Louis (1904, and
San Francisco {1913}

The physical legacy of all this frenecic activi-
v s surprisingly sparse, and often not very mspie-
iy fnternationally recopnized landmarks, fike the
Eittel Tower {(133¢ Pacts Exposition, fig. 130, are fow,
and the lonely remains of exhibition butidings have
an eerie, even surreal qualiny, hike the echotnyg classi-
cal spaces of the San Francisco Palace of Fine Ares
overlooking the bay Walking through the roafless
colonnade with urns and female figures ioommg in
niches high above one’s head s like inhabieing a
Piranest prine. The sice of the 1gy9 New Yark
World's Fair in che borough of Queens greets the

visttor coming from JFR Acwport with a desolate

message of waste and redundancy. The 851 build-
g 1 London——by far the maost distinguished and
groundbreaking structure—was saved from becom-
g wbsolete and derelict by the removal of the
Crystal Palace to Svdenham on the outskirts of
London Ry, 11} where it survived as a popular
public resort until razed by fire in 1936,

In 1895 HL H. Cunynghame cemarked in che

fournal of the Roval Sociery of Ares: "One of the

most satisfacrory changes of public opinion that
has taken place wichin the last fifev vears s the
disappearance of thar dread and even hatred of
machinery, which once distinguished the majority
of inhabitanes of chis country.” This was written
on the brink of the twentierh ceneury, bue, as
Cunynghame points out, the view that manufactur-
ing industries had damaged are was vociferously
enunciated throughout the ninereenth century,

The far more extensive coverage given to the arts

. Lo , L
wr reporang world's fairs, over the machinery, nat-

wral products, and induserial goods, which in fact

dominated the exhibition spaces (n terms of vol-
wine, presented an uabalanced picture, Hlustrated
periodicals inevizable devored most space to the
decoracive arts and the architecture of exhibition
buildings. although the working machinery was’
excrting and inspiring and certainly appealed

w the visitars (fig. 10 and p. 25\

The most strking development as the

Fig. 1y, Eleerriciry. English
{Nottingham}, made for the
Paris Centennial Exposition,
dared rgoo. Levers machine-
made black face, w. 26 in,
(66 cm). Gift of Stern and
Stern Textiles Inc., 1964

{61.229.2)

This lace border incorparaces
images of modern transport
and transmission of power
with eailway trains, hot-air
bailoons, tefegraph poles, and
electric lights. The motifs
echoa precccuparion with
the new elecrrical power,
much in evidence at the Paris
Exposition, and the lace won
a medal. The machine-made
lace industry, centered in
MNoctngham, was enormously
successiul since it replaced

a declining Cétmgc indusery,
the products of which had
become so expensive that they
were out of the reach of most

ordinary people.




Fig. 15. Persian Shab. Russian,
ca. 1896, Printed calico,

L 27 in. (68.6 cm). Gift of
The United Plece Dive Works,
1936 (36.00.816)

Colorful Russian designs
such as this were poepular in
France. possibly for their dis-
tinetive Russian-Asian exoti-
cism, T hey were produced in
villages dedicated to textile™
manufacture, where every
able-bodied inhabitanc was
employed in this local indus-
try. A label on the lengzh

of fabri¢ records medals for
the manufacturer at Paris in
1867 and 1882 and at the Pan-
Russian Exhibition in Nizhni
Novgorod in 1896. Colorfast-
ness was an important devel-
opment 2and wen a medal for
one of the leading Russian
manufacturers, Ludwig

Rabenck, at Moscow in 181,

Fig 16, Lyon and Healy Com-
pany, American {Chicago).
Harp, 1g16. Maple, spruce, and
ather materfals, h. 72 in.
(1829 em). Marp case, ca. 1516,
Wood and various other

materials, h, 82 3% in. {210 em).
Lent by Perer 8. Reis

The legends painted in white
on this batrered harp case—
"Gold medals and highest
honors/Chicago 893/
Antwerp 18g4/Londen 1909/
Leipzig 1gog"—recording
Lyon and Healy's triumphs ac
fairs across the world, are
peignant reminders of the
era, i which innovation

and excellence came from

4 competitive spirit in

exhibiting.

world's fairs progressed was in the professionalism
of the exhibitors. Curiosities gave way Lo ]ﬂghf}'
sophisticated showpicccs l‘)y promunent marufac-
wrers, and an identfiable exhibition style ovolved.
The attraction of sculptural objects—ceramics,

vork, and furniture, in which the Musewm's

me
coflection is particularly rich—-was thar they
showed off the admired qualities of high finish,
technique, and artistry. S:‘milar?y, mixing a number
of trades, as in the 18367 imperial Austrian casket
“p. 330 demanded organization as well as supreme
technical command and was valued accordingly,
However, in spire of this dangrmus bias toward
thi'i_wition—style products, which distanced the
manufacturers from sustainabie d:a}'~rowni.";}' trade,
the world's fairs maintained an admirabic record

inence to

of avant-garde exhibits, giving pron

novators Like Pugin, Morris, Whistler, Godwin,
Bracquemond, L. C. 'T'Ef"fnn}’, Bing, Celonna,
Laligue, and Knox—all of whom are represented
in the Fo]]owing pages of this publication—and

ma I'])-’ OI}]CI'S,




Fig. 17, Palais 4 PElectricité et
Chdrzay d'Eau. Photograph of
the Paris Centennial Exposi-
tion, 1goo. Gift of Rober B,
Hale, 1064

The electrical pavilion fasci-
nated the American Henry
Adams, He writes of it in
“The Dynamo and the
Virgi'n” {in The Education of
Henry Adams, 1906} “Then
{Langley] showed his scholar
the great hall of dynamos,
and explamned how keele he
knew about electricity ot

force of any kind, even of his

spectal sup, which spouted

Much of the intricate arnament lavished on

these—often machine-made—exhibicion preces
was meretricious and satisfed uneducared tastes
that loaked stmply for novelty in their consumer
goods. But mechanizarion was ony a tool, and the
end product could be influenced by infornied use
of the means ac hand, as design reformers had
repeatedly demonstrared. Henry Mayhew, chroni-

cler of the London working poer, who had more

grasp of the implications of cheap production chan
grasp F Py

the critics of mechanized industrial processes, ob-
served of the “shilling folk” (visitors on the cut-
rate days ar the 1851 Exhibizion) char “ac least chey
know something about the warks of indusery, and
what they do not know, they have come 1o fearn.”
The 1851 site and the financial profits were
used to build a4 culture complex of museums,
schools of art and musie, and concert halis, and it
was the promptitude wich which the financial
framework to cnsuee the lang-term viabilics of the
scheme was set up that enabled 2 concrere legacy
fron: the exhibition era to be assembled. The com-
missioners of the 1351 Exhibition were empowered

o purchase significant objects from internarional

heat'in inconceivable volume,
but which, zs far as he knew,
might spour less or mare, a
any time, for all the certziny
he felr in it ... To Adams
the dynamo became a symbol
faies for che newly established decorative ares of infinity. As he grew accus-
museum {the South Kensingron Museum, now tomed to the grear gallery of
known as the Victoria and Alberr Musewn), and machines, he began o feul
this material, spanning half a century, provides the forry-foot dynamas as =
moral force, much as the earhy

Christians fele the Cross.”

The pale sugir-icing decora-

ﬁi.s“c:'natmg tnsight inco che tasce and value judg-
ments of the tme. Comparing the Metropolitan's
ioe cauired larer, show
objects, acquired up to a century larer, shows a . o
! acq P ’ ; ' tion of the building hardly

striking consensus as €0 merit, -
B scems equal to the burden of

The Famous names—Sévres for norcelain, such heavy symbolism.
Théodore Deck for carthenware, Carrier-Belleuse o
tor decarative sculprare, Christofle for precious

metalwork, Cascellani for archaeclogical gold-

smiths” work, Falize for cloisonné enamels—are

represenced in bodh museums, The eminent Austrian

designer Professor von Srorck is fearured at the

Merropolitan, having devised the magnificent ceremo-

nial casket for presentation o the Empress Elizabech

in 1367 (p. 33}, and at the Victoria and Alberr as

designer of a grear amber-cclored enarmeled glass

vase shown ar the 1858 Paris Exposition by the

Lobmeyr Glassworks. There are other overlaps. ...

f00 nUMercus to mention, and these are no .

cancidence, for che wheel of rasee has come

fulf circle.




1851 Tre Grear Exsieroion

Jeanselme Fréres, French (Paris). Gothic

Revival chair. Ca. 1840,

Rosewood, feather, silk, and serge, h. 5114 in.
{130.2 em). Purchase, Friends of European Sculp-
ture and Decorative Ares Gifts and Rogers Fund,
1995 (1995.164)

The Jeanselme firm was steeped in French

royal and nnperial tradition, and rthe English-
nfluenced Gothie style seems ap unusual
departure from the Neoclassical taste of both
Napaleonic emprres. The explanarion lies in the
8405 Anglomania fostered by King Louis-
Philippe {r. 1850+-40), who acquired rhe taste
during his long residence in EngI;md as an cxile,
The Jeanselme firm was founded in 824, and
within ten years the brothers Joseph-Plerre-
Frangois and Jean-Arnoux Jeanselme had
become the leading Parisian chair snanufactur-
ers and Fenrnissenr du Mobilicr de la Cowronne
(Furnisher o the Crowﬂ) o [.-ouis-PhiJ’iPpc.
At the 1851 Grear Exhibition in London they
showed an "Etrusc;m-ﬁr}'lc" armichair in burr
ebm with amaranthus inlay of classical motifs
to much acclaim. The design daced from the
18305 and was by then far less fashionable thas
Gothic. but the elassicism altied with SsumMptuous
workmanship accorded weith public perceptions

of French imperial taste,




[Deneirouse and Boisg[avy, probai}lc manu-
facturer, French, Kashmir-pattern shawl.

Ca. 1840.

Wool and silk double-interiocked twill tapesery
weave, L1z fuo 3 Yin. (3.7 m). Royers Fund, 1965
{65.91.2)

M. Pin, manufacturer, French {Lyons).
Kashmir-pattern shawl. Made for the Paris
International Exposition, 1367,

Woven stfk and wool polvchrome, L 11 ft. g Vain.

{34 m) Rogers Fund, 1939 {19.19)
Lt M ey . .

The 1349 jury reports for an innovative gold-
medal-winning shawl, which virrually describe
the one above (left), suggest that it was woven
specially for the Paris Exposition of Agriculoure
and Industrial Produces of thag year by the firm
of Deneirouse and Boisglavy. Mid-ninereenth-
century shawls were mccimnicaﬂ}' made in
Europe but stdl produced by hand in India.
This pacticular manufacturer had developed
the technelogy to weave in the Indian way

on a mechanized loom, The firm exhibiced a
very sumilar design in Londen at the 135

Grear Exhibition.

Shawls conunued in fashion for anorher
aweney years or more, though developing a dif-
ferent snle. The 1367 example above vight)
facks the plain white cencer and che pattern is
formalized natural ornament rather dhan naru-
ratistic Howers. Fine shawls such as these were

ey CX}‘L‘ﬂSi\'L‘,
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Joseph Nash, British, 18081878, The
Medizeval Conrt at the Great Exchibition
and The Stained Glass Conrt at the Great
Exhibition. Dated 1852,

Coler lithographs, sheet 18 % x 25 ¥ in,
{46.4 % 65,4 em). Harris Brisbane Dick Fund,
1941 (41.123.3{5,3})

The Mediacval Court was designed by the
Cothic Revival architect AW N, Pugin, cele-

brated for his work an the new Palace of West-

T od o

e

S T

minster, then nearing completion, and it excited
much meerest and comment, nor all of it favor-
able. The effect of the Mediaeval Courr was
somber, Eum‘msi}’ described as ”Jonking dark
and solesnn for the display of the raste and art
of dead wmen,” bur individual irems on view
within 1 were b:'iJliamI}' colored-—the ceramics,
jcwch"\a rich textiles, gilded statuary, and brass
candelabra in particutar, all of which are eagerly
sought by modern collectors.

The revival of stained glass was 1o change

the face of both church and domestic decora
e i the second half of dhe nineteenth cenu-
v Trss a measure of the importanee of this
brarich of architcctural embellishment in -
land that an entire court was devored 1o
exaumnples of contemporary stuned-plass design.
Seme of the fbrcign exhibitors included glass
pancis an their stands. The 135 display in the
Stained Glass Court was installed ro give the

areatest impact to the intenscly vich colors,




R. and 8. Garrard, English (Haymarker,
London}. The Koh-i-noor diamond,
mounted for display at the Grear Exhibi-
tion, in the original enameled Indian
armlet setting. Painted for the Crown

Jewellers, 1851,

Pencil, watercolor, and metallic pigment, g % x
2 % im (248 x 327 em). The Elisha Whitrelsey
Collection, The Elisha Whittelsey Fund, 1966
(66.562.24)

For many visitors the Koh-i-ncor diamond
epitorized the magie of the Great Exhibirion,
Excitement atrended its avtival in England
aboard the HMS Meden {of which a fine
maodel was also exhibized), a "“splendid war

steamer” with the reputation of being the

fastest paddle steamer under canvas in the Roval

WNavy. The diamond was received by Queen
Victoria from an emissary of the East India
Company on July 3, 1850. The Koh-i-ncor {or
"Mountain of Light) was shown tn a specially
constructed cage, and the stone could be low-
ered tneo che pedestal ac night for securiey. The
publicity surrounding t raised the expectations
of many of the visitors tao high—a cartoon in
Prueh depicts a couple viewing an enormeus
hump of coal that dorminated the display of
natural products, under the irapression thar it s
the diamond. Irs subsequent recutting as a bol-
Hane produced a much-reduced stane, which is
set in the band of the Imperial Stare Crown.

The Indian setting, with models of its three

diamonds, is dispiayed in the Tower of London,

Claret jug and wineglasses. French,

ca. 184030,

Glass with raised gold-leaf decoration, h. {(jug)
10 ¥ in. (26,5 em), h. {glasses) 4 % in. (120 em), .
Gift of Mrs, John Chambers Hughes, 1963
{61.62.100b,.4,.5)

Rococo-style decoration and the more severe
Lows XVT raste. inspired by the French eigh-
teenth century, have nét fared well in modern
crietcal estimarion, bur for the Victorians these

were the most appropriate and enduringly pop-

ular tvpes of ermament for elegant domestic
eems. Rocors w :

£ems. Rococo was the dominane mode armonyg
commercial manufacturers exhibiting in 1351,
to be overtaken b Lours NV InspITation in

the 36ws. The produces are usually marked by

thair high qualite of \\'orkmansiﬁp. inthis
example by the crisp rased goldwerk. The
crvstal purin of contemporary glass was

sich prized by the Vierorians.




Charles Asprey, British, 1813~1892. Picces
from a desk set. London, 1851

Gile bronze and malachite, h. {calendary & in.

(zaz em) b (knife) § 45 in (215 em). Pug
Gifts of Irwin Untermyer, Loterta Fines
Howard and Charles Flines, in memory of Mr,
and Mrs. Edward Hlines, and J Prerpon:

Morgan, by exchange, 1082 {182,888

This extensive ser of eight pieces was part of
the Asprey d%sp]ay at the Grear Exhibition, and
cach object, escept for the paper knife, is
marked “CASPREY. 166 BONDG ST / EXHIBITION
sn CLASS 29, No se” History has judged Pugins
Medizeval Court 1o be the most significant
contribution ta the cxhilition in terms of Jee-
orative design, but the CONTEMPOTAry Visitor

would have found handsome, usable irems for

o e T et
S e e

the home, such as this desk set, of more
tnediate relevance. The Gffiesal Deseriptive and
Hhstrased Catalagne specthes further items, now
missg: an en\'clopc case, a ]Jfomng book, an
inkstand, and a matchbos, bz‘ingmg the set up
to a dozen picces, T he design, with echoes of
Hellenistic, Celtic, and Renaissance influence,
ts essentially eclectic, in contrast o Pugins

;1:‘ch:1colog{cn!ly correct Gathic,




R. Nunns and Clark, American (MNew
York City), Square piano. 183,

Rasewood and various other materials,

w3y . (2245 em). Gift of George Lawther,

ot \
oo {obaziaa;

Pianos were a much-remacked feature of the
American contribution to the Great Exhibi-
tion, not for the elegance or decoration of the
cases, which were far surpassed by those of-
fored by European manufacturers, but for their
ingenuity and novel musical effecrs—I{oe
example, the "mammoth double-action grand
ptarioforte, to be used by three or four per-
formers simuirancously." and the mechanical

"piano-violtno,” in which three bows were

madde to serape over a fixed violin to the
accompantment of the piaro. Thev were
equally noted at che Worlds Fair in New York
two years later. This sample’s heavily carved
and decorated Rcmissanceminspired case and
keyboard with motﬁcr-of:pmrf and ortaiseshelf
keys canfirm igs exhibition quality, and it may
well have been shown at New York's own
Crystal Palace in 1853, the vear of its

manufacture,




iégs Paris InTernaTiONAL Exposiion To 1858

By Brionde after a design by A, Guillerat.
Souvenir fan with views of the 1855 Paris

Interpationa) Expaosition, Freach, 133

Ivory and lithograph heightened with gilding,

w. 19 % in. (s0.2 em), Signed: Guillerat, inv. / Brionds
Imp. Lith. Direit. Gift of Mrs. Thomas Hunt, 1933
(33.82.14)

The strucrures and interiors of exhibirion
buildings contimnued to excite strong interest
among visttors, and souvenirs like this fan, s
well as collections of photogmphic VIEWS, were

issued in enormous quantities. .

[®
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Charles Thurston Thompson, British,
1816—1868, Industrial Exbibit from the Paris
International Fxposition of 1655, 1853,

Salted paper print from a glass negative, 10 x 8 in.
{25.4 x 20.3 cm)). Purchase, The Horace W,
Goldsmith Foundation Gifr, 1992 (1992.50.30)

Machinery provided an image of power and
modernity, and an impresstve show of industrial
and manufacturing capacity was part of the
nationalistic agenda of the mternational exhibi-
tton movernent. Machines themselves, frequend}r
shown working, were an important artraction at

the expositions,

Adolphe Braun, French (2}, Su—18y,
Rose of Sharon. Ca, 1854

Albumen silver print from a glass negative, 14 ¥ x
16 W2 in (37.5 % g1 omd). Gift of Giliman Paper
Company, in memory of Samuel J. Wagstaff Jr.,

1937 (19870161}

In addition to its superb artistic quality this
image had a practical apphication, It was in-
tended for designers and manufacturers to use
as inspiration and for artists to copy. Braun
began his working life in the textile industry in
Mulhouse, France, with the firm of Dolifus-
Mergs, and curned to photography in 1848. He
was a conswmnmate professional, and this, ailied
with his pracrical knowledge of the trade, won
hirn a gold medal for his multivolume Fleers.
Pratographifes for its in'g'énui ty-and utilizy to the
texrile inci&stry at the 18¢5 Paris Exposition.

H. W Nogel wrote of these fower studies in the
Philadelphia Photographer (13687 "Thev excited
the admiration of the profession, as well as the
artist, and the men of science; King Fredenck
William sent him [Braun], in acknowlecign_jéht,

a golden snuff box."




Louis Perrin, French, act. 182365,
Double-barreled percussion shotgun,

Paris, dated 1834.

Steel, walnut, and silver, 1. {overall) 46% in.
(8.4 cm); caliber .65 in, {16.4 mm), Inscribed {in
Gothic letters on the barrel): PERRIN BT [brevetd
4 PARIS. Purchase, Rogers Fund, The Sulzberger
Feundation Inc, Gift, Gifts of William H. Rigps,
Bill and Joyer Anderson, Charles M. Schort Jr,
Mr. and Mrs. Robert W, de Forest, William B.
Gsgood Field, Christian A. Zabriskie, Dr. Albert
T. Westen, Henry Vietor Burgy, and Bequest of
Alan Rutherfurd Stuyvesant, by cxch;mgc, and
The Collection of Giovanni P Morosini, pre-
sented by his daughtcr Grulia, John Stoneacre,
Etlis Collection, Gifr of Mrs. Ellis and Augustus
Van Horne Ellis, and Bashford Dean Memotial

Collection, Punds from various donars, by

exchange, 1991 (1991.5)

Exhibitions created a showease for high}y
ornamental itemns, the practical utii{t‘y of which
disappeared under a burden of carving, metal
mounting, and inlay, At the 1834 Exposition the
arms rakers of Parts were awarded 3 special
medal for their artistic raste and quality, and
this example has been identified as one for
"rrophy or panoply” The ways in which the
carving and the chased-silver mounts are used
o the highly ornate stock inake it nmpractical
as a Arearm. {The burt cap at nght dispfays

the figure of a Native American) The gun
stands 1n the freatest possible conirast ro
Samuel Colt’s sleek and deadly revolver, which
had been unveifed o an eager audience in

London in 1831,




Pierre-Louts Plerson, French, 18221013,

Virginia, Countess Castiglione (1835—1899)

with a fan, 1858; printed 1940s.

Gelatin silver pring, 14 ¥ 316 Y in. (36.8 x
416 cm), David Huncer MeAlpin Fund, 19.47
(47.145.15)

Certain images give a powerful flaver of their
mement in tirme and barely need text to explain
thern, Hete the grear courtesan of Second Em-
pire Paris is caught in opulent and moody mag-
nificence by Piezson in the year following the
end of her Liaison with Napoleen I Edmend
and Jules de Goneourt wrote of her in their
Journals (185170 "All women are enigmas, but
this is the most indecipherable of them all It is
said of her that she spent her last years wich the
mirrors in her small apartment on the place
Venddme covered over so thart she could not see

the wreck of her marvelous beaury.

Fan. Spain (7), ca. 1858, This fan, with its coronet and initial V in the

. . . design of the sticks, was made for Countess
Black and white chanully lace with mother-of- 5 i

pearl sticks. w, 19 Y2in. {49.5 em). Bequest of Castighone and must have been a favorite, based
Mary Clark Thompson, 1923 (24.80.35) on the evidence of the photograph above. It
sets oft the hugely crinclined gown in which

she sat for Pierson.



The London International Exhibition,

view of the central dome with Minrons's
majolica fountain. From rhe Hhestrated
London News, August 30, 1862,

Color Iithograph, 15 % x 20 Hoin. G098 x5 cm).

Gifr of Mrs. A. 7. Gardiner, 1636 {36.50.17)

1862 LoNDON INTERNATIONAL EXHIBITION ToO 1870

As thme went by, exhibirion buifdings became
more elaborate in decoration and more “archi-
rectural,” .sacriﬁcéng severity and scale to pre-
rentiousness. | he shimmcring glass fountain
that had formed the centerpiece of che 185
Crystal Palace is heee replaced by an enormous

exarnple of Mintonss celebrated majolica.

The revived majolica technique, with its bald
modelmg and vivid coloring, was appropriate
to exhibition ceramics. Under the direction of
the Frenchman Léon Arnoux, Mintons WS
very successful, and the COMpPany was responsi-
ble for the high regard paid 1o Bricsh ceramics

from 1851 onward.




Phﬂip Webb, designer, British, 18311915,
Sir Edward Burne-fones, painter of The
Backgarunen Players, British, 18331848,
Morris, Marshall, Faulkner and Company,
manufacturer, English {(London), 18615,
Medieval-style cabinet, 1862,

Painted and gilded pine and painced leather,
h. 73 0. (185.4 ¢m). Rogers Fund, 1926 (26.54)

William Morris founded his decorating firm in
1861, just in time to assemnble the material o £
an imposing space n the Medmeval Courr at
the 1862 International Exhibition. This cabinet
was one of the striking painted pieces shown by
the firm at ies debut appearance. The subject on
the panels is by Burne-Jones (the preparatory
drawing is in the Firzwilliam Museum,
Cambridge), and, along with the many other
painted pieces shown at the exhibition, the cab-
inet might be described as “Pre-Raphaelice.”
The idealist Morris was sufficiently pragmatic
to overcome his strongly expressed distaste for
the 1'851 Exhibition-—he had remarked to his
mother thar it was all “wonderfully ugly”—and
to exploie the opportunity offered in 1862. The
earliest history of Morris’s venture is enshrined
in the 1862 display; he soon saw that the way
forwiard was not wich expensive painted pieces
but in affordable merchandise of pleasing

design and fine qualicy.




Attributed to Christopher Diresser,
designer, Britisk, 1834—1904. Mintan,
manufacturer, English (Stoke—on—Trent),
1793~present. Persian-style botrle,

Ca. 1862, the model shown at the

London International Exhibition, :862.

Bone china, h. 7 % in. {1g.4 cm). Purchase,
Friends of European Sculpture and Decorative
Arts Gifrs, 1996 {1996.92)

Dresser trained as a botanist, but his career asa
designer was nurtured as an assistant ro Owen

Jones on the grear work of draftsmanship re-

" quired ro produce the Grammar of Ornament

(1856). Although his designs are clearly rocted
in the Jones school of geometric Tslamic-
wspired pattern, Dresser quickly developed a
distincrive style for his work in a great vanety
of media. He preferred Persian patterns and
shapes for his earliest ceramics for Mintons, as
in the example shown here. His walipaper
designs in particular found favor in the United
States, as is evident from phetographs of

artistic interiors of the 1880s and 18g0s.

Christopher Dresser, British, 18341904,
Detail of plate 23 (“Greek ornaments suic-
able for dadoes. ., Y, from Studies in

Desien, London, 186,

Chromo]frfmgraph. Library Administrative Fund.
917, transferred {rorm the Library, 19g:

(1991107526}




Ecruscan-style bracelers. Shell cameo by
Luigi Saulini, gem engraver, Italian
(Rome), 18191383, Ca. 18600,

Gold, sheil, and marbte, h. (.2 [cnmeo}} 2 ¥s in,
(3.6 em), h. (.33 1 % i (g2 cm). Bequest of
Mariz Morgan, 1893 (93.6.2,.3)

These bracelers have an mirigung hisrory, having
belonged to Maria Morgan, sister of the Irish
artist fane Morgan. Both women were in Rome
during the late 1860s, where they joined a group
of seutprors that included the Americans Harret
Hosmer and Emma Stebbing, Maria led 2 most
unusual hfe for her rime: she was 2 journalisc
and, for a period of five years, was in charge of
the stables of King Victor Emmanuel I of Tealy.
Traditionally, the braceless were said ro have been
presented to her by the king, After her sojourn
in Iraly she settled in America and became a
noted expert on hvestock—on which subject
she wrote for several New York REWSPAPErs-——
and a racing tipster. When she died in 1892,
souvenies presented to her by Victor Emmanuel

were bequenthed to the Museum,

Michelangele Caetani, duke of Sermoneta,
possible designer, Tralian, 18041882,
Castellani, manufacturer, Iralian {Rome),

18151930, Paper knife. Ca. 1863

Gold and enamel, L ro % in. (26 em). Purchase,

Mrs. Charles Weightsman Gift. 1993 (1963.68)

The eclecric mix of Eacly Christian, Renais-

sance, and classical ideas in the design of this

dagger-shaped paper knife places it in the early
production of the famous Castellani firm of
Rome, It was founded by Forrunate Pio
Castellani and developed by his sons Augusto
and Alessandro, and its foreunes were trans-
Farmed by the pacronage and advice of
Caerani, a highly regarded antiguarian, Ulo-
mately, the firm’s reputation cested on well-

publicized accemps to reproduce the delicare

Erruscan goldwork revealed by a{chacoIog{ca}
excavations around Rome. Castellani’s jewelry
was first seen by a large intecnational audience
at the 1862 London I[nternational Exhibicion,
and he made a number of different paper
knives, finding them a good vehide for faneiful
designs racher chan faithful wevivals of ancient
patterns. The knives were used for curting the

pages of books as well as for opening letrers.




1863—1867

Albert-Eraest Carrier-Belleuse, French,

18241887, Farher Titme on g Clobe {design for
a clock).

Red and black chalk, heightened with whire chalk
and gray wash on beige paper, 21 % x 16 % in,
(543 x gr.9 em). Purchase, David T Schiff Gife,
1951 (1951.266)

Albere-Ernest Carrier-Belleuse, designer,
French, 1824—1887. Guéret Fréres, cabinet-
makers, French, 1853—ca. rg00. Atelier
Cartier and Vincendi and Company, clock-
makers, French, 186090 and 1850—60,
Clock. Paris, dated 1863,

Walnut, glass, bronze, and steel, h, 20 % in,
(52.7 cm). Purchase, David T Schiff Gift, 19
(199t.261)

Carrier-Belleuse was a prolific scufptormdesfgncr,
turning with apparent case from full-scale
Salon exhubition pieces and public monuments
to the intricacies of porcelatn, goldwork, and
other luxury items. His crearions typify the
opulent, even decadent, side of Second Empire
taste, and ke was, indeed, 1 favorire of
Napoleon IIL The mixture of materials em-
ployed i this clock put large demands on

the skill of the cabinermaker. The nostalgic
eighteenthwcentury flavor of the design sug-
gests that it was destined for an elaborately
decorated salon, to stand before one of the large

overmantel mirrors then in fashion,
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Francois Hubert Ponscarme, French,
18271903 Medal presented to Cyrus W
Field and his relegraph companies. Shown

at the Paris International Exposition, 1867

Gold, diam. 2 % in. (6.7 em). Gift of Cyrus W.
Field, 18g2 (gz.m.l)

The obverse of this finely imodeled medal shows
the Jaureare head of Emperor Napol in HI,
facing Jeft, and the signature K. PONSCaiME E, On
the reverse two winged geniuses SUPPOrT a panel
that has a victor’s laure] wreath above and an
cagle as an emblem for France helow. The
inscription records the award of a Grand Prix
to Field for laying the first wansatlantic cable
from Brieain to America. A picce of the cable is

preserved with the medal.

Joseph-Théedore Deck, French, 18231891,
Dish with asymmetrically placed flowers.
Paris, dated 1866.

Farthenware, diam. 16 in. {40.6 cm’}. Purchase,
Friends of Eurapean Sculpture and Decorative

Arts and Robert L. Isaacson Gifts, 1992
(1992.275)

Deck was born in Alsace and arrived in Paris in
1847, where he set up production primarily of
artistic potrery, often painted by professionals.
He was inspired by intenscly colored Tsnik
wares and the delicate, asynumetrically designed
ceramics of Japan. A pioneer in many areas of
ceramic production, not least in his usc of
Japanese-inspired motifs, Deck experimented
with glazes and produced the intense turquoise
blue that bears his name, “blea de Deck” He

was the founder of the artist-potter tradition.




Josef Ritter von Storck, designer, Austrian,
1830—1902. Gebriider Rodeck {Rodeck
Brothcrs), maker, Presentarion casket.
1367,

Seamped leather and velver, gile-bronze, silver,
and blue-enamel mounes, lapis lazul, and moiré
silk, w22 % in, (57.8 em). Gife of Gabriel Wells,
ta35 (33.132)

Auguste-Rosalie Bisson, French,
18:6—1900. Display of Thoner furniture
at the Paris Internarional Exposition,
1367,

Albumen silver print from glass negative, 7 % x
P 4 7 7
9 ¥ n. (183 ¥ 259 e Gife of Gabricl Wells,

T
1933 (35132 ;

The presentation casker to Empress Elizabeth
{1837-1808), wife of Emperor Franz Josef, was
made to contain seventy photographs, show-
ing the stands of all the Austrian exhibitors
at the Paris International Exposition in 1867,
Elizabeth had intended te pay an official visit

to the exhubirion m order to admire the Austrian

T Seme
<A, iy

contribution, bur was prevented by Ul health

from doing so, and the pictures were made as a
souvenir, Like the popular steresscopic series
of the 1862 Londen Exhibition, these pho-
tographs are an invaluable record; shown below,

the display of the Thonet furniture manufacrress.

33



¥



Egisto Gajani, Italian, 1832—1890. Carved
mirror frame (a later version of Gajani’s
exhibit at the Paris International Exposi-

tion, 1867), Florence, 1870.

Walnut, modern mirror glass, h. 30 % in.

(78.1 cm). Signed and dzted {on cartouche below
mirror): EGISTO GAJANI FECE FIRENZE 1850,

Gift of James Parker in memory of Alfreda

Huntington, ez (rog2.317)

Gajant was 2 virtuoso weood-carver, who worked
in the revived Iralian Renaissance manner, He
showed spectacular examples at exhibitions, first
ar Paris in 1867, where he displayed a version of
this frame. Fe entered similat pleces in two
further expositions, Vienna in 1873 and again

in Paris in 1878. I 1880 ke published, with

his partner Luigi Fullini, a st of twenty-elghe

designs for carved-wood panels,

Charles-Guillaume Diechl, cabinetmaker,
French, 1811—ca. 1885, Emmanuel Frémiet,
sculptor, French, 1824~1910. Jean Brandely,
designer, French, act. 1855-67. Armoire.

Paris, 186+,

Oak veneered with walnut and marquetry woods,
stlvered bronze, b. 93 % in. (238 cm). Purchase,
Mr. and Mrs, Frank E. Richardson Gift, 1989

(1989.197)

The firse version of this striking piece of sculp-
tural Second Empire furniture, 2 medal cabiner,
is in the Musée d'Orsay, Paris, and was made for
the 1867 Paris Expaosition. It was widely dis-
cussed and illustrated in periodicals of the time.

Becavse 1ts panel showed a triumphant victory

from the Merovingian period, a glorious episode —

in French history, Diehl had hoped that the cab-
wet would be purchased by Napuoleon 11 for
the newly created Museurn of the Sovercigns, In
spite of being disappointed in this and being
awarded oniy a bronze medal {which he refised),
he nonetheless creaced the second version with
minor vaniations, the armoire shown here, which

he kept uncil his deach.

Minton, English (Stoke-on—Trcnt),
1793~present. Limoges-style centerpiece.
Shown at the Paris International

Expasition, 1867. 1866.

Bone china, enameled and gile, k. 8 % in.
{47 em). The Charles E. Sampson Memorial
Fund, 1994 (1994.92)

This centerpiece is another example of
Renaissance Revival design from the 1867 Paris
Exposition, but in the French taste. Ceramic
imitations of Limoges enamels were made ar
Mintons from abour 1856 and were widely
popular from the fare 18505, being produced
also by a number of factories in France, for
example, at Sevres and Gien. Interest in this
highly specalized technigue was gr&ad)? in-
creased by the 1862 showing in London of the
Rothschild collection, with its important

holdmgs of real Limoges enamels.




1870—1876

Edward William Godwin, designer,
British, 1833-1886. Drop-leaf table,
London, ca. 1872.

Mahogany and gilded brass, h. 29 % in {547 em).
Purchase, Rogers Fund, Bequests of Ogden Mills
and Bernard Baruch, by exchange, and Margaret A,
Darrin, Ann Eden Woodward Foundation and
Friends of Eurapean Sculprure and Decorative

Arts Gifts, 1991 (1991.87)

Alrhough he began as a Gothic Revivalist and
disciple of Ruskin, Godwin was among the firse
of the Victorian archftccrudcsigncrs to furnish
in the Japanese style. His own house in Bristol was
sparsely and elegandly equipped in a way quite
new for the 18608, with matting on the foors
and Japanese prints on the wails, The design of
this table has echocs of Japanese architecture in
the parallel latricework and the stepped shelves.
The rable dates from the period when Goduwin
and the actress Fllen Terry lived together, between
1868 and 1874. Godwin's Japanesque designs had
a great impact when they were displayed at the
1876 Philadciphfa Centennial Exhibition, where

art from Japan was also shown.




Felix Bracquemend, designer, French,
183371914, Haviland and Company, manu-
facturer, France (Limogcs), 1864—1971,
Plate from the “Service parisien.”

Limoges, 187;.

Porcefain, diam. g in. (229 em). Gift of George
Haviland, 1923 (23.31.18)

In sprie of the name given to the porcelain, the
image on this platewas on the other articles in
the service—is entirely Japanese, very freely
painted in the manner of ukiyo-e prints, with
windblown bamboe, douds, and a 8ash of
tightning, Many of Bracquernond’s ceramic
designs were inspired by Japanese prints,
netably those in Hokusai's Manga skecchbooks,
which were circulating among European and

American collectors 1 the 1860s,

William Morris, designer, British, 18341896,
Thomas Wardle, printer, British, 1831~1509. Hencroft
Dye Works, English (Leek, Smffordshire), 1875—81.
“Honeysuckle” printed lnen. After iS*;G (design
registered 1876,

L. 87 in. (s70.2 ¢m} Theodors M. Davis Collecrion, Bequest
of Theodore M. Davis, 113 {30.95.48)

Marris had recognized early on that the success of his
decorating business depended on having a vanery of stock
available for his clients, rather than refying on individual
comumissions. His firse wallpapers date from 1362, bue che
printed and woven textiles for which the fiem is famous
did not evolve until some ten vears later. Beginning in
1873, Morris experimented with techniques of prinzing
and dyeing, and by the time the “Honeysuckle” design
was registered with the patenr office, in QOcraber 1876, he
had produced aboue twenity parterns. | he sources for his
patterns were eclectic, the earliest being suggested by the
garden of his home, Red Houwse in Kent, He awned
copies of rare early herbals such as Gerard’s colebrated
publicavion of 1597, the Muscrations of which were an
inspiracion for the designer’s plant and Hower marifs,
Morris's collection of antigue rexules was imparcant

for kis later designs.
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William Morris, desfgncr, British,
18341896, Catherine Holiday, reputed
embroiderer. Fmbrojdered panel. Ca. 1870,

Sitk, L 78 in. (2081 emn). Rogers Fund, 1972
(1972.65)

e
o

Because of their assaciation with medieval

domestic decoration, embroideries were among
the firsc vextiles 1o atrract Morris's attention, m
the form of crudely execured appliqué panels
made for the designer’s home. "Art embroidery!”
using flar, torig and shore satin and stem stirches,
was far more sophisticated and transformed

the character of embroidered decorative pieces

completely {compare p. 5)- The example above
15 5a1d to have been worked by Cacherine
Haliday, whe is acknowledged as the finest
executant of her time, This elevated rype of
work formed the mamstay of the much-
adrired display by the Royal School of
Necedlework at the Philadelphia Centennial

Exhibition in 576,




Frederick Sonne, manufacturer, Danish (Copenhagen).
V. Wendrich, decorator. Pair of nmphora—s!mpcd vases with

scenes after sculptures by Bertel Thorvaldsen. Ca. 1873,

Terracotea with encaustic painting, h. () 8% in, (2t em) b (2)
8 % . (vt em). Gift of Mrs, BV Smith, 1960 (60.216.1,.2
N / SRR

Vases of amphora shape with scenes very simvlar to those here
were exhibired by Madame Ipsen of Copmhagcn at the Philadel-
vhia Centennial Exhibition in 1876, The Philadelphia fair orovided
a focal pom for the Aesthetic Moverment ideals of art and design,
emphasizing the purely beautifid, that reached a high poinr in

the near-abstzact canvases of [ A MeNeill Whisdler and in the
Japanese-influenced furnitare of £ W Godwin {sec p. 36} A great
Interest in archacology characterizes decorative design in the
second half of the nineteenth century. Admiration for the simple
forms and stylized ornament of antique rerracotta vases also

mnfluenced early forays into art pottery in the United Seaces.

Left: Cinerary urn. Iralian (Venice)}, 18600,

Glass, b1z in, (o5 em?

Right: Venezia-Murano Company, Italian

(Venice). Neoclassical vase. Ca. 1870,

Glass, h. 6 % in. (15,6 om’

From the James Jacksan farves Collection, Gift of

James Jackson Jarves, 138 (818,213,200

In 1881 the Merropolican Museum received Ffrom
james Jacksen Jarves, son of the American glass
manufacturer Deming Jarves, ncarly three hun-
dred pieces of Venetian alass, a range of
examnples comprehensive i date and technique.
[t was Jarves's intention for these wares to form a
aucleus for the study of the subject, and with
this in mind he did not neglect the important
contributions of his cwn day. The products of
firms Bke Salviati and \enezia-Murano were much
admired and imimrcd‘chhnEques were employed
to display virmbsit}; withour much regard to
archnco!ogical accuracy, and shapes that were
originally carried our in solid n1:1t‘€r5315--c[3}’,
stone, woed, or bronze—were executed in ghss,”
such as that of the lidded cinerary urn shown
here, The interest in these pieces thus lies not
i their historical accuracy bue in the insight

they give into ninetctmh-cenmr}' raste,
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18781885

Adolphe David, French, 1828~1806. Pharton
Deiving Apelle’s Charior. Paris, ca. 1876,

Sardonyx camieg, . 3 in. {7.6 em). Signed
A DAVID: The Milton Weil Collection, 1940
{40.2012)

The delicate modeling and subtle use of colored
layers of the stone to differentiate the four
horses make this an outstanding example of late
Neoclassical czmec cutting, Dhayid was a cele-
brated sculptor, gem engraver, and medalist,
who exhibited at the Paris Salons from 1854 unieid
18g4. His reputation as an engraver o a large
scale brought him the commission to cut an

CNOTMOUS Cameo in gray agate for N:}po]con HI,
the Apotheesis of Napoleon [, Designed by Jo-A-D,

Henri Tétcrger Fils, French (Pa:’is). Wareh
Ingres, it was destined ro rival the great cameos

chatelaine in the Renaissance style. Shown

fmrri . | . . ..
of antiquity. After years of labor, the largest at the Paris International Exposition, 1878,

cameo of fts time was shown at the 1874 Salon
Gold. plazinum, and diamonds, L 6 % in.

{16.5 cm). Marked Tétrroer /31 ruee 51, Augustin /
Paris Hippte Thergee [HL T, dtposé. Gift of Cele H.
and William Rubin, 1956 {55.432—c)

and at the 1878 Paris Exposition, but the result
was coarse by comnparison with this smaller,

exquisite work.

chriTétcrgcr was trained by his father,
Mippolyte, founder of the family firm, and
sticceeded him in 1862, Although this chatelaine
carries Hippolyte's trademark, given the darte it
must, in fact, have been designed by Henzi,
Such continued use of 2 trademark was not
unusual at the time.

The firrn produced handseme, fashion-
able Jewelry throughout the second half of the
nineteenth century, moving with smooth pro-
fessionalism to Art Nouveau around 190¢. The
Térergers were prominent exhibitors in this new
style at the rgo0 Paris Centennial Exposition
and were among the foremost Parisian jewelers

of the early rwenrieth century.




Emile Reiber, designer, French, 1826~13g7.

Eugine Guignard, probable exccurant,
French, act. 18.43-ca, 1878, Chrisrofle and
Company, French (?aris), 1830~present,
Jardiniére with patination in the Japanese
manner. This or another example shown at

the Paris International Exposition, 1878.

Coppcr‘ silvered and patinated, and e
brenze, 1 15 % in. {40 em). Purchase, Beqguest
of J. Pierpont Moargan, Fletcher Fund, and
Kennedy Fund, by cxchange; and Rogers Fund,

1991 {1ggi3dab™

An aspect of the ferce Anglo-French rivalry
had been the race between the Birmingham
firm of Elkingrons and Christofle in Paris to
24
develop a range of new rechnicues. Both dis-
E =l 1
played a brifhang mastery of the pepular
) )
Jepanese-infiuenced colored-meral decorarion—
by no means the equal of accual lapancse work
) 1 Jag
bur impressive 1n European terms—which was

of Tiffany and Company, whose

also a spect

invitation o participate in the Paris Expo-

sition in 1878 was issued on the strength of s
.

Japanese-snle silverware, developed under the
influence of Edward C. Moore.




Mintons, English (Stokc-on-Trem),
1793-present. Vase with bamboo

decoration, Ca. 1880,

©. Purchase,

Earthenware, b o % in. {250 e

Rebert L. Isaacson Gife, 198g 108g.232)

Mintons's dazzling display at the 1878 Paris
Exposition demonstrated the range of demand.
g and showsy technigues developed by the
firm. While the historicist pieces commanded
great respect for the manufacturer’s mastery of
difficult procedures, the Japanese-style designs

were admired for their novelny,

Mintons, English (Stoke-on-Trent),
1793-present. Dessery plate ins the Persian
or Indian taste, Displayed in the Prince of
Wales Pavilion ar the Pagis International

Exposition, 188,

Bone china, diam, 4 % in. 243 em). Purchase,

Robert L. Tsaacson Gif, togr {19g1.322)

The prestige of the Prince of Whles Pavilion in-
spired all those responsible for the architecture,
the interior, and dhe exhibits to work toward the
ultimate refinement of design and greatest tech-
nical \'irmosii‘)‘. Mintons made a speciafty of
imitating the metalworking techniques as well
as the shapes and colers of Fascern artifacts.
The plate ar the lefy cfisph)'s glazes in enamel-

like hues and gold accents,




Left: Standing cup with cover {"coupe
Couty”). French (Sévres), 1879, designed as
a prize at the Paris International

Expositiﬂn, 1878.

Porcelain, h. 1o % in. {49.2 em). Purchase, Friends
aof Eurapean Seulpture and Decorative Ares Gifts,

1590 {19g0.238,bY.

Right: Albert-Ecnest Carrier-Belieuse,
modeler, French, 18241837 Alfred
Thompson Gobert, decorator, French,
act. 1849~91. Vase with pate~sur-piite
decoration. Sevres, 1883 (manufacrure);

1885 {decoration).

Parcelain, b 14 in. (33,6 cm). Gift of che family
of Richard Butler, g0z {e2.8ab)

Commercial manufacturers in France greatly

envied the imperial and state-ownad Rrms for
thetr freedem from financial pressures, but this
freedom led them to neglect the development
of sustainable markets. The products of the
Sévres Factory were prcstigc picces, conceived as
highly complex warks of art, and their furcrion
was for exhibition, presentatiofi, and display,
Limited numbers of the “coupe Coury” (cup
designed by Coury’t were made as prizes for
exiubitors at the (8+8 Paris Exposition. The
pdte-sur-pite covered vase was presented by che
French government to Richard Butler, 3 merm-

ber of the American commitree responsible for

the site, construction, and dedication of the

Statue of Liberty.
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Josiah Wedgwood and Sons, English.
Swan vases. Staffordshire, 1876 and 188;.

Lead- and Ei.n.-glazed earthenware, h. (each)
54 in. (137.2 e ). Gift of Gyora and
Judith 5. Novak, in honor of Dasid T, Siegel,

1963 (1@@5.188.1&%,.13—-\:}

Like Mintons, Wedgwood produced a range

of large-scale, sculptural majolica pieces, of
which these swan vases and their Variants {wich
putti on the covers in place of the swans ) were
the most imposing, One of the putto-mounted
vases, painted by Emile Lessore { 18051376,
was shown by the firm at the 1578 Paris Inrer-
national Exposition. The designer of these
swart vases ts not recorded, but the French sculp-
tor Albert-Ernest Carrier-Belleuse { 82.4-1887)
has been proposed.

The majolica technigue is most
srrongly associaced with the English Mintons
and Wedgwood fcrories, bat the fredit for its
revivai and development muse g0 to the French
émigrés who worked in England during the
nuddle years of the century. The first Mintons
pieces were shown at the Great Exhibition in
13351, and by 1853 the Baltimore factory of

£ W, Bennert was in majolica production.







Lucien Falize, designer, French, 1839-13g7
Léon Chédeville, sculpror, Treach, d. 1883,
Le Roy et Fils, clockmakers, French,
1828—98. Clock, Paris, 188:.

Silver, gold, semiprecious stones, enamel,
amethysts, and diamonds, h. 17 %o in. (450 em).

Purchase, Mrs, Charles Wrightsman Gilt, 199:
{1ggrt3a—{ )

Lucien Falize, French, 18391397 Design
for enameled clock. Ca. 1882,

Pen, ink, and watercolor, 23 x 13 % in. (58.1 x
15 em). The Elisha Whittelsey Collection,
The Elisha Whittelsey Fund, 1591 (1091.1254)

Clacks provided an ideal opportunity to create
the quinzessential exhibition piece. The move-
ment could display ingenious features—iwhich,
as leading Parisian clockmakers, Le Roy et Fils
were well placed to provide—and the case
could be decorated very elaborately with sculp-
tural and architectonic motifs, as if it were a
mintature building‘

This nmgniﬁccn[ clock was apparendy
not shown at an exposition; rather, it was made
for Alfred Morrison (1821-18¢7), millionaire pa-
tron and connotsseur. The case is in the form of
a Late Gothic church tower, and the base is taken
from the design for the tomb of Louis XI¥ and
Anre of Briany in the Abbaye Saint-Dents,
This is the most complex and ambitious of
Falize's precious-metal works, encompassing
a wealth of skills and research to devise the
historical-revival destgn. In Morrison, Falize
had the perfect pacron, in that he was immensely
rich as well as 2 connoisseur of cmftsnmﬂ:‘.hip
and rechnique, parricularly in merabworking and

enamel.
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Sir Lawrence Alma-Tademna, designer,
British, 1836-1912. Johnstone, Norman
and Company, manufacturer, English,
act. 18801900, Settee for the music room
of the I\’Iarquand house, New York Ciry.
1883,

T\‘Tahog:m),z boxwood, sandalwoad, cedar, wory,
mother-ofepeard, and brass, |, 58 Y i {148 cm)
Bequest of Elizabeth Love Godwin, 1975

(1975.219)
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This handsome Neoclassica! settee comes

from a farge suite of furniture commissioned
by Henry Gurdon Marguand (1851902 for
the music room of his home in New York
Ciey. It was among the most UMPOrTANE artistic
houses of ics day, along with the Vanderbily
and Rockefeller mansions, Marquand's music
vaom, entirely in Acstheric Movemente style,
needed the collaboration of 2 truly impressive
artistic team. Frederie, Lord Leighton, and
Sir Edward Poynrer—who, Tike Alma-Tadema,
were highly sticcessiuf Rayal Academicians——
contribured pamnted decoration, and the seulp-

tor Vdward Onslow Ford execured the andirons,

out the room was dominated by the elements
of this suite, which included a wonderful
grand piano {on Joan 1o the Museum of Fine
Ares, Basron),

Alma-Tadema was intensely interested
in design and decoration, MHe planned and
furnished both his ewn homes, The suite he
designed for Marquand reflects his passion for
ancient [Rome. Thmughout his pamtings he
worked to invent ﬁcring backgrounds for
merdents of Roman datly life, and here, for
Marquand, he wanslaced these fzmgfnings o

the equipping of a New York mansion.




Luc-Olivier Merson, designer, French,
13461920, Eugéne Stanislaus Oudinor,
maker, French, 18291880, La danse des
Sfangailles (ehree-light window for che Bell
apartment, New York City). Passy, 1885,

Sratned glass, h. 8 fr. 7 ¥ in. (2.6 m. Bequest of
Adelaide Mote Bell, 1906 (06292203

Merson was an immensely successful artist
and decorative designer who was in great de-
mand, He was commissioned by Isaac Bell to

supply stained glass for Bel!s residence in the

Knickerbocker Building, on Fifth Avenue ar

Twenty-eighch Street, one of che firse coopera-
tive apartment houses. The scene of the
window apparently depfcts a party cefebraring
a couple’s betrorhal, as is indicared by its icfe,
In engaging the ream of Merson and Cudinot
o supply this Florentine chafssmcemst}'ie
window. Bell was ﬂ)EEowing the examn ole of
Henn Gurdon Marquand (see opposite for a
setree from the Marquand house®, whose stair-
case windows were portraits of Michelangelo

and Leonardo da Vinci, also Flarentine sub-

jects, and William K. Vanderbile, Large-scale
windows for domestic deceration had 2 con-
stderable IMPACt at successive inrernarional
exhibitions—Merson was a medal winner

in Paris in 188g—and were very fashionable

for unportant residences in the {ast two decades
of the ninereenth century. The Amertcan artists
Louis Comfbrr'f'ifﬁmy and John La Farge
devised a mare modern look for stained glass
in both technigue and subject matter, in coneast
with the historicism of the Mersen-Oudinor

parmcrship.
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18go—ca. 1900

ATty e O

Tiffany and Company, American (New
York City), t853~present. Loving cup,
Shown at the World's Columbian
Expositian, Chicago, 1893,

Stjver, amboyna infaid with exotic woads and

mother-of-peard, and turquoise, h. g in. (22,

cm). Gift of Jack Steinbcrg, in memory of Mrs.

Regina Pertmusrrer Steinberg, 1973 {1973.170)

The bacchanalian morifs dccorating this large
display prece suggest thar the Inspiration is
classical, bur the shapc and the exotic marerials
are typical of the American Age of Opulence,
a}ready COmINg to an end by this date. Tifﬁmy
continued the world’s fajr tradition of making
large-scale and highly ornamented prestige
pieces for exhibition, but the Asts and Crafts
Mavement in America was tending toward a
very different course, influenced by William
Morris and the newly established craft guilds
i Britain,

Gustave Serrurier»Bmy, Belgian, 1858~1g10,
Cabinet-vitrine, Litge, 180g.

Red narra wood and ash, copper, and enamel,
h.g8in (2489 em). Gift of Mr. and Mrs. Lloyd
Macklowe, 158 {1981.512.4)

Belgian artists were at the forefront of the
European Art Nouveau movernent and the
allied fleld of Symbolist painting. Serrurier-
Bovy, an architect and firniture designer, ocey-
pied an important position as the first Belgian
master of Art Nouvea, closely followed by
Henri van de Velde and Vietor Horta. The
echoes of structural Gothic in the supports
and the glazing bars of the glass doors hark
back to English midcentury designs, which
atso influenced the Parisian Hector Guimard
at this same time. The eabinet was shown ar
the opening of Scrrurs'c::—Bovy's Paris showe
room, where it dominated the dining-room
display in his inaugural exhibition, entided
“L'Art dans 'Habitation”
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Charles Francis Annesley Voysey, dcsigncr,
British, 1857~1941, Turnbuli and Stockdale,
manufacturer, English {Ramsbottom,
Lancashire), for Liberty and Company,
London, Tulip- and bird-printed velveteen.
18gos.

Cotton, 1. g4 % in. (240 cm). Purchase, Friends of

European Sculpture and Decorative Arts Gifts,

1960 (1990.155)

(L

Voysey supplemented his small architectural
practice by designing all kinds of domestic dec-
orative items: furniture, metabvares, wallpaper,
carpets, and texrifes, His parrerns are distinctive,
with stylized plants and birds, ina range of

muted, subtle colors.







Edward Colonna, designer, French,
18621948, Art Nouveau Bing, man-
ufacturer, French (Paris), 18g5-1904.
Oneof a pair of palisander side
chairs. 18gg.

Waod, silver, gold, and rose damask up-
holstery, h. 35 % in. Purchase, Fdward C.
Moore Jr. Gift, 1526 (26.228.5..8)

Siegfried Bing’s artist-destgners were

all distinguished contmbutors to the
development of European Arc Nou-
veau, but his sojourn in America to
investigate and report on the decorative
arts had given him the vision to mange

farther afield in his search for designers,

Calonna, who had been in the

United States since 1882, was recritfed ™

by Bing along with Louis Sullivanand -

L.C 'E‘iff‘any. Birig's VENTUIE WaS EX{el-

svely reported in design and decora-

rion periodicals, and the display at the -

Paris Centennial Exposition in 1goo
as regarded as a eriumph for his

gallery and its designers. For that dis-

play, Celonna created a sabon compléee ™™

with furniture and all fts decoration,
includmg this elegant chair, which ex-
presses the essence of Art Nouveau

without any of the excess of ornament

sometimes employed.

Archibald Knox, designer, British, :864—1533.

W H. Haseler and Company, manufaceurer,
English (Birming]mm), for Libcrt}f and
Company, London, Claret jug, rgoo—1go1.

Silver and chrysoprase, h. 11 %o, (30 em)

Harris Brisbane Dick Fund, 1992 {1992.546)

Like Voysey, Knox was also an architect by training,
He became a Pmliﬁc andd inventive metalwork designer,
and his creattons were shown at the 1goo Paris
Centennial Expositon.

Liberty and Company started in 1fips as an
Oriental warchouse, with farge stocks of Japancse
artifacts and rextiles, and became one of the most
successful of the department stores, in part because
of its palicy of commissioning designs from leading
artists and architeets for its products. As well as the
artists represented here, Arthur Lazenby Liberty had
persuaded E. W, Gedwin (see p. 38 to manage the
artistic-dress deparoment, which was stocked with
Grtci;m«si}-'fc robes ard embraidered FOWIS made
from the soft Oriental sitks that were Libernys
specialty. The firm also continued 1o use the avant-
garde furniture designs develaped by Christopher
Divesser’s Art Furnishers' Alliance (see p. 287
The parallels with those exhibited at Sicgﬁ‘iCd Bing's

Paris gallery, L'Are Nouveay, are striking (left),

oy
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Edward Colonga, designer of silver
mounts, French, 18621948, Alexandse
Bigot, potrer, French, 18621927 Art
Nouveau Bing, producer, French (Paris),
18g5—1904. Pitcher. Ca. 18gg.

Stoneware, £rés flammd, with silver Mounts,
h. 3% in. {7.9 e} Purchase, Edward €.
Meore [r. Gift, 1ga6 (26.228.7)

The silver mounts are tiypical of Colonna’s
sinuous style of metalvork, which has the deli-
cacy of fewelry even when used for furniture
or, as here, 1o provide the handle for this subtly
glazed stoneware jug. The Musée des Arts
Décoratifs i Paris has an example of this

design purchased from Siegfried Bing in 1900,
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Left: James Powell and Sens, designers,
British. Whitefriars Glassworks, manufac-
turers, English (London), 18341980,
Free-blown, ripple-fluted, Ieng-stemmed

vase, Ca. 18g0.

Shaded greenish glass, h. 12 in. {10.5 em). Pur-

chase, Rebert L. Isaacson Gift, 1904 (19g4.282)

Right: Leuis Comfort Tiffany, dcsigllcr,
American, 1848~1933. Tiffany Studios,
manufacturer, American {Cerona, Queens,

New York}, 1g10—20. Vase. Ca. 1917

Glass, h. 13 in. (31.3 em). Gift of Mr. and Mrs.
David G. Martin, 1987 {1987.140)

Tiffany is by far the better known of these two
glassmakers, bur Powell was doing very similar
experiments at the same date, and sometimes
just in anticipation of Tiffany’s introduction of
a new shape or style. These two picces form a
bridge between the Art Noaveau initiatives in
London and Paris, since Poweli glass was retailed
by Liberty and Company, and Tiffany glass by
Bing at his gallery, L'Art Newveau. The idea
behind these flowing shapes was to achieve the
appearance of spontaneity characteristic of

ancient glass,




G. Calior, designer, French, 1823—1g05.
Design for a haircomb with swan mounts.

Ca. 1goo.

Pencil, pen and ink, and gouache on buff paper,
7 %212 in (197 x o5 em). The Elisha
Whiteelsey Collection, The Elisha Whitzelsey
Fund, 1953 (53.670.6)

René Jules Lalique, designer and maker,

French, 18601945 Brooch. Ca. 1g03.

Greenish gold, diamonds, green glass, and fins of
plique-d-jour {open-backed) enamel, | 4 % in.
(12.4 cm). Signed: LALIQUE. Bequest of Mary
Kefloge Hopkins, 1941 (45.28.2)

Lafique was the most celebrared and inventive
of the Art Neuveau jewelry designers, being
particularly adventurous in fis use of materials.
The brooch at left is composed of two motifs,
cach with cight interlaced fish gliding toward a
central gem. Lalique’s masterful technique -
corperated brilliane-cut diamonds set in the
gold bodies of the fish, molded, opaque green-
glass heads, and opcnwbad{cd enarnel to creare a
shimmering surface of fish scales and sea colors.
The popularity of this style of jewelry was
compamtiver brief but intense, and Lalique
had many imitators. G. Callot’s book of

similar designs, from which the swan comb
above is taken, shows the originality of an
artist rather than the slavish copying of a

commercial imirator.
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Opposite: Joseph Nash, British, 18081878, The Hardware Section ar the Crent
Eshibirion (detail. Dated 1852. Color lithograph, Marris Brisbane Dick

Fund, 1941 (41 1253 [3]-

The Birmingham firm of Jennens and Betteridge fearured prominently in
the hardware section of the Grear Exhibition of 1851, Their japanned and
gilt papier-maché, inlaid with mother-of-pearl, is as highly prized by
today’s collectors as it was by the Victorians. Empress Eugénie loved ir,
and Queen Mary had a farge number of very fine examples. The piano
and sleigh-shaped capitenné chair were ameng the more ambitious of the

firm's products.



